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Foreword

It all began November 15, 1926, with the opening of the National
Broadcasting Company. It ended September 30, 1962, when the last
two dramatic shows were canceled by CBS. The final struggle be-
tween radio and television for the affections of the American people
ended with TV the total victor. There have been a few valiant, ill-fated
attempts to revive dramatic radio, but there is little on the air today
outside the music-and-news formula. There is no equivalent to Jack
Armstrong, The All-American Boy on radio or TV.

Maybe this is what radio was all about: ultimately optimistic,
undeniably innocent by today’s standards, old-time radio conveyed
noble myths: crime did not pay, goodness would always be rewarded,
and evil would not go unpunished. The Shadow proved that weekly
on another network.

But on the night of September 8, 1947, ABC set out to prove
something far more difficult. The network had in its grasp a five-
pound book, America’s Needs and Resources, prepared by twenty-
seven economists and written up as a deadly dull 1,000-page report.
Normally this was the kind of thing the networks avoided like the
plague, with good reason. The axiom that people wanted entertain-
ment, not intellectual balderdash repeated itself every time the
Hooper company released its ratings of top radio shows. The Neilsen
company is still finding it true in TV three decades later: people best
like shows that can be described as sheer escapism.

ABC took on the project anyway, dressing it up as semi-
entertainment—a 60-minute documentary, 19607 Jiminy Cricket! An
orchestra was added and characters from Walt Disney Studios were
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employed to tell us the story. Jiminy Cricket was the host and narrator,
describing the future for Donald Duck and the Seven Dwarfs. As
always, the voices of Cliff Edwards and Clarence Nash were Jiminy
and Donald, respectively; the whole thing was enormously upbeat,
ending with the full orchestra-and-chorus number, “Can This Be
Paradise?” It could be, we were promised, and it could all happen in
just thirteen years.

Oh, sure, there were a few “‘ifs” thrown in. Jiminy, Donald, and
company wanted our politicians to begin taking their mandates seri-
ously. Some real planning would be necessary to handle the $51
billion a year the government would be spending by 1960. They were
worried even then about the effects of the wartime baby boom, and the
inevitable overpopulation that would result. Grumpy sounded an
all-too-familiar note; “I guess you didn’t read the newspapers,” he
complained to Jiminy. “Strikes, wars, inflation, vetoes, death, and
destruction. A dollar of U.S. cash currency buys me nothing. I say
we're on the downgrade; we’re hittin’ the skids. The whole dad-
blamed country’s goin’ plumb to pot!”

Jiminy’s sugar ultimately prevailed. Natural resources? “Why,
this country’s got more of that stuff than anybody.” It said so right in
Chapter 23. There could be no question that America had an over-
abundance of almost everything, “enough to support an expanding
American economy for decades to come.” What we didn’t have, other
countries could produce for us. And if that ever wore thin, we always
had that great intangible, inexhaustible quality, ‘“American know-
how,” to pull us through.

Well, Jiminy’s thirteen years have come and gone—twice. We
have gone through two more wars, a lot of internal strife, and a
presidential assassination. We still have slums, strikes, and inflation.
Government spending has now topped $1 billion a day—six times
Jiminy’s “problem” budget for 1960.

But we’ll never know what Grumpy thinks now, because some-
where along the way radio died and became simply an article of
party-time conversation.

This book really began with a cheap Sony tapedeck and a few
reels of tape. Six years were spent listening to those shows. Sonys are
no longer cheap and the six reels have grown to a roomful. From the
12,000 shows contained on those reels comes the fact and folklore
contained in this book. The writer wishes to take note of the friends
who have contributed to this library, keeping in mind that any re-
maining flaws are solely the author’s responsibility.

A great debt of gratitude is due the entire fraternity of radie-show
collectors. Without them, the sounds would surely have perished.
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Dave Amaral, Fremont, California
Karl Amundsen, Brooklyn, New York
“—Ralph Becker, Denver, Colorado
Terry Black (Cinnamon Bear research), Springfield, Illinois
Al Block, San Bruno, California
Barry and Richard Brooks (Lux Radio Theatre log), Winthrop, Mas-
sachusetts
Howard Brenner, Mar-Bren Sound, P.O. Box 4099, Rochester, New
York 14610
Fred Dickey, Sequim, Washington
‘Albert Ellis, Denver, Colorado
George Fowler, Great Radio Shows, Box 254, Woodinville, Washing-
ton 98072
Don Frey, Jr., Topeka, Kansas
~—Charles Gibson, Evergreen, Colorado
Joe Hehn, Allentown, Pennsylvania
Jay Hickerson, Orange, Connecticut
““Joe McGoey, Don Zucker, KFML Radio, Denver, Colorado
Jack Miller, Hamden, Connecticut
John R. Olsen, Jr., Box 321, Baker, Oregon 97814
Bob Proctor, Adrian, Michigan
Pat Rispole, Schenectady, New York
Jay K. Springman, Xavier University, New Orleans, Louisiana
Ray Stanich (various program logs), Brooklyn, New York
~—Bill Thoennes, Denver, Colorado
Bob Wallenberg, Seattle, Washington
Marion Wedin (One Man’s Family log), College Station, Texas

The quote from “A Final Fiance For Helen Trent” is excerpted
from a Life article by Peter Bunzel, © 1960 Time Inc., and is used by
permission.

"7~ Thanks also to the Denver Public Library, for help in digging out
some 2,000 magazine articles from the “golden age”; to Roy Bright,
Wyoming, Illinois, who supplied some 900 issues of Radio Life, a
highly factual weekly review of radio when it was happening; and to
Skip Craig, truly one of the outstanding collectors in America.

Most of the other material came from my personal collection of
some 3,000 magazine articles, written when radio was going strong,
and from my library. With radio dead but not quite forgotten, the
“nostalgia boom” swept in and books appeared ‘“remembering
when.” Though the bulk of the research for Tune In Yesterday came
from other sources, these books provided overall scope. Such auto-
biographies as Meredith Willson’s And There I Stood With My
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Piccolo, Fred Allen’s Treadmill to Oblivion, Eddie Cantor’s My Life
Is in Your Hands, Jessica Dragonette’s Faith Is a Song, and Mary Jane
Higby’s Tune in Tomorrow still make entertaining reading. A debt is
also owed the nostalgia volumes, Richard Lamparski’s Whatever Be-
came of. . .? series, and Jim Harmon’s Great Radio Heroes and Great
Radio Comedians. James Thurber’s fine 1948 series of New Yorker
articles, later assembled in book form, gave a listener’s perspective of
the best ‘“washboard weepers” of that era, and Hadley Cantril’s
Invasion From Mars summarized the Orson Welles Martian scare.
The New York Times Directory of the Film helped date shows con-
taining movie stars, and Harrison Summers’ Thirty-Year History of
Radio Programs, 1926—1956 was an invaluable source in tracking
shows to their starting dates. Two final book sources were The Seri-
als, Raymond William Stedman’s survey of movie and radio serial
drama, and The Big Broadcast by Frank Buxton and Bill Owen, the
first extensive compilation of radio-show casts.

This book uses the Buxton and Owen alphabetical approach.
Shows are listed alphabetically, by full title. For example, Jack Arm-
strong, The All-American Boy and The Jack Benny Program will both
be found under the letter J. You won’t find Ozzie and Harriet or Sam
Spade under O or S, however, because the full title of both shows

"throughout their runs began with The Adventures of . . .”. Similarly,

The Romance of Helen Trent and Meet Corliss Archer are listed
under R and M respectively, though listeners might well remember
them best as Helen and Corliss. For cross reference of stars and staff,
see the index.

Quite unlike any previous books, this is also an historical refer-
ence, a nostalgia reader, and (because tapes of the shows can now
easily be obtained by everyone) an entertainment review. Each show
is covered in narrative form, giving such vital information as dates,
networks, sponsors, time changes, and personnel. The interrelation-
ships of important characters in serials, situation comedies, and run-
ning dramas are explored in some detail, and full biographical data is
included on many of the stars who played those roles.

Scores of shows are discussed here for the first time, but this book
doesn’t pretend to include every series from radio history. A twelve-
volume set would be needed for that. The scope has been limited to
drama, comedy, and variety. Band remotes, straight newscasts, and
documentaries are books in themselves. Newscasters are covered
only when they were billed regularly as semi-entertainment (Walter
Winchell, Hedda Hopper), bandleaders only when they had a regu-
larly sustained variety show (Kay Kyser's Kollege of Musical
Knowledge). Show casts were carefully checked in closing credits and
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in cross-indexed magazine articles, then were double-checked
against Stedman, Buxton, Owen, Harmon, et al.

To describe the compiling of this book as work would be an
injustice. It was fun. I hope the reading is as much fun. Remember
The Shadow? . . . Remember The Lone Ranger? Return with us now
to those thrilling days of yesteryear. This is how it was.

John Dunning
Denver, Colorado







Note...

Casual readers will note an apparent discrepancy in references to the
NBC Blue Network. When NBC was formed, it was organized into two
separate and independently operated networks, Red and Blue (at one
time there was even an Orange Network for the Pacific Coast). In the
late 1930s, the Federal Communications Commission recommended
that no single corporation be allowed to own more than one network,
and the result was the sale in 1943 of the Blue Network to Edward J.
Noble. The Red Network then became simply NBC, and the Blue
Network was renamed the American Broadcasting Company.

For a time during this transition, it was simply called the Blue.
Then it was called “The Blue Network of the American Broadcasting
Company.” Finally the change was complete, in mid-1945 it became
simply ABC. This is why some of the early references are to NBC Blue
and some later references are to Blue or, during the transition, Blue-
ABC.
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The Abbott and Costello Show

The Abbott and Costello Show. Bud Abbott and Lou Costello, remem-
bered primarily as a movie team, got their first shove toward stardom
in radio and stayed with the medium through the 1940’s when their
fame as film comics was at its height.

Their personal lives almost contradicted their screen and radio
images. William Abbott was born October 2, 1895—it is said in a
circus tent—to a family of veteran circus performers. Born March 6,
1908 in Paterson, N.]., Costello would become known in show busi-
ness circles as “Hard Luck Lou.” They met in 1929, when Costello
was booked with a vaudeville act into a neighborhood Brooklyn
theatre. Abbott worked in the theatre’s box office, and soon found
himself onstage serving as Costello’s straight man. The men seemed
to fit together from the beginning, and before long they were hitting
the boards as a regular team. They played burlesque and vaudeville
through the Depression and in 1938 signed for an appearance at
Loew’s in New York. Ted Collins, then riding high as the architect of
Kate Smith’s career, saw their show and asked them to come on the air
with Kate.

They brought an old-style vaudeville slapstick style to radio, a
standup comedy that consisted mainly of short skits involving clever
plays on words. Costello’s shrill shrieks mixed well with Abbott’s flat
sarcasm, and the team was an instant radio hit. For more than a year
they were regulars on The Kate Smith Hour, and the exposure there
led to Hollywood, to films, and to frequent guest appearances with

1



2 THE ABBOTT AND COSTELLO SHOW

Edgar Bergen on The Chase and Sanborn Hour. Their first starring
radio roles came in 1940, when they filled in for a summer in Fred
Allen’s NBC slot, beginning July 3.

Together they made and lost a fortune. Signed by Universal
Pictures in 1939, they almost single-handedly bailed the financially
troubled studio out of the red. Their own regular airshow was first
heard October 8, 1942, running for five years on NBC as a Thursday
night feature for Camel Cigarettes. For the 1947—48 season they
switched to ABC, sustained for two years on Wednesdays and later on
Thursdays. Their Abbott and Costelle Children’s Show was heard
Saturday mornings at 11 on ABC from 1947 through 1949, awarding
$1,000 savings bonds to “outstanding youngsters of the week’ and
featuring top juvenile talent,

But their nighttime Abbott and Costello Show became the back-
bone of their success. Consistently heard by more than 20 million
listeners, it supplemented such films as Buck Privates, In the Navy,
and Hold That Ghost to keep their names constantly at the top of the
zany comic heap. Their air skits were often extensions of the routines
they had used on stage. The famous baseball spoof, ‘““Who’s On First?”
was developed for a live audience, but was especially adaptable for
radio. The skits developed their images: Abbott became the stern
taskmaster, while Costello fumbled his way through life and
shrugged off his bumbling with “I'm a baaaad boy!”

They opened with fanfare. Leith Stevens was tapped for musical
arrangement; Marty Gosch became their longtime producer-director,
and early writers included Hal Fimberg, Don Prindle, and Joe Kirk.
Connie Haines did the vocals, and later Marilyn Maxwell was brought
aboard to sing and be ogled by Lou. Skits were also built around the
home life of announcer Ken Niles, with Elvia Allman playing Mrs.
Niles.

Costello’s life was marked by numerous tragedies, and he became
known in the trade as “hard luck Lou.” In March 1943, with the radio
show at its peak, he was stricken with rheumatic fever and forced off
the air. Abbott refused to carry on alone, so the new team of Jimmy
Durante and Garry Moore was hastily assembled to replace them.
Costello returned in the fall, but fate wasn’t finished with him yet. In
dress rehearsal for his first show, he was called to the phone to learn
that his year-old son had fallen into the family swimming pool and
drowned.

Costello rushed home, and the news spread through the film city.
Mickey Rooney was brought in to read Costello’s lines; calls offering
to help came in from Durante, Bob Hope, and Red Skelton. But around
6 p.M., Costello called Abbott and said he was returning for the show.
For 30 minutes he fought back tears and wisecracked with Abbott on




THE ABE BURROWS SHOW 3

the air. Just after Ken Niles had read the sign-off he broke down before
the studio audience. Abbott then stepped forward and explained to
the audience what had happened.

The team survived into the 1950’s, but by then their peak had
passed. Then the tax people descended, and nothing was ever again
the same. Costello died March 3, 1959. In his old-age, Abbott thought
about comebacks with new partners, but it didn’t work. He had earned
millions in his film and air career, but both he and Lou were ‘‘always
broke.” He died a pauper April 24, 1974, after an eight-year audit of
his back taxes left him penniless.

Abbott Mysteries

Abbott Mysteries was a spinoff of the Mr. and Mrs. North and Thin
Man success formula, featuring Charles Webster and Julie Stevens as
Pat and Jean Abbott, a San Francisco couple whose particular pen-
chant was stumbling over bodies in hallways or wherever. Although
the series got good reviews and capitalized well on the breezy detec-
tive format, it never enjoyed the success of the big two, and was
relegated to irregular summertime runs of the late 1940’s. Adapted by
Ed Adamson from stories by Frances Crane, Abbott Mysteries was
heard on Mutual in the summers of 1945, 1946 and 1947. Webster and
Miss Stevens carried the roles for most of the run, but the parts were
played for a time by Les Tremayne and Alice Reinheart.

The Abe Burrows Show

The Abe Burrows Show premiéred in its Saturday night quarter-hour
format on July 26, 1947, over CBS. Manhattan born and reared, Bur-
rows journeyed to Hollywood in the late 1930’s and found work
writing for radio. He was the life of any party and soon gained a
reputation among the town’s superstars as the nation’s greatest
satirist. He made his name satirizing the songs of Tin Pan Alley,
rambling to the accompaniment of his own piano and belting out such
beauties as ‘I Looked Under A Rock And Found You,” and “Walking
Down Memory Lane Without A Goddamn Thing On My Mind.”
Burrows helped Ed Gardner create Archie, the sloppy barkeep at
“Duffy’s Tavern.” When Duffy became a regular series March 1, 1941,
Burrows became head writer, a job he held for four years. He worked
on a serial of his own creation, Holiday and Company, which ran on
CBS in 1946. But The Abe Burrows Show was his first stab at perform-
ing before the mike. The show ran 29 weeks and was dropped, despite
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winning a Radio Critics Award as best comedy of the year. Burrows
returned to the CBS microphone July 4, 1949 in a show called
Breakfast With Burrows. Explaining to Newsweek why a breakfast
show was scheduled at 9 p.M., he said simply, ““I get up late.” Ahead
were brighter days in other fields: a successful TV series, writing of
the hit musical Guys and Dolls and co-authorship of How to Succeed
in Business Without Really Trying. Today The Abe Burrows Show is
just another little audio curiosity.

Abie’s Irish Rose

Abie’s Irish Rose was first heard January24, 1942, as part of NBC’s
Knickerbocker Playhouse. Knickerbocker had been running two years
then, offering lighthearted comedies a la First Nighter. Then the
sponsor, Procter & Gamble, bought Abie’s Irish Rose, which had been
one of the great hits of Broadway, having had more than 2,000 per-
formances before closing in 1927. Knickerbocker was gradually
phased out, and Abie’s Irish Rose became part of the NBC Saturday
night lineup as a show of its own. It was one of the very early thea-
trical thrusts into the “‘marriage of two cultures’’ theme. Author Anne
Nichols intended it as a “true love conquers all” statement, pitting
Catholic and Jewish families against each other as in-laws. Abie Levy
was played in the first year by Sydney Smith; his young bride Rose-
mary Murphy was Betty Winkler. The marriage set family against
family until twins were born to Abie and Rosemary on Christmas Day
and the families decided to patch up their differences. Still, fights
between the crusty old fathers were just beneath the surface. Alan
Reed played Solomon Levy and Walter Kinsella was Patrick Joseph
Murphy. The start of the second year brought Richard Coogan and
Mercedes McCambridge to the mikes as Abie and Rosemary.

Sponsored by P&G’s Drene Shampoo, this program was ‘““dedi-
cated to the spirit of freedom and equality which gives to this nation
the greatness that is America,” and came packaged to the organ
theme, “My Wild Irish Rose.” It ran until September 1944.

Academy Award

Academy Award, although on the air for just one season, reached a
high point in audio drama. Probably as much because of the stature of
its stars as the slickness of its production, it stands the test of time well
and remains historically an important piece of radio.

It is one of the great “forgotten programs” of the air. Broadcast
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weekly in half-hour episodes, Academy Award dramatized many
famous stories of the movies, using the original film casts wherever
possible. When the stars weren’t available, other big names were
tapped to fill in. Each play had one thing in common: either the
players or the movie on which it was based must have won or been
nominated for an Academy Award.

It opened March 30, 1946, with Bette Davis in Jezebel. Ginger
Rogers starred in Kitty Foyle for the second offering. It was a Saturday-
night show through June, when it moved to Wednesdays and con-
tinued until December 18, when it left the air. Sponsored by The
House of Squibb, a drug manufacturing firm, Academy Award offered
such standout productions through the year as Stagecoach with Ran-
dolph Scott and Claire Trevor; The Maltese Falcon with Humphrey
Bogart, Sydney Greenstreet, and Mary Astor; Young Mr. Lincoln with
Henry Fonda, and Keys of the Kingdom with Gregory Peck. But movie
stars were expensive, often getting $4,000 and more for a single
appearance. The sponsor also had to pay $1,600 a week to the
Academy of Motion Picture Arts and Sciences for use of the name, but
perhaps the most serious problem was the shortage of suitable scripts
because of constant repetition on similar shows, and after nine
months the show was scrapped.

While it lasted, Dee Engelbach was producer-director, and the
plays were adapted from the screen by Frank Wilson. Original musi-
cal scores and themes were composed and conducted by Leith Ste-
vens, and the production had all the appeal of The Lux Radio Theatre,
The Screen Guild Theatre, or any of the othér major screen theatres of
t{1e air.
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Adopted Daughter was developed from a series of regional skits and
played on a regional NBC hookup for several years beginning in the
summer of 1939. Jettabee Ann Hopkins wrote the script for this soap
opera, and played the part of Jerry Jangles, the “courageous young
wife who fights for home and happiness.” Miss Hopkins had de-
veloped The Jangles as a radio play in 1934, and had produced it
locally at various radio stations where she worked. It told the story of
the Jangles family and their adopted daughter Jennie, and soon at-
tracted a following wherever it played. In 1937, Miss Hopkins joined
WOW, Omaha, and after a trial run, The Jangles was picked up by a
very rich sponsor, J. C. Penney. That made the network sit up, and in
April 1939 NBC brought Miss Hopkins to New York for a transcribed
run, immediately changing the name to Adopted Daughter.
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Adult Education Series

Adult Education Series, one of the early experiments with adult
education on the air, came to CBS April 28, 1938, under the direction
of Sterling Fisher, and was divided into three areas of learning:
“Americans at Work,” “Living History,” and ‘“Adventures in Sci-
ence.” The “Americans at Work” segments were especially popular,
recording interviews with blue-collar workers and executives in their
jobs. The show followed Walt Disney through a typical day, but built
most of its format around the “common man.”

Adventure Parade

Adventure Parade came to Mutual in 1946, running for three years as
a 15-minute daily serialization of the classics. John Griggs was first
host-storyteller, doing all the voices for such plays as Moby Dick, Last
of the Mohicans, and Swiss Family Robinson. Later the shows were
more fully dramatized, and the stories usually lasted about a week.
Announcer George Hogan called the club to order with “Adventurers,
atten-shun! Fall in for Adventure Parade!”

Adventures by Morse

Adventures by Morse, a syndicated series, was produced by writer
Carlton E. Morse in 1944 after his I Love a Mystery was dropped from
the networks. Morse was one of radio’s most prolific, versatile writers
and directors, doing soap opera (Woman in My House, Family
Skeleton), evening drama (the long-running One Man’s Family, a
radio legend), and hair-raising adventure shows.

Adventures by Morse picked up the same high adventure themes
Morse had been using in I Love a Mystery since 1939. Hero of the
series was a San Francisco detective named Captain Bart Friday. With
his sidekick Skip Turner, Friday roamed the world solving mysteries
and seeking out dangerous adventure. The stories often bordered on
the supernatural, though in the Morse tradition there was usually a
logical explanation.

It was produced in serial form, each chapter 30 minutes long and
programmed once a week. A full year of Adventures by Morse was
produced for syndication, with the major stories done in ten chapters.
Breather stories of three chapters were sandwiched between the
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longer runs. These terror-thrillers were the kind of radio writing
Morse did better than anyone. He sent Friday in the first show to a
graveyard in northern California where corpses walked, wolfmen
prowled, and ghouls roamed at will. In subsequent shows, Friday and
Skip headed for Cambodia, in the heart of French Indo-China, and had
a confrontation inside a great hollow mountain with an ancient order
of vampire priests. Another adventure found them in the quiet
California town of Holman, where dead men prowled the night and a
skeleton dragged people out of their windows into the sea. And if
Friday and Turner couldn’t quite replace Jack, Doc, and Reggie in
radio’s Hall of Fame, they still gave a good account of themselves
when the chips were down.

Even the characters were developed along I Love a Mystery lines.
Captain Friday, as the strong-voiced leader figure, was played by
Elliott Lewis, David Ellis, and Russell Thorson over the run. The
character of Skip Turner had—probably not without reason—a strong
Texas accent, and was more than a little reminiscent of ILAM’s Doc
Long. A fine adventure show, almost Grade-A Morse.

The Adventures of Christopher Wells

The Adventures of Christopher Wells was a brief adventure show
created by Ed (Mr. District Attorney) Byron, premiering on CBS
September 28, 1947, and running for one season. Wells was played
early in the run by Myron McCormick and later by Les Damon. He was
a tough New York newsman with a flare for globe-trotting and an eye
for a shapely leg. He was aided in his adventures by Stacy McGill, the
inevitable beauteous girl Friday, played by another Mr. D.A. refugee,
Vicki Vola. Robert Shaw wrote the scripts and music was by Peter Van
Steeden. In short, just another action show. Some programs might
have survived against Fibber McGee and Molly, Christopher Wells
didn’t. Neither did its sponsor, the DeSoto automobile.

/535 ¢

The Adventures of Frank Merriw

The Adventures of Frank Merriwell, “beloved hero of American fic-
tion,” had its roots in the dime novels of the late nineteenth century.
On radio, Frank goes back to the mid-1930’s, to a three-a-week serial
for Dr. West’s Toothpaste. That show, announced by Harlow Wilcox,
has been virtually obliterated by time. The “new” Adventures of
Frank Merriwell came to NBC as a Saturday-morning half-hour Oc-
tober 5, 1946, featuring Lawson Zerbe as Frank. Co-starred were Hal




8 THE ADVENTURES OF FRANK RACE

Studer as Frank’s pal Bart Hodge and Elaine Rost as girlfriend Inza
Burrage. Other regulars were Pat Hosley, Lamont Johnson, Brad
Barker, and Grace Keddy. The show was directed by Ed King, later by
Joseph Mansfield and Harry Junkin. Frank Merriwell was a student at
turn-of-the-century Yale, a super athlete who always kept his wits.
The show opened to the clip-clop of a trotting horse as announcer
Mel Brandt set the stage: ‘““There it is, an echo of the past, an exciting
past, a romantic past—the era of the horse and carriage, gas-lit streets
and free-for-all football games; the era of one of the most beloved
characters in American fiction, Frank Merriwell. Merriwell is loved
as much today as ever he was, and so the National Broadcasting
Company brings him to radio, in a new series of books written by
Gilbert Patton under the pen name Burt L. Standish.” Scripting actu-
ally was done by Ruth and Gilbert Brann and William Welch, but the
series contained much of the original flavor, and lasted until 1949,

The Adventures of Frank Race

The Adventures of Frank Race was an adventure series, beginning
syndication May 1,1949. The chief protagonist, Race, was an attorney
who took up a life of intrigue after the war. When the war was over, his
former life was over too; adventure had become his business. The
shows were written and directed by Joel Murcott and Buckley Angel
for Bruce Eells Productions. Eells had a cute trick of producing the
early episodes of his shows with a “name’’ star, then dropping the star
once the series had been sold. So it was with The Adventures of Frank
Race. Tom Collins, fresh from his distinctive performance in Chandu,
the Magician, was signed as Race, but was dropped after the first few
months in favor of Paul Dubov. The series was run of the mill,
though it did have a creative musical score, written and played by

Ivan Ditmars. PO
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The Adventures of Nero Wolfe — /(" —
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The Adventures of Nero Wolfe, “detective genius who rates the knife
and fork the greatest tools ever invented by man,” came to the Blue
Network July 5, 1943, as a Monday- and later a Friday-night mystery
show for Elgin watches. Wolfe, first seen in the mystery novels of Rex
Stout was a ‘‘gargantuan gourmet’ and orchid fancier first class, the
fat genius whose eye for detail solved many a “perfect”’ murder. To
watch over his personal and financial affairs, Wolfe had a secretary,
Archie Goodwin, who goaded him into taking a case whenever the
bankbook got too low, and Archie’s appreciation for female curves
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gave the show an occasional shot of romance. Santos Ortega and Luis
Van Rooten were among the early Wolfes. The 1943 series soon
disappeared, but Wolfe was resurrected in late 1945, starring Francis
X. Bushman with Elliott Lewis as Archie. Louis Vittes wrote the
scripts. The show ran Sundays for Jergens Lotion and ended De-
cember 15, 1946. In 1950, still another Nero Wolfe was brought to the
air, sustained by NBC on Fridays. It featured Sydney Greenstreet as
Wolfe, and rotated so many actors into the role of Archie that listeners
must still be confused. Among those playing Goodwin in this last
series were Gerald Mohr, Wally Mah er, Harry Bartell, Herb Ellis, and
Lawrence Dobkin, who also played other roles in other weeks. Pro-
duced by Edwin Fadiman, directed by J. Donald Wilson, and an-
nounced by Don Stanley, the show was last heard April 27, 1951.

The w};ﬁﬁﬁas ol}\i)zKSie .D Harrlel)H

The Adventures of Ozzie and Harriet premiéred on CBS on the
Nelson’s ninth wedding anniversary, October 8, 1944. A New Jersey
native, Ozzie had formed his first orchestra at 14, and had worked his
way through college and law school playing proms and balls. He
graduated from Rutgers and emerged from academia with a law
degree, but soon found his band doing so well that he postponed
hanging out his legal shingle.

Harriet came out of Iowa, playing her first stage role at the age
of six weeks in the arms of her actress mother. Her name was Peggy
Lou Snyder then; her parents were part of a traveling stock company,
and by the time she was 5, Harriet was a veteran performer. After
school she continued her career, traveling the old Orpheum vaude-
ville circuit with Ken Murray, Bert Lahr, and others. Her stage work
led inevitably to Hollywood, where as Harriet Hilliard she signed a
contract with Paramount and appeared as a dancer in the 1932 short
film, Musical Justice.

By that time, Ozzie Nelson was leading one of the best-known
dance bands of the time, and was packing them in at the old Glen
Island Casino. He had an idea that a girl singer might go well with his
band (rather a novel thought in those early days), and one day he
caught Harriet’s act in Musical Justice. He liked her and arranged a
meeting. She liked him, and agreed to give up her current job—singer
in a New York restaurant—and join the band. Together they worked
out the patter-and-song routine that became their trademark. While
the band played lightly, Ozzie and Harriet would toss songs back and
forth between them in lighthearted, lyrical banter, developing a style
distinctive for its time.
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For Ozzie, though he didn’t know it then, it was the final stroke of
fate that pushed him irrevocably away from the practice of law and
cemented him into show business.

After three years together in the band, Ozzie and Harriet were
married on October 8, 1935. In the meantime, they had signed as
melodians of Joe Penner’s Baker’s Broadcast, an engagement they
continued after Penner left the show and Robert “Believe-It-Or-Not”
Ripley took over. Their son David was born October 24, 1936; another
son, Eric, arrived on May 8, 1940. After the birth of Eric, who became
widely known and later famous as Ricky, the Nelsons forsook the East
Coast and moved to Hollywood, where they joined The Red Skelton
Show in 1941.

Here Ozzie’s natural talent for comedy began to emerge, and the
Nelsons found themselves acting as well as singing. The Skelton job
lasted three years, folding suddenly when Skelton was drafted. Then
Ozzie and Harriet began the second phase of their joint career, in a
new radio situation comedy. The Adventures of Ozzie and Harriet
would portray the Nelsons at home, living the good life, but con-
stantly entangled in amusing situations of their own making. They
were billed as “America’s favorite young couple,” and the plots were
as simple as a Walt Disney movie: setup, complication (always by
Ozzie), deeper complication, and resolution (usually by Harriet).
Ozzie was the pivotal character, and his tangents were the vehicles to
confusion. Once Ozzie got his mind set on something, nothing could
sway him from the path of disaster. This week it might be a “men are
superior” kick; the next week he might suddenly get the idea that the
boys were being neglected. Whatever the cause, Ozzie was sure to
muff it by taking it to ridiculous lengths, Harriet tried to gently guide
him away from the newest crusade, David and Ricky would get in a
few wisecracks, and there would be some well-intended (but usually
ill-advised) advice from the neighbor, Thornberry (Thorny for short).

Naturally, nobody on Radio Row thought it would fly, but The
Adventures of Ozzie and Harriet became one of the long-running
comedy hits of the air. Ozzie wrote much of the finished material
himself, and employed numerous rough-draft scripters. At first he
refused to allow the boys to portray themselves, feeling that the
experience of big-time radio was a bit too much for youngsters of 8
and 4 to handle. As he later put it, he wanted no inflated egos at the
dinner table. Initially the roles of David and Ricky were handled by
Tommy Bernard and Henry Blair.

For its first three seasons, 1944—47, Ozzie and Harriet was a
Sunday night show for International Silver on CBS. The same sponsor
followed the show to Fridays in 1947, and to Sunday night NBC in
1948.

T = |
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In March 1949, Ozzie relented and let David and Ricky play
themselves. John Brown gave a fine supporting performance as
Thorny; Lurene Tuttle was Harriet’s mother (usually on the phone);
Janet Waldo was Corliss Archer all over again as Emmy Lou, the
breathless teenager who gave Ozzie poor advice as freely as Thorny
did; Bea Benaderet played the Nelsons’ maid, Glorie, in the early run.
Original music, composed and conducted by Billy May, became one
of radio’s best-known themes. The longtime announcer was Verne
Smith, who also narrated the weekly adventures at 1847 Rogers Road
(rather an insidious plug for the 1847 Rogers Brothers Silver sold by
the sponsor).

Ozzie and Harriet moved to ABC for Heinz Foods in 1949, and
were heard on Friday nights there until they left radio for TV in 1954.
Heinz dropped sponsorship in 1952, and the show was pickedupby a
variety of interests.

The show made almost a painless transition to television and
became one of that medium’s early success stories. The characters
were as homey and consistent on TV as they had been on radic. The
voices were the same, the shows were in good taste, and the Nelsons
didn’t even look radically different than we expected.

It’s still surprising that the Nelsons were able to shift gears so
often and with such flexibility. They couldn’t go on forever, of course.
Ricky was about to emerge as one of the early superstars of rock and
roll; David was a family man with a career of his own. They were truly
big-time with everything they touched, until they tried a twilight
comeback on TV in the 1970’s, with an ill-fated series called Ozzie’s
Girls. It wasn’tevenup to their radio standards of 25 years before, and
soon vanished from the air.

On June 3, 1975, Ozzie Nelson died at his California home of
cancer.

The Adventures of Phillip Marlowe

The Adventures of Phillip Marlowe, the tough private detective
created by Raymond Chandler, came to NBC in 1947as a summertime
replacement for The Bob Hope Show. It starred Van Heflin as Mar-
lowe, a hardboiled gumshoe whose antics had first been told in such
Chandler stories as Farewell, My Lovely, and The Lady in the Lake.
The character had also survived a leap to the screen and subsequently
turned up in the Lux Radio Theatre dramatization of “Murder, My
Sweet,” with Dick Powell. So why not a regular series? Heflin’s
Marlowe was adapted from the original Chandler by Milton Geiger,
and the music was scored by Lyn Murray. Wendell Niles announced,
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and the show provided a nice summertime contrast to Hope. But
then it was gone until September 26, 1948 when the new Adventures
of Philip Marlowe came to CBS, running Sundays, then Saturdays
into 1949 and 1950. Gerald Mohr was starred as Marlowe in a fine
show produced and directed by Norman Macdonnell. Mohr was the
toughest Marlowe yet, heavier of voice than any of the thugs who
opposed him. “Get this and get it straight,” he barked, opening the
show: “crime is a sucker’s road, and those who travel it wind up in the
gutter, the prison, or an early grave.” Mohr’s scripts were written by
Gene Levitt, Robert Mitchell, and Mel Dinelli; special music was by
Richard Aurandt. Macdonnell drew support from radio’s finest, em-
ploying many actors who had worked with him on Escape. Among
them: Edgar Barrier, Vivi Janniss, Gloria Blondell, Lou Krugman,
David Ellis, Wilms Herbert, Virginia Gregg, John Dehner, Lawrence
Dobkin, Jack Moyles, Laurette Fillbrandt, Parley Baer, and Howard
McNear. Lieutenant Abar was played by Jeff Corey; Roy Rowan an-
nounced. Despite the obvious quality, The Adventures of Philip Mar-
lowe was sustained for most of its run, picking up the Ford Motor
Company as sponsor for a time in 1950.

The Adventures of Sam Spade

The Adventures of Sam Spade was first heard on ABC July 12, 1946,
as a Friday-night summer series. The show clicked at once, and went
into regular fall lineup on CBS September 29, 1946. From then until
1949, Sam Spade was a Sunday-night thriller for Wildroot Cream QOil,
starring Howard Duff in the title role. With Duff’s departure, NBC took
the series, leaving it on Sundays for Wildroot and starring Stephen
Dunne as Spade. This version lasted until 1951, the last year running
as a Friday sustainer.

Spade’s appearance on the air marked an almost literal transition
from Dashiell Hammett’s 1930 crime classic, The Maltese Falcon,
where he first appeared. Spade was a San Francisco detective, one of
the most distinctive of the hardboiled school. His jump to radio was
wrought by William Spier, who had already carved out areputationas
a master of mystery in his direction of another highly rated CBS
thriller, Suspense.

Spier was editor, producer, director. A lifelong radio man, he had
broken in during the primitive days of 1929 and earned his stripes
serving on such pioneering shows as The March of Time. Spier
assembled the writing team of Bob Tallman and Ann Lorraine and
began putting Spade together. He was impressed by the deep, cynical,
tough qualities in Howard Duff’s voice. Duff had had long experience
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as an actor, a career that traced back to his high school days in Seattle.
He had originally wanted to be a cartoonist, but the sound of applause
in a senior-year play at Roosevelt High changed all that. Suddenly
stagestruck, Duff began hitting the boards. He worked in local theatre
groups and cracked radio as an announcer on a local station. When
the war came, Duff went with Armed Forces Radio as a correspon-
dent, a job he held for more than four years. He emerged in Hollywood
in 1945, a seasoned but unsung microphone veteran. With his perfect
voice and polished delivery, it wasn’t long before Duff was playing
supporting parts in top dramas of the air.

Sam Spade shot him to national fame. The character, as Spier saw
it, would have many easily identifiable traits. The first thing Spade
usually wanted to know was, “How much money you got on you?"

Two hundred? Okay, I'll take that and you can pay me the rest
later.” But Spade wasn't a spendthrift—he never threw silver-dollar
tips a la Johnny Dollar, even if he could have put it on his expense
account. Spade’s favorite way to travel was by streetcar; it took him
almost anywhere for a dime. He disliked cabs and liked cheap booze.
You didn’t need more than an occasional, subtle reminder; those
glasses clinking every week as Sam opened his desk drawer and
began dictating were enough. We knew Sam and Effie weren’t toast-
ing each other with Sal Hepatica. Sam was a man who worked out of
his desk, and the thing closest at hand in that top drawer just might be
a half-empty bottle of Old Granddad.

His clients got bumped off with startling regularity. Then Sam
sent his report (and presumably his bill) to the widows. He dictated
his cases to his faithful secretary, Effie Perrine, a babbling, man-
hungry female who might have been the adult Corliss Archer. Each
case came out as a report, dated, signed, and delivered. Spade’s
license number—137596—was always included in the report. The
cases unfolded in chronological order, the scenes shifting between
Sam and Effie and the dramatization of Sam’s dictation. Effie, who
always seemed on the verge of tears whenever Sam became involved
(as he did weekly) with a curvy client, was beautifully played by
Lurene Tuttle. Jerry Hausner played Sam’s lawyer, Sid Weiss. Lud
Gluskin directed the music and Dick Joy announced. Soon after the
series began, Ann Lorraine dropped her writing duties, and Gil Doud
became Bob Tallman’s writing partner.

The show ran in its original format through the episode of Sep-
tember 17, 1950. Then Howard Duff quit for a fling at movies, and
“Sam Spade” languished for two months. On November 17, 1950, it
returned on NBC. Duff’s absence was handled in usual network form:
by importing a new voice. NBC ran the show as though nothing had
happened, using Steve Dunne as a boyish-sounding Spade. Spier and
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Miss Tuttle followed the series over, and for a time so did Wildroot.
Wildroot and the listeners all got wise around the same time. Dunne
was a good radio man, but he sounded like Sam in knee pants.

Duff once said that Hammett had done such a great job in The
Maltese Falcon that any actor could have played Sam and become a
radio hero. He saw that thecggrqved wrong. In spades.

y (:: 8 —
The Adventures of Superman

The Adventures of Superman was on the air within a few months of
its 1938 debut in Action Comics in a series of crudely done syndica-
tions. The comics have always adapted well to juvenile radio, and
what better radio subject than a man of steel, complete with X-ray
vision, dependent comrades, and a distinctive swishing sound effect
that carried us along in flight? In reality, he was a “strange visitor
from another planet, who came to earth with powers and abilities far
beyond those of mortal men, and who—disguised as Clark Kent,
mild-mannered reporter for a great metropolitan newspaper—leads a
never-ending battle for truth, justice and the American way.”

He came to earth as a child from the planet Krypton, which had
been destroyed by violent earthquakes. On earth, he found that his
ordinary Kryptonese powers were extraordinary; he could fly to
heights never achieved by planes in those years of propeller-driven
aircraft. He could bend steel in his bare hands, change the course of
mighty rivers. He was

faster than a speeding bullet . . .
more powerful than a locomotive . .
able to leap tall buildings at a single bound . . .
Look! Up in the sky!
It’s a bird!
It's a plane!
It’s . . . Superman!

That ingenious opening set the stage perfectly for those
15-minute fantasies, which one month found Superman fighting train
robbers, another battling Nazis and “Japs”’ at the North Pole. During
the war, Superman was juvenile radio’s best fighter for the cause.
Only two things stopped him: his X-ray vision couldn’t penetrate lead
and, when confronted with the element Kryptonite, he was rendered
helpless. Kent, who wore glasses in his disguise as a Daily Planet
reporter, was bullied by his boss and was barely tolerated by Lois
Lane, the Planet’s star female reporter (who adored Superman). If
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only Lois had known that in the twinkling of an eye Kent could dash
into that empty janitor’s closet, rip off his clothes, and dart to the
window as SUPERMAN!

In the comics by Jerry Siegel and Joe Shuster, we could see
Superman fly out of that window. On radio, we had to visualize it. So
we got “up, up, and away!” whenever Superman took off. Admit-
tedly, it’s difficult to imagine a grown man perched on a window
ledge shouting “Up, up, and away!” but Superman could get away
with a lot. The character was soon brought to Mutual, starting on
February 12, 1940, as a three-a-week 15-minute sustained serial.
Superman was dropped in 1942, but the clamor of young listeners led
to its return August 31, 1942, this time as a five-a-week show.
Kellogg’s Pep picked it up in 1943, remaining sponsor until 1946.

Writer Jack Johnstone and director Robert Maxwell went to great
lengths to protect Superman’s identity, onstage and off. In the scripts,
anyone who discovered this well-kept secret was a dead duck.
Superman didn’t kill them; the writer simply polished them off. No
matter; they were always the bad people anyway (good guys wouldn’t
go messing around in Superman’s affairs like that}. At the same time,
the producers insisted that the identity of Clayton (Bud) Collyer, the
actor who gave voice to the man of steel, be stamped TOP SECRET.
For six years, Collyer kept his name out of the limelight, finally
stepping forward in a 1946 Time interview to promote a Superman
campaign against racial and religious intolerance. The serial became
the first of its kind to tackle such heavy themes. Thus Superman
added bigots to his list of people to fight.

In 1945, another Action Comics hero, Batman, was introduced on
Superman’s show. Batman and his young sidekick Robin joined
Superman frequently during those middle years, bounding out of
Gotham City to tackle Metropolis scandal. But the inevitable com-
parison with Superman left Batman a second-rate hero. Batman
couldn't fly; he couldn’t even bend steel in his bare hands. Batman
never did break away for a radio show of his own.

Supporting Collyer in the serial were Joan Alexander as the cyni-
cal Lois Lane, Julian Noa as crabby Perry White, editor of the Planet,
and Jackie Kelk as Jimmy Olsen, energetic cub reporter. As in the
comics, it was often Jimmy Olsen’s curiosity that led Superman into
action. One of the trademarks of the serial was Collyer’s ability to
change characters in mid-sentence, from the mousy Kent (““this looks
like a job for . . .”’} to the barrel-chested (““SUPERMAN!"’) man of
steel.

Jackson Beck gave a gusty delivery as announcer, too. The show is
best-remembered from its wartime days, under sponsorship of “that
super-delicious cereal,” Kellogg’s Pep. Mutual again sustained it




16 THE ADVENTURES OF THE THIN MAN

until 1949. In 1949, Superman crossed over to ABC for a 30-minute
Saturday show. Michael Fitzmaurice played the title role. This sus-
tained version was extended to two a week in 1950, and went off in
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The Adventures of the Thin Man

The Adventures of the Thin Man was first heard on NBC July 2, 1941,
as a summer replacement.

It was a long jump from Inner Sanctum Mysteries to the sophisti-
cation of Dashiell Hammett’s Thin Man, but radio people were flexi-
ble. Himan Brown produced and directed both those thrillers, and
even managed to dabble a bit in soap opera.

The Thin Man was actually as much comedy as thriller. Based on
the 1934 film, itself based on the Hammett novel of the same year, it
chronicled the adventures of Nick Charles, a retired private eye who
just couldn’t stay away from murder. During his decade on the air,
Nick happened upon as many bodies per show as did Mr. and Mrs.
North. Like Mr. North, Nick was assisted in his spadework by an
eccentric, lovely woman—his wife Nora. Billed for a time as “the
happiest, merriest married couple in radio,” Nick and Nora had
without question the lightest, sexiest thriller on the air. They came
virtually unspoiled from the screen, cast in the images of William
Powell and Myrna Loy. Brown couldn’t get Powell and Loy, so he
settled for Les Damon and Claudia Morgan, two radio pros who
learned to talk like the screen stars and like it. They were chosen
specifically for their abilities at simulating the movie sound—and so
successful were they that, despite the credits, many listeners thought
that Powell and Loy really were doing the radio roles. As Nora, Miss
Morgan cooed invitingly into the microphone, mouthing long,
drawn-out kisses that threatened to blow the radio tubes. Between the
cooing and the cadavers, she kidded Nicky-darling mercilessly about
his outlandish pajamas.

Nick, ever the deductive genius, literally purred at his wife’s
fantastic figure, became the top sleuth of the martini set, and keptup a
running acquaintance with such underworld characters as Dippy
Danny the Pickpocket, Charlie the Creep, and Big-Ears Benny.

The show was an audio version of the film, with Nick and Nora
breezing through the half-hour in the most painless manner allowed
by their thriller format (and the censors). When The Thin Man first
came to NBC in 1941, Nick and Nora were the only two regular
characters—if you don’t count their wire-haired terrier, Asta.

By fall, the show was so popular that it had become part of the
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regular NBC schedule, under Wednesday-night sponsorship of
Woodbury Soap. In 1942, it moved to CBS for Post Toasties, where in
1943 it ran Sundays, in 1944 Fridays, and then Sundays until 1946.
Parker Fennelly was added as Nick’s old friend and partner, Sheriff
Ebenezer Williams of Crabtree County. Fennelly played basically the
same Titus Moody part he alway$ played—a country cynic from New
England whose observations were laced with dry wit and humor. He
added greatly to the lighthearted mood.

When Damon went into the service in 1944, he was replaced by
David Gothard, erstwhile Gil Whitney from The Romance of Helen
Trent. Gothard was replaced by Les Tremayne in 1945. Then Damon
returned, carrying the role in 1946—47. In 1947, it became a Friday-
night CBS show, still for Post. A New Adventures of the Thin Man
seriesran on NBC during the summer of 1948. Tremayne again starred
as Nick in NBC’s 1948 summer series, sponsored by Pabst Blue Rib-
bon. Claudia Morgan played Nora throughout. Scripting was by Mil-
ton Lewis and assorted freelancers.

Throughout the run, The Thin Man got generally good reviews.
One exception was Radio Life, the weekly trade magazine based in
Hollywood. Its critic objected strongly to the overly suggestive sexi-
ness of the scripts, the “0ooohs”” and “mmms” during the “squeaky”’
kisses and love scenes. The Thin Man, the critic suggested, should be
thankful that TV hadn’t yet arrived. ““No censor on earth would allow
scenes enacted that would tie in with the noises that come out of our
radio on Thin Man night.”

A final series began on ABC in the fall of 1948 and was heard
Fridays until September 1, 1950. Joseph Curtin was the last Nick.

The Adventures of Topper

The Adventures of Topper will be instantly familiar to connoisseurs
of early television, who will remember Leo G. Carroll’s portrayal of
Cosmo Topper, the character from the Thorne Smith novel whose life
was complicated by two friendly ghosts. The TV series was a mile-
stone, so memorable that few people remember Topper as a radio
show. About a decade before the TV show hit full stride, Topper
turned up June 7, 1945, as an NBC summer series sponsored by Post
Toasties. As in the pictured version, the Kerbys were Cosmo’s private
ghosts; no one could see or hear them but Topper. He always seemed
to be talking to himself, because the ghosts created much the same
embarrassing situations that Francis the Talking Mule caused for
Donald O’Connor and friends. Roland Young, who played the charac-
ter in the movies, was the radio Topper, Paul Mann and Frances
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Chaney originated the roles of George and Marion, and Mrs. Topper
was played by Hope Emerson. This was an interesting series, if not
quite up to television’s standards.

The Affairs of Ann Scotland

The Affairs of Ann Scotland told the story of a girl private eye, and
was heard on an ABC West Coast hookup in 1946 and 1947. Arlene
Francis starred as the female gumshoe, quite a departure from the
glamor-girl reputation she had previously built. Miss Francis had
been the announcer for Phil Spitalny’s all-girl orchestra in the Hour of
Charm, and had served as the sultry-voiced femcee on the audience
shows What’s My Name? and Blind Date. In her first jump into the
down-and-dirty game, she was directed by Helen Mack, and played a
satin-tongued cutie, quick on the uptake. Del Castillo provided music
on the organ.

The Affairs of Peter Salem

The Affairs of Peter Salem was a Mutual detective offering,
premiéring in mid-1949 as a Thursday and later a Monday night
sustainer. It starred Santos Ortega as Salem, a small-town detective
matching wits with big-time criminals from the metropolis. Himan
Brown, director of Inner Sanctum, brought this to the air as a contrast
to Ortega’s Nero Wolfe, which had been one of radio’s detective
favorites of the early 1940’s. Everett Sloane and Ann Shepherd were
featured players. It moved to Sundays in 1950, and was heard as a
sustaining feature until 1953.

African Trek

African Trek was an interesting series of folklore from the African
veldt, performed on the Blue Network Sundays by Josef Marais and
three companions. Marais, long a collector of Boer campfire songs
and a former musician with the symphony orchestra in his native
Cape Town, brought the show toradio in 1939.It was like a 15-minute
whiff of his homeland, and was so popular that the network soon
expanded it to 30 minutes. Later it was shortwaved to Africa. Opened
each week to the theme **Sarie Marais,” it was built around stories and
songs Marais had been collecting since childhood.
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Against the Storm

Against the Storm was one of the most unusual soap operas of the air,
a serial with a message. Written by Sandra Michael, it premiéred on
NBC October 16, 1939 to the growing tempo of war, and quickly
established in its theme a resistance to that war, and to all war. Its
central characters were the Allen family: Professor Jason Allen, his
wife Margaret, their children Christy and Siri, and Christy’s husband
Philip Cameron. Professor Allen taught at a college campus, and was
an outspoken opponent of Hitler and of warfare. Some shows con-
tained nothing but this philosophy, as on Memorial Day 1941, when
he and his wife sat alone and pondered the past. Professor Allen then
remembered walking through a cemetery with a childhood pal
in 1894, looking at the tombstones of those who had died so young in
the CivilWar, and arguing about the inevitability and necessity for
wars to continue. Twenty-three years later, his friend was killed in
World War I. Andnow, again, the world was on the brink of insanity. ..

From the outset, Against the Storm won laurels for originality and
treatment. Edgar Lee Masters appeared on the show, and in 1942 it
became the only daytime serial ever to win radio’s highest award, the
Peabody. Even President Roosevelt accepted a speaking appearance
on Against the Storm. (Ironically, his appearance was canceled by the
bombing of Pearl Harbor.) Despite Newsweek’s contention that
Against the Storm*“didn’t click with the listening housewives,”it held
highly respectable ratings through most of its run. Roger De Koven
played Professor Allen, with Gertrude Warner and Claudia Morgan as
Christy. Miss Michael was consistently at odds with sponsor Procter
& Gamble over what kind of show Against the Storm should be,
however, and it was dropped in 1942, just seven months after win-
ning ‘‘radio’s Pulitzer.” Attempts to revive it by Mutual in 1949 and
by ABCin 1952 were not successful. Under Miss Michael, it promoted
an optimistic “this too shall pass” subtitle: “Against the storm, keep
thy head bowed, for the greatest storm the world has ever known came
to an end one sunny morning.”

The Air Adventures of Jimmy Allen

The Air Adventures of Jimmy Allen, first heard by syndication in
1933, followed the life of a young daredevil pilot in the sometimes
shaky days of early aviation. It was produced in Chicago, where the
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real Jimmy Allen (also known as Murray McLean) beat out twenty-
five adolescents for the role. Jimmy was 16 then, and sponsor Rich-
field Qil liked him so much that the hero was made over in his image.
Originally slated for another title, the show was called Jimmy Allen
after the star. It became very popular, attracting more than three
million kids into Jimmy Allen Flying Clubs. Jimmy’s popularity led to
a movie, The Sky Parade, released by Paramount in 1936. Like the
fictional character, the real Jimmy was a pilot. But the Jimmy of the
airwaves flew on dangerous missions around the world and com-
peted in great intercontinental air races for pride and glory, accom-
panied on his fictional trips by his close friend, veteran pilot Speed
Robertson. The scripts were written by Robert M. Burttand Wilfred G.
Moore, who six years later would hit big-time ether with Captain
Midnight. In the early 1940’s, the original transcriptions were re-
released, but the heyday of Jimmy Allen was 1933 to 1936, when boys
from coast tp coast had great dreams of piloting one of those dou-
ble-wing Tbeal{ﬁes el;e?msqlves gomeg_iqy. J
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Al Pearce and His Gang represented a long-running network formula
that was used throughout the 1930’s and 40’s. Pearce, one of radio’s
early comedians, played a long string of local engagements before
landing on the Blue Network with a Saturday-night show in early
1934. He started collecting his “gang” in California, and gradually
worked into his easy-going format. A native of San Jose, he developed
the show from his own experiences, beginning his entertaining in
barbershops with banjo songs and silly impersonations.

Pearce moved into radio when things got tough. With his brother
Cal, he had operated a dairy business, using their one cow for sole
supply, when their father died and left them the responsibilities of
providing for the family. Later Pearce took up the thankless life of a
salesman, selling insurance door to door. Eventually he and Cal
entered the real estate business in San Francisco.

At the same time, Pearce began moonlighting as a singer at KFRC,
bringing in an extra $35 a week and enjoying it to boot. One day Jack
Hasty, a jack of all trades and sometime writer, asked Pearce to play
the part of Elmer Blurp in a skit he had written. Pearce found no
problem identifying with the character; Blurp was a self-conscious
salesman who’d rather miss a sale than confront a customer, and
Pearce had been in that spot once or twice himself. He played therole,
and initiated Elmer as the first member of his “gang.”
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The gang began to grow in 1929. Pearce found Blurt easier to say
than Blurp, so Elmer got a new surname. Other San Franciscans
joined him, and the station gave him a show, billed for four years as
The Happy-Go-Lucky Hour. In 1929, the original Al Pearce “Gang”
included brother Cal, Jean Clarimoux, Norman Nielsen, Hazel
Warner, Abe Bloom, Monroe Upton as “Lord Bilgewater,” Tommy
Harris, Charles Carter, EdnaFisher, and Cecil Wright. That was a good
year for radio, and a bad year for real estate. When the bottom fell out
of the market Pearce began to consider the new medium as a potential
source of permanent employment.

Radio was good to Pearce. His show, once established as a net-
work headliner in 1934, was on the air continuously for a decade.

In 1935, Pearce took the show to New York, beginning with a
Pepsodent-sponsored format on NBC. In January 1937, Ford Motors
picked up the show and it moved to CBS Fridays. In October 1938, he
went back to NBC for Grape Nuts; in October 1939 back to CBS for
Dole Pineapple; in May 1940 the Friday night CBS series was picked
up by Camel Cigarettes. That ran until 1942. As best remembered, in
the late 1930’s and 40’s, the show was a mixture of heavy comedy and
variety. Backed by the music of Carl Hoff, Pearce often conducted
talent hunts in his audience. His skits as Elmer Blurt are especially
memorable, with Elmer going door to door, selling insurance for a
quarter-a-week premium, knocking distinctly with his bump bump-
bump bump bump, bump bump and muttering, “Nobody home, I
hope-I hope-I hope.” For a time, that catchy phrase was a national
slogan.

In those years the “gang” included Arlene Harris, “the human
chatterbox” who could almost out-talk Walter Winchell; Kitty O’Neil,
“the laughing lady”; Arthur Q. Bryan; Artie Auerbach; and “Tizzie
Lish,” the show’s expert in cooking and health. Tizzie, who read
weird recipes, was developed and played by Bill Comstock, a former
drummer in vaudeville who had picked up the character by mimick-
ing a women’s recipe show on a station he had once worked.

The Pearce show, though it never gained the almost fanatical
following that built around some comedies, was a solid part of radio
during its formative years. But many of the shows are dated and do not
stand the test of time.

Pearce was carried by ABC-Blue for one season as Fun Valley in
1943. In 1945—46 he returned to ABC with a variety show, which
lasted one season. Afterthat brief run on ABC daytime, Pearce slipped
out of radio. He turned up briefly in TV appearances during the early
1950’s, then dropped into oblivion. He died June 3, 1961 of complica-
tions from an ulcer.
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The Alan Young Show

The Alan Young Show was first heard on NBC June 28,1944, asa
summer substitute for The Eddie Cantor Show. Young, an English-
born comic had learned the radio ropes through the Canadian Broad-
casting Corporation, and and had graduated from office boy in local
radio to master of ceremonies of a network variety hour based in
Toronto. He brought a mixture of situation comedy and straight gags
to the summer show, and was promptly hailed by critics as the
up-and-coming comedy find of 1944. His success in Cantor’s slot led,
on October 3, 1944, to the opening of The Alan Young Show for
Bristol Myers on the Blue Network. Young took his style from Char-
lie Chaplin, Harold Lloyd, and others of the silent screen, and usually
played an underdog named Alan Young, who was forever taken
advantage of by others. Jean Gillespie joined the show in March 1945,
playing Young’s girl friend Betty. Ed Begley was her father, crusty
Papa Dittenfeffer and Jim Backus played friend Hubert Updike. In
1946, the series was picked up by NBC, where it ran Friday nights
—still for Bristol Myers—for one season, when comic Charlie Cantor
became a regular. After a season on the shelf, Young’s show was
reactivated by NBC for its Tuesday night lineup, bringing back Bac-
kus and Nicodemus Stewart in support. The series premiéred for
Tums January 11, 1949, while Young was a regular with The Jimmy
Durante Show. Louise Erickson played girlfriend Betty in the Tums
run, and songs were by the Regulaires (Sue Allen, Faye Reiter, Ginny
Reese and Ginni Young, the star’s wife). Ken Christy and Hal March
appeared in support, and Helen Mack directed. Young finished out
the year on his and Durante’s shows. But fate blew hot and cold on
Young’s career throughout his radio years; he was always the man
about to make it big, but never quite grabbed the brass ring. He made
some movies, which also were received with mixed enthusiasm, then
went into TV, where his humor seemed better placed.

&l
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The Aldrich Family is one of the best-remembered of all radio com-
edies, primarily because of its unforgettable format. In sheer nostalgia
value, the opening ranks with The Shadow’s laugh and creaking
door of Inner Sanctum Mysteries. Every week for fourteen years,
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Henry Aldrich was summoned into 20 million living rooms by his
frustrated mother’s forlorn wail: “‘Hen-Reee! Henry Aldrich!” The
cracking voice of adolescence that answered “Coming, Mother!” was
your validated ticket to mayhem.

Henry was the creation of Clifford Goldsmith, a rags-to-riches
playwright who had tried vainly to crack show business on several
levels. He created the Aldrich family in the play, What a Life! and hit
upon aformula that would adapt to the air, to the screen, and finally to
TV as one of the pioneering series of the tube.

Goldsmith was virtually penniless and making his living on the
high school lecture circuit when he wrote the play. Developed from
material Goldsmith had collected on his lectures, the plot was set
entirely in the office of Henry’s high school superintendent. It came to
Rudy Vallee’s attention in 1938; Vallee asked Goldsmith to write
some radio skits about his characters, and the Aldrich family came to
radio with the original cast. Within a few years, Goldsmith was
hauling in $3,000 a week as one of radio’s highest-paid writers.

One of the Vallee skits was heard by Ted Collins, man Friday and
all-around boss of The Kate Smith Hour. Collins signed Goldsmith for
Miss Smith, getting The Aldrich Family for some forty weeks. That
led directly to the long-running series when Jack Benny took his
summer vacation, and a limited engagement opened on NBC Sunday
nights. The Aldrich Family premiéred July 2, 1939.

By fall, it was a solid hit. Bought by Jell-O, it was inserted into the
Blue Network’s Tuesday lineup and in 1940 went to Thursday on
NBC. Soon the commercial jingle sung by the cast was almost as
famous as Henry’s opening croak:

Oh, the big red letters stand for the Jell-O family;
Oh, the big red letters stand for the Jell-O family;
That’s Jell-O!

Yum-yum-yum!

Jell-O Pudding!

Yum-yum-yum!

Jell-O Tap-i-oca pudding, yes sir-eee!”

. . And now for The Aldrich Family.

What unfolded then was sheer lunacy, by any of today’s stan-
dards. Goldsmith used the trials and tribulations of adolescence only
as a starting point; then embellished them with snowballing compli-
cations that now seem ridiculous. The shows turned on situations
involving the generation gap, teenage love, or that vital something
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that gets lost (such as Henry’s pants) and must somehow (golly-
jeepers!) be retrieved. Henry Aldrich could make a crisis out of the
simple act of going to the store. If the show began with tying up the
family telephone, you just knew that within the half-hour, he would
somehow manage to have every phone in town snarled up, with
calls coming into the Aldrich home for everything from taxis to
plumbers.

Early in the run, Henry must have sipped the same magic potion
that kept Helen Trent 35 years old for three decades. He had been just
16 in 1937, when he leaped full-blown into Broadway and he was 16
years old in 1953, when he left the air forever. The show opened its
regular run October 17, 1939, with Ezra Stone as Henry, House Jame-
son as his father, lawyer Sam Aldrich, Katherine Raht as the ever-
patient Mrs. Alice Aldrich, and Ann Lincoln as sister Mary.

Henry was played to perfection by Stone, who originated the role
on stage and badly wanted the film part that went to Jimmy Lydon.
Jackie Kelk played Henry’s companion in mischief, Homer Brown.
House Jameson continued as Henry’s father; Regina Wallace would
later play Mrs. Aldrich, and Mary Shipp took turns as Henry’s med-
dlesome sister Mary and as his girlfriend Kathleen.

They were merely the best-remembered players. The Aldrich
Family had one of the highest turnoverrates in the business. With the
exception of Jackie Kelk, who remained with the show for most of the
run, every part in the show was recast many times. By 1943, there
wasn’t one member of the original cast left. The radio magazine Tune
In reported that the show had gone through five fathers, four mothers,
at least a dozen Marys, and two Henrys. Ezra Stone had joined a
traveling Army variety show in June 1942, and was on tour. He was
replaced by his understudy, Norman Tokar. A month later, Tokar was
called to active duty with the Army Signal Corps. His departure at the
end of the 1942 season sent scouts on a frantic search for yet another
replacement; by one account, more than 700 young actors were tested
before the role went to Dickie Jones. Jones, really 16 years old, had
first appeared before the microphones at age 5. Among his screen
credits were two films destined to become radio shows: Stella Dallas
and Renfrew of the Mounted. His biggest part was the voice of Pinoc-
chioin the 1940 Walt Disney feature cartoon. In July 1945, with Stone,
Tokar, and Jones all in the Army, Raymond Ives became the newest
Henry.

Stone resumed the part in October 1945, playing the eternal
teenager into his thirties. He became a television director when the
show folded in 1953. Even as a middle-aged man, twenty years later,
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he could still get his voice “up” on demand for a facsimile of that
long-lost croak: “Coming, mother!”

Alec Templeton Time

Alec Templeton Time was first heard July 4, 1939, as a summer
replacement for Fibber McGee and Molly. Templeton, a brilliant
young pianist blind from birth, came to the United States from his
native Britain in 1935 and created a mild sensation with his offbeat,
often comic interpretations of the classics. His show was built around
satire, and kept enough audience during its first summer to carry it
over as a fall regular on Monday nights. It ran on NBC for Alka Seltzer
for two years, moving to Fridays in 1940—41. Templeton had been
composing since age 4; his musical education included study at
London’s Royal Academy of Music. His initial appearances on
American radio were on The Rudy Vallee Show, The Chase and
Sanborn Hour, The Kraft Music Hall, and on the unusual Magic Key, a
show that blended classical music with interviews. Templeton loved
to dip in and out of classical interpretations, mixing them, blending
with new arrangements of old masters. He often played popular songs
of the day in the styles of such composers as Strauss and Mozart. He
was directed on the air by his manager Stanley North, who used a
system of touch cues (finger across the back, hand squeezing the
shoulder). Templeton’s show included a full orchestra and chorus,
directed by Daniel Saidenberg, and featured songs by Irishman Pat
O’Malley. Templeton was also heard on the Blue Network three times
a week in 1943, and was featured with Morton Gould in a 1944 CBS
series, Carnival. In 1947, Templeton was starred in a Sunday after-
noon NBC show, directed by Ezra McIntosh, and featuring his wife,
the former concert singer Juliette Vaiani. He died in 1963.

Amanda of Honeymoon Hill

Amanda of Honeymoon Hill, one of the many afternoon soap operas
developed by Frank and Anne Hummert, told the story of a common
girl who married into a rich, aristocratic Southern family. It came to
the Blue Network February 5, 1940 and ran until May 1, 1946, for
Phillips Milk of Magnesia and other drug products.

Like other Hummert soaps, Amanda of Honeymoon Hill was high
camp. Accompanied by mellifluous organ music, the show opened
like this:
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And now, Amanda of Honeymoon Hill, the story of a young
man who married a girl who had nothing in life except her own
beauty—neither education nor background nor any real contact
with the world. Her name was Amanda Dyke until Edward Leigh-
ton, a handsome young Southerner who lived in a mansion on the
hill, married her and took her away from her strict father, who
kept her close to their Virginia valley. This is the story of Edward
and Amanda who now, in spite of the hatred of both their families,
seek happiness on Honeymoon Hill in Virginia, in a world that
few Americans know . . .

Played by Joy Hathaway, Amanda was portrayed as a ““beauty of
flaming red hair”’ whose great life struggle was to blend into Edward’s
crusty family and still preserve her common valley heritage. Edward,
played by Boyd Crawford and later by George Lambert, was a patient
blueblood who might have been interchangeable with Lord Henry
Brinthrope of Our Gal Sunday. He was an artist whose time before the
war was mainly filled making portraits of lovely Amanda. The war
changed that bliss. Suddenly, Edward was away much of the time in
Abbeyville, overseeing his factory, converted to war production.
Amanda was busy on the hill, helping in the day nursery she had
established for the children of war workers.

Complicating things was that neither Amanda’s father nor
Edward’s mother had ever accepted the marriage. Sparks flew
whenever they met. The father was Joseph Dyke, common baker of
bricks, played by Jack MacBryde; the mother was Susan Leighton, a
snooty women’s clubber, played by Muriel Starr.

Father thought Amanda had lost her humility and her sense of
common tradition; mother thought Edward had lost his mind for
marrying beneath him. The overriding factor was a son, Robert Elijah,
born to Amanda and Edward and dearly loved by all. When life
became truly unbearable, Amanda had the shoulder of kindly old
Aunt Maizie to turn to. The wise old woman of the valley, played by
Cecil Roy, shared her wisdom between puffs on her corncob pipe and
even took an active role in the in-fighting when Joseph Dyke became
too much to handle.

The Amazing Mr. Tutt

The Amazing Mr. Tutt, based on the Saturday Evening Post stories by
Arthur Train, came to CBS in a summertime format July 5, 1948,
starring Will Wright as the crafty old New England lawyer Tutt,
whose intimate knowledge of law became the focal point of most plot
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complications. Rather a melodramatic series, The Amazing Mr. Tutt
featured John Beal as Bonnie Doon, Tutt’s “legal helper”” and accom-
plice; Norman Field as Judge Babson; Joe Granby as D.A. O’Brian; and
Herb Rawlinson as Edgar the courthouse guard. Arnold Perl wrote the
scripts, music was by Lud Gluskin, and Anton M. Leader was
producer-director.

American Agent

American Agent was a farfetched ABC series of 195051 depicting the
fictional life of Bob Barclay, globe-trotting soldier of fortune who led
two lives. In real life, he was a foreign correspondent for
Amalgamated News, but under cover, he was a spy for the govern-
ment. The series was one of the lesser lights of producer George W.
Trendle, whose greater shows included The Lone Ranger and The
Green Hornet. But while Lone Ranger and Green Hornet were harm-
less juvenile operas, American Agent was viewed by the press as a
dangerous attack on the profession. The idea of a newsman working
as a government spy was offensive to the press at large, and reporters
protested to ABC in droves. Their major complaint: that the series was
hurting the case of real-life newsman William Oatis, imprisoned in
Czechoslovakia on a charge of espionage. For whatever reason,
American Agent, sponsored by Mars Candy on Wednesday nights,
was dropped after on eason

335

The mﬁrlcan Album of Familiar Music
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The Amerlcan Album,of Familiar Music and Waltz Time were both
early, long-running programs on NBC, produced by Hummert Radio
Features Company, a creation of Frank and Anne Hummert. The
Hummerts, who became better known for their soap operas, brought
The American Album of Familiar Music to NBC Red in 1931; Waltz
Time followed two years later, on September 27, 1933. Album
featured “‘supremely lovely” songs and music, mostly familiar tunes
of long popular standing, sung by a cast of regular and guest stars and
headed by Frank Munn. Munn, one of radio’s pioneers, also sang on
Waltz Time, a Friday-night NBC show that brought tantalizingly
familiar, floating melodies from Abe Lyman’s Orchestra. Both shows
were durable: Album ran twenty seasons and was last heard in 1951;
Waltz Time expired in 1948 after a fifteen-year run.
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The American Forum of the Air

The American Forum of the Air was first heard on Mutual in 1937, an
outgrowth of the network’'s three-year-old Sunday Forum Hour.
Under its American Forum banner, it was moderated by Theodore
Granik, a prominent Washington attorney, former assistant district
attorney for New York County, former counsel for the United States
Housing Authority, and special counsel for the Bank of America.
Granik, long an advocate of free speech, developed an interestinradio
as a most effective tool; he did his earliest broadcasts—readings from
the Bible—in the pioneering days of 1926, and was active in the
medium for some thirty years. The American Forum of the Air was for
most of its run a Sunday show, heard in various lengths (30, 45 and 60
minutes over the years) and featuring unbridled, often heated discus-
sions from leaders of opposing schools of thought. Though the series
drew such guests as Dorothy Thompson, Donald Nelson, and William
Allen White, no one was paid to appear. Granik kept most of his own
political leanings under wraps, remaining neutral but always, in the
opinion of Radio Mirror, “firm, hard-headed and diplomatic.” Much
of his time was spent maneuvering the guests away from personal
barbs and back to the issues. Usually he had to change shirts after the
broadcast, because his original shirt had become thoroughly sweat-
soaked. In 1943, The American Forum of the Air was moved into a
45-minute Tuesday slot. In 1949, the show was picked up by NBC,
where it was reestablished as a Sunday feature, and could still be

heard in the mid-1950’s. ) ;
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The American School of the Air was a novelty when it opened on CBS
February 4, 1930. So new was the concept of education by radio that
few teachers were interested. Many openly predicted the show’s early
demise. But within a few years, this program was required listening in
classrooms across the nation. Half a dozen states blended it into their
formal curricula; some 6 million children cheerfully put down their
books for a half-hour of fun. The show was carried to Hawaii, Alaska,
Canada, and Puerto Rico. Network executives prepared a teaching
manual to help teachers blend the show into their classwork. The
Am