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Introduction—

BY AsA BRIGGS

THE RADIO TIMES, ILLUSTRATED FROM
THE START, WAS INTENDED NOT ONLY TO
SET OUT DETAILS OF SPECIFIC PROGRAMMES
BUT TO INTRODUCE AND COMMENT ON THEM

Organised broadcasting is less than a century old. The
BBC, indeed, has not yet celebrated its 60th anniversary. In1947 it was still
possible to describe it as 25-years-young.

There are many different sources for the study of broadcasting history -
programmes, though many of these in sound or vision have vanished into
thin air even since the development of recording; reports, for
broadcasting has generated more words than any other medium,
including film; individual documents, though documents relating to
broadcasting are patchy, often misleading and almost always difficult to
interpret; and, not least, pictures, whether they be sketches, cartoons or
photographs, for these can often reveal more of mood as well as of style
than the most carefully constructed paragraphs. Historians-or at least
modern historians-have notoriously been more willing to use documents
than pictures, but they are learning fast. They have become far more
interested in so-called ‘ephemera’ too-and in archives. For all these
reasons, therefore, if they are interested in contemporary society and
culture, they cannot afford to neglect the RADIO TIMES, in which the
pictures are as informative and interesting as the words.

Just as there are different sources, there are also different ways of
dividing the short history of broadcasting into periods and of relating
those periods to the huge changes in politics, society and culture which
have taken place since the birth of RADIO TIMES in September 1923.

The biggest break, the Second World War, marked the climax of sound

the effects of broadcasting from changes due to other ‘causes. Likewise,
after the return of television in 1946 there was never any general
agreement about its influence on society or, for that matter, about the
influence of society on it.
It was only from the early 1950s that much careful attention was being
devoted to the relative influence of words and of pictures or the relative
l impact of different media of communication, a term not used when
regular BBC broadcasting beganin 1922. It was not until the late 1950s and
early 1960s that sound broadcasting and television-with different but
related pedigrees-were beginning to be thought of as two elements only
in a cluster of media influences.

The RADIOTIMES (like The Listener, which waslaunchedssix years later)
was part of this cluster. In face of opposition in both cases the BBC had
weekly magazines at its disposal of very different kinds. The RADIO TIMES,
illustrated from the start, was intended not only to set out details of specific
programmes (to serve as ‘a Bradshaw of Broadcasting’) but to introduce
and to comment on them and on the framework of programme policy
within which they were devised and presented.

To browse through the RADIOTIMES, therefore, is at least as entertaining
as browsing through the old numbers of Punch, about which so much has
been written, and to study it carefully is to learn more of the folklore of
broadcasting and the rhythms of the broadcasting week and year thaniit is
| possible to learn from any other single source. It was not only that there

was no organised listener research until 1936; there was virtually no
‘ sociology of broadcasting either. Even after listener research began, one
| cultivated and experienced BBC official, Lionel Fielden, called ‘Listener
Research’ a ‘hellish department, dating the ‘real degradation of the BBC'
fromits introduction: the RADIO TIMES and The Listener were good enough

broadcasting in this country and the peak influence of the BBC in other \ for him. As for the sociological lacuna, a social psychologist of the period
countries. The biggest change in broadcasting itself, the advent of | who was genuinely interested in broadcasting, T. H. Pears, wrote to me in
television, was heralded as early as 1936 with the beginning of the BBC's | 1961 that it took academic thinkers an inordinate amount of time ‘to realise
first regular television programmes, yet it was not until 1958 -after a long | thatthe machine in the servants’ kitchen would soon have such vast social
wartime break-that the total number of combined sound and television | repercussions. Broadcasting was left to the broadcasters, listeners, a few
licences (over eight million) exceeded the total number of sound | armchair critics, some of them more noisy than distinguished, and The

licences only (nearly six-and-a-half-million) for the first time. The RADIO
TiMES, which was designed to appeal to viewers as well as to listeners after
television was introduced, had already reached its all-time highest weekly
average of more than eight million copies three years earlier in 1955.
Such statistics are themselves part of the evidence, reflecting as they
did the appeal of different media of communication. Yet, even though the
growth of huge 20th-century audiences or readerships has been charted

and analysed, searching and controversial questions remain. The |
influence of sound broadcasting on ways of life was often discussed |

between1923 and 1939, not least in the pages of the RADIO TIMES, but there
was no agreement about it, not least because of the difficulty of isolating

| Listener (after 1929). The RADIO TIMES, therefore, is indispensable.
|  Theviewers commanded more attention than the listeners, particularly
after the return of television in 1946, and it was shown that out of the first
audience research sample of 900 as many as 91 per cent said that
they watched the whole night’s programmes from 8.30 pm to close-down
at 10.30 pm ‘Every time the milky light spins across the screen, a BBC
| official wrote around that time, ‘there is a sense of eager anticipation
which even the most mediocre programme does not wholly dispel.
It was in the television age-after the hallowed monopoly went in1955
(in television not in sound) -that ratings really began to count. The TV
| Timeswaslaunchedin1955,and thereafter RADIOTIMES faced competition.



Whatever the structure or the date, however, before or after 1955 the
illustrations in the RADIO TIMES are as revealing to the historian of society
and culture as are the programme announcements and the articles about
them. Indeed, it is remarkable that such a pictureless medium as sound
broadcasting could inspire such a wealth of illustrated material outside as
well as inside the pages of the RADIO TIMES before the age of television.
Moreover, just because the RADIO TIMES penetrated so many homes-well
over a million copies a week were being sold by 1929 and over two-and-a-
quarter million ten years later when war broke out-it usually throws more
light on general attitudes to broadcasting among all sections of society
than a study of the attitudes of the broadcasters themselves as expressed
in the programmes or in the pages of The Listener. They atbest-for long, at
least-were an élite. The main change in this respect came after 1955, when
the language of sound broadcasting began to change-the growth of
recording was a condition, not a cause-and television, invaded as it was
by a large number of journalists, speeded up the tempo of the day as well
as of the week.

One of the most convenient methods of dividing the subsequent
history both of broadcasting and of society and culture as a whole is the
simplest-and it is the method followed in this book. Different decades are
endowed with an identity-increasingly while they are still current. Thus,
we talk of the ‘warring forties’ or the swinging sixties. The seventies are
awkward to name, yet at least one writer, Christopher Booker, has called
them the ‘most significant’ decade of the century: not a decade however
you looked at it, to solace the moralists, wrote another writer, Norman
Shrapnel, on the same period, ‘it seemed to be coming up with all the
wrong answers.

As this book shows, different decades are sufficiently different to invite
controversial historical explanation or interpretation, and the
controversy is heightened when one decade is compared with, or
preferred to, another. Some fascinating accounts have been given of the
changing moods of decades both by professional historians and by other
writers, beginning-at least as far as the period since 1922 is concerned-
with Malcolm Muggeridge’s ‘The Thirties’ (1940). There is still no one
single study, unfortunately, on the twenties, although there have been
‘personal accounts, like that of Douglas Goldring. Goldring saw the
twenties (choosing to compare them with the 1890s) as ‘a beginning’
...‘Bliss was it in that dawn to be alive’

" WE CAN RELATE THE EVENTS OF A DECADE
TO DEVELOPMENTS WHICH TOOK PLACE

LONG BEFORE...BROADCASTING TO
PUBLISHING AND ELECTRONICS TO PRINT

'I:lere are three difficulties in a simple methodology of

dividing history into decades which need to be identified. First, the |

decade is an artifical construct: most decades include phoney years, like
the year of the phoney war which began in a September and ended
dramatically in the May of the following year. There are other dates, too,
which stand out in the middle of decades-like 1945, the year of victory;
1956, the year of Suez, Hungary, ‘Look Back in Anger’ and Bill Haley and
his Comets; or 1973 and 1974, years of war in the Middle East, threats to oil
and to security and of political and economic crisis when Britain and the
world seemed to be in the course of being turned upside down. Such years
often dominate memory, yet they cannot be related simply to the context
of one decade.

The second difficulty is that no two people look at the same decade in
quite the same way. For Irving Kristol the 1960s, ‘one of the more bizarre
decades of our history, was also a decade of ‘chills and fevers’ casting their
shadows for years to come. For other writers, however, it was an exciting
decade of ‘ferment’ and ‘dynamic vitality, though it had its own shifts of
pace and expectation which led a third group of critics to write of ‘the
crazy sixties’ or of ‘the over-heated decade’ It was a decade which looked

| different, too, in the light of the contrasting experience of the 1970s.

The third difficulty in the methodology is that a decade is too short a
unit to be sufficiently ‘comprehensive’ For that reason, therefore, the older
notion of a generation’ (30 years or so) has advantages: it was a notion
which was strong in the 1920s when there was talk of a missing generation
lost during the war, and which came back in the 1960s, when there was
endless talk of the generation gap! Other familiar notions are ‘century’ or
Yjubilee’; while Raymond Williams, spanning more than a century, has
shown what we can do with the notion of a ‘long revolution; particularly
when we consider the media. We can relate the events of a decade to
developments which took place long before...broadcasting to publishing
and electronics to print.

" IN GENERAL THE RADIO TIMES UNDER
SUCCESSIVE EDITORS NEVER FORGOT THAT IT

WAS A ‘MAJORITY' PAPER. THE FIRST NUMBER
SOLD OVER A QUARTER-OF-A-MILLION

Broadcasting, which will celebrate its diamond jubilee
in 1982, took shape in the aftermath of technical and social developments
during the 1890s, with a year in the middle of that decade - 1896 -standing
out as sharply as 1956 did sixty years (or two generations) later. It was in
1896 that Northcliffe founded the Daily Mail, the first regular cinema show
was opened in London’s West End, the first motor race from London to
Brighton was held, and Marconi arrived in London with his wireless
patents. A generation later, the 1920s saw the realisation of new social and
cultural achievements which had been long in the making, though few
people knew it and few people were ready to interpret it.

Leonard Crocombe, the first Editor of the RADIO TIMES, edited Titbits
from 1918 to 1945. Since Titbits was one of Northcliffe’s first publishing
ventures, there was a direct link here between two phases in the long
communications revolution. It was within a few months of the British
Broadcasting Company being founded that its Board of Directors
resolved, inMay1923, that ‘the General Manager make the appointment of
an individual to deal with propaganda, publicity and the production of a
magazine. Thereafter Reith handled the complicated arrangements, soon
making a business agreement with George Newnes Ltd, which placed
editorial control not in the hands of the BBC but of the publishers. The only
function of the BBC at first was to supply details of programmes to
Crocombe. It was he who asked Sir Ernest Rutherford to write in the first
number on ‘The Miracle of Broadcasting’ and Rex Palmer (‘Uncle Rex’) to
produce a ‘Children’s Corner’; he invited Reith, too, to write ‘What's in the
Air? for the second number. ‘Journalism is not my long suit, Reith
admitted, but he and Crocombe always got on well.

Crocombe found space, too, in the very first number for an article from
a listener somewhat different from the ideal listener envisaged by Reith.
‘Frankly, this critical listener, P J., wrote, ‘it seems to me that the BBC are
mainly catering for “listeners” who own expensive sets and pretend to
appreciate and understand only highbrow music and educational “snob
stuff” Surely, like a theatre manager, they must put up programmes which
will appeal to the majority, and we must remember that it is the latter who
provide the main bulk of their income!

There is something refreshing in the finding of space at the very
beginning for this firm declaration of separate (majority) interest...if
there is also something archaic in the column ‘Samuel Pepys, Listener’ In
general the RADIOTIMES under successive editors never forgot thatit wasa
‘majority’ paper. The very first number sold over a quarter-of-a-million
copies, and a million copies of the Christmas number were sold in 1927:
they carried with them Reith’s own Christmas message, ‘Wise listening
also implies an intelligent use of RADIO TIMES. Christmas numbers,
strikingly illustrated, were to figure prominently in the future. By 1929,
when there were 2,717,367 licences, average weekly sales were 1,147,571
(The Listener figure was then 27,773). Ten years later, on the outbreak of



the Second World War, the comparable figures were 8,968,338; 2,588,433;
and 49,692. On one occasion, at least, sales promotion was too vigorous.
Henry Hall’s song ‘Radio Times, composed to boost circulation in 1934,
was such a big success that the Newspaper Proprietors’ Association
complained that it was direct advertising and pressured Hall to stop
playing it.

This was not the only occasion when the issue of advertising arose in
the history of the pre-1939 RADIO TIMES. As early as 1924 the Newspaper
Proprietors’ Association had expressed alarm that RaADIO TIMES
advertising was merely the prelude ‘to larger spheres of advertising,
perhaps subtle but nevertheless effective and competitive, and although
eight years later The Era described the RADIO TIMES simply as ‘the dry-
goods-catalogue of the BBC, less than a quarter of the advertisements in
it were concerned directly with ‘wireless. Business enterprise was an
essential ingredient in the success of the magazine.

So, too, of course was editorial skill. Crocombe was forthright as well as
experienced. When his critics inside the BBC suggested from time to time
that he should puff’ programmes more, he rightly insisted to Gladstone
Murray, the BBC first Director of Publicity (a Canadian ‘radioman’ who
took over in December 1924), that ‘the RADIO TIMES would fail as a popular
journal and as your official organ if it were edited, as the Programme
Department seems to think is possible, by a very scattered committee
representing various interests. Crocombe’s successor, Walter Fuller, who
became Editor in 1926 under a new arrangement which transferred
editorial control from the publishers to the BBC, was more rather thanless
vulnerable to such pressures, for Gladstone Murray made it clear that he
wished the RADIO TIMES to be ‘a conscious auxiliary to the programme
service! Nonetheless, Fuller reorganised the editorial structure of the
RADIO TIMES as energetically as Gladstone Murray reorganised the
information services of the new Corporation, and the signs of his efforts
were apparent both in the lay-out and contents of the magazine. There
was only one page of pictures in 1926, but soon there were pictures
throughout the paper.

MANY OF THE ARTISTS WERE GIVEN

THE FEELING, IN THE WORDS OF ONE

OF THEM, THAT THEY WERE JOINING
‘A VERY EXCLUSIVE CLUB’

During the editorship of Eric Maschwitz (1927-1933)
and Maurice Gorham (1933-1941) RADIO TIMES blossomed- with the
pictures (and not just the pictures in the advertisements) being dealt with
as thoughtfully and imaginatively as the words. Maschwitz and Gorham
were lively men who were to play an even more important part in
broadcasting than in journalism, but their great strength lay in the fact that
they were just as interested in the world outside broadcasting as in what
was going on first in Savoy Hill and (after 1932) in the less informal and
more hierarchical world of Broadcasting House. Their liveliness guaran-
teed that the RADIO TIMES should always be more than a programme
summary. So, too, indeed, did the philosophy they urged (backed by
Reith) on listeners-‘Plan your Listening in Advance], Whereas American
listeners were content with ‘radio on tap, Maschwitz and Gorham were
as determined as Reith that they should discriminate.

Gorham had started as Art Editor, and it was under his inspiration that
artists with quite different styles were invited to contribute to the
magazine. Sometimes they approached him: just as often he approached
them (never by telephone). The same tradition of informal approach was
maintained under succeeding Art Editors, although the habit of artists
submitting non-commissioned drawings, as some of them did in the early
years, was dropped. Many of the artists were given the feeling, in the
words of one of them, that they were joining a very exclusive club!
Certainly, the RADIO TIMES regularly employed more artists, many of them
working, of course, for other newspapers or periodicals as well, than any

other magazine of the inter-war years. They all had to work under
pressure at weekends-some found this exhilarating, others Scary, all
relentless-and they were artists of very different kinds. At a time when
Reith was involved in fascinating exchanges with the Editor of The
Listener about the merits of Henri Rousseau and Paul Klee-and about
‘modern art’ in general -RADIOTIMES was prepared to be ‘avant-garde’Eric
Fraser was often described in this way, and as Victor Reinganum states,
‘The RADIO TIMES was the only magazine before 1939 prepared to take
risks with the new’ London Transport and Shell were also prepared to do
s0, but not ‘the run of the mill advertisers or magazines:

Apart from the regular weekly editions of the RADIO TIMES great
attention was paid to special numbers-a superb ‘Fireside number, for
example, used as the dust cover of a recent book on early broadcasting;
‘Women’s numbers’; ‘Humour numbers’ (one of 1936, introduced by
Gilroy’s famous laughing cat); ‘Holiday numbers’; even a ‘Memories
number’ Above all, there were the Christmas numbers, testimony to the
fact that the BBC more than any other institution contributed to a new
20th-century conception of Christmas.

THE INTRODUCTION OF COLOUR INTO THE
PAGES OF THE RADIO TIMES WAS AS
MUCH OF A TECHNICAL - AND CULTURAL-
LANDMARK AS COLOUR TELEVISION

Tl‘le Christmas numbers reflect the eclecticism of
approach by successive Editors and Art Editors-with Douglas Graeme
Williams, who started work on the RADIO TIMES as Gorham’s office boy,
going on to succeed him as Art Editor in 1933 and eventually becoming
Editor in 1954. The Christmas covers for 1926 and 1927 were produced by
E. McKnight Kauffer, and the French poster artist A. M. Cassandre
prepared the 1928 cover. Paul Nash chose wireless hardware and Edward
Ardizzone Christmas decorations as theinspiration for their coversin1930
and 1932. Althea Willoughby made use of toys in the cover for the 1936
number, which included an article by the BBC’s Chairman on the tenth
anniversary of the Corporation reaffirming the BBC’s desire ‘to broadcast
Wisdom, Beauty and Contentment’

Avant-garde or traditional, there was never any sign in the pre-1939
Christmas covers of discontent-or of the darkening international scene.
Thus, Walter Hodges's 1938 cover recalls Christmases of yesteryear, and
eventhe cover by James Hart for the first Christmas of war, 1939, displayed
holly leaves. Although Guinness poster artist John Gilroy showed Santa in
a tin hat on the cover of the 1940 number, his Santa was unabashedly
traditional. The only difference brought about by war in the cover of the
last Christmas number to be published under Gorham’s Editorship, was
the insertion (because of print rationing) of more verbal material on the
cover page.

Artists found it interesting (though sometimes difficult) to integrate
design and words on the pages of the magazine; and when these were
reduced drastically during the war, one jaded listener/reader pleaded for
more ‘decoration and embellishment’ of the pre-war kind. By then many
of the artists were serving in the forces, of course, with some
compensation for those remaining to be found both in new programme
themes (‘community whistling, for example) and in morale-boosting
advertisements (like up housewives and at ‘em’). In general, while the
war provided broadcasting with the greatest challenge in its history and
(after a difficult start) it responded magnificently, the RADIO TIMES
suffered from the fact that its Editors were expected ‘to give an example of
economy to other publishers!

The wartime Editors Gordon Stowell (1941-1944) and Tom Henn
(1944-1954) faced problems unknown to their predecessors. So, too, did
D. G. Williams and Leslie Barringer, who was in charge of art for part of the
war. There was still a mood of austerity, indeed, when Ralph Usherwood
began his ten-year spell as Art Editor in 1950 and the RADIO TIMES returned



to 35 Marylebone High Street, Clothes rationing had ended only the year
before, and in the year afterwards, bacon, butter, cheese, meat, eggs (one
per person per week), sugar and sweets were still rationed. It was in1951,
too, that the price of the RADIO TIMES was raised to three pence, the first rise
since 1923, when it was first published. .

The 1950s was one of the decades of this century to which no adjective
has yet been tagged, partly, of course, because it was divided down the
middle. If austerity was still a key word in 1950, affluence was certainly a
key word by1960. (J. K. Galbraith’s‘The Affluent Society’ had appeared on
the other side of the Atlantic in 1958 and, on this side, the first clothes shop
for teenagers had opened in Carnaby Street two years earlierin1956.) The
biggest change inside the BBC-and the RADIO TIMES-was the emergence
of television (now competitive) as the major medium; and from 1957
onwards the emphasis in RADIO TIMES covers was on vision, not sound. In
the same year there was an argument behind the scenes about the
separation of sound and visionin the programme pages, and in December
1957 an unusual plebiscite showed a majority of readers in favour of a
return to integration. Advertisers felt the same way and reintegrated pages
were eventually restored in a new lay-out of 1960, designed by Abram
Games. At the same time the weekly format was changed from Sunday-
Saturday to Saturday-Friday.

It is easier to record the chronology of events since 1960 than it is to
interpret anything that happened in the broadcasting world or in the
greater world which, according to opinion, it registered or helped to
transform. (The word ‘image’ was a key word of this period when, during
the hectic moments of the present, the whole long history of
communications suddenly began to fall into place.) Williams remained as
Editor of the RADIO TIMES until 1968 to be succeeded by C. J. Campbell
Nairne (1968-1969), Geoffrey Cannon (1969-1979) and Brian Gearing
(1980-the present); while among the Art Editors Peter Harle (1960-1969)
almost saw the ‘swinging sixties’ through, David Driver was in the post for
eight years from 1969 to 1977, and Brian Thomas, appointed in 1978, is still
there. If the shift from sound to vision (and the subsequent transformation
of sound including segmented radio networks and local broadcasting)
are major broadcasting themes, each with a complex history, the
introduction of colour into the pages of the RADIO TIMES was as much of a
technical-and cultural-landmark as the development of colour
television. There was full colour on the cover and some of the inside pages
of the lavish ‘Radio Times Annuals’ of the mid-1950s-1954,1955 and 1956~
but it was notuntil1962, the year when The Sunday Times produced its first
colour supplement (with a Mary Quant-Jean Shrimpton cover, a James
Bond short story and a ‘Sharp Look at the Mood of Britain’) that the RADIO
TIMES carried out a trial run with colour. By 1964 it contained five pages
with full colour.

YET SUCCESSIVE EDITORS AND ART-
EDITORS, WHILE RECOGNISING THE NEED
FOR CHANGE AND INITIATING IT, NEVER
BROKE WITH THE CONTINUITIES...

T:le difference between hue and colour, interesting
though it is to students of art and graphics, is less interesting to historians
than some of the other social and cultural changes of this period which
were reflected in the pictures as much as in the words-the speeding up of
the news and the way in which it was presented; educational change,
including the growth of comprehensive schools, the enormous expansion
of higher education, and new forms of art education and arguments about
them; the undercurrent of satire which took some, though not all, of the
complacency out of the age of affluence, and which was a feature of Hugh
Greene’s BBC; the appeal of permissiveness’'-and the resistance to it-
which destroyed the consensus on which the BBC had relied as an
institution when its monopoly power was unbroken. In the Report of
the Annan Committee on the Future of Broadcasting, the last of a series of

enquiries reaching back to 1923, we read how while ‘for years British
broadcasting had been able successfully to create, without alienating
Government or the public, interesting and exciting popular network
programmes from the world of reality as well as the world of fantasy; now
‘these began to stir up resentment and hostility, and protests against their
political and social overtones!

Changes in the art of the RADIO TIMES are worth studying in order to
approach these issues. Indeed, they often reveal more than a cleverly
assembled television programme or even a well-ordered academic
argument. Yet successive Editors and Art Editors, while recognising the
need for change and initiating it, never broke with the continuities of the
magazine: they continued to employ artists who had been working for the
paper during the 1930s. They were also in no doubt about the magazine’s
distinct identity. The Annan Committee wisely refused to accept the
suggestion of a 1968/9 House of Commons Estimates Committee that the
RADIOTIMES and the TV Times should amalgamate in the dubious interest
of ‘economy’ Each broadcasting organisation, its report stated, should be
allowed to publish material about their programmes in the manner and
style which they think will be the most attractive and helpful to their
audiences!

The Annan Report showed no interest, however, in the story which is
unfolded in this book. ‘We incline to the view, they stated, ‘that the RADIO
TIMES, should have fewer articles by prominent writers and better
programme notes. Yet by making no reference at all to the pictures they
limited the range of evidence at their own disposal.

‘THE RADIO AGE WAS A GOLDEN
PERIOD FOR THE ILLUSTRATOR IN THAT
YOU WERE CREATING VISUAL IMAGES OF
THE SOUNDS PEOPLE WERE HEARING...

ln this book every picture tells a story, and all the
pictures put together provide a kind of cavalcade, a word which (like
the word panorama) broadcasting made once more fashionable. ‘The
radio age) Laurence Scarfe told an interviewer in 1979, ‘was a golden
period for the illustrator in that you were creating visual images of the
sounds people were hearing from their radios! Yet fortunately, as this book
shows, gripping illustrations did not come to an end with the advent of
television; we can do far more technically in the 1980s with the lay-out of
the published text-article, newspaper, magazine or book-than would
have been thought conceivable during the 1920s. But the techniques by
themselves are never enough-just as they are never enough in broad-
casting. The imagination of the artist is essential to get the best of them,
and he can reveal the quality of that imagination not only when he is
thinking of posterity, but when he is under orders to produce his work
between Friday and Monday morning.

As long ago as 1932, the RADIO TIMES was boasting that several of its
artists had just held one-man exhibitions, that a Kent art school had
organised an exhibition of drawings from the magazine, and that Roland
Pym, who had drawn the first page inside the Christmas number-‘all
robins and fairy queens’-had just designed a bathroom for a bishop
(newspapers gloating over the fact that bishops bathe’).

Broadcasting has changed our conceptions of time in this century-of
the minute, hour, the day and tomorrow-and viewed in historical terms,
this may stand out (along with its appeal to huge audiences) as a major
influence. It has also given us access to generals and prime ministers as
well asto bishops. The word ‘TIMES’ in the title of the RADIO TIMES is not just
a reference to the times of particular broadcasts, but a pointer (like the
title of The Times newspaper) to the changing shapes of a whole society
and culture. The pictures make many of the shapes real: they will also help
to restore the sense of immediacy when we move out of the age of
broadcasting altogether. And some will attract new generations in the
future as much as they attracted people in the past.




RADIO TIMES OWES ITS STATURE AS A MAJOR PATRON OF
EDITIORIAL DESIGN IN BRITAIN ORIGINALLY TO A GROUP OF
REMARKABLE MEN WHO EDITED AND ART-EDITED RADIO TIMES
IN THE 1920’

Like other British institutions that work best by goodwill and common
understanding-cricket, the Law, Parliament, the BBC itself-RADIO TIMES
defies logic.

Founded in September 1923 by John Reith in response to a hostile
British press which wanted to charge advertising rates for publishing BBC
programmes, RADIO TIMES has always been a commercial enterprise. In
1934 it had achieved a circulation of two million, and its net profit in that
year was over one quarter of the total BBC licence income. Immediately
before 1TV broke the BBC monopoly of British broadcasting in 1955, its
circulation was over eight million; and it has remained the weekly
periodical with the highest circulation in Britain.

RADIO TIMES owes its well-being, and in particular its stature as a, and
sometimes the, major patron of editorial illustration in Britain, originally
to a group of remarkable men who edited and art-edited RADIO TIMES in
the 1920s. It was founded, as its original masthead proclaimed, as ‘the
official organ of the BBC'; and has always been seen, inand out of the BBC,
if not exactly as BBC publicity, certainly as promotion for the BBC and
its programmes. The BBC, after all, is its publisher.

How could-how can-RADIO TIMES have real editorial quality or (not
at all the same thing) gain a large and wide circulation, and be profitable,
ifitis BBC publicity? Or, indeed, if itis bound to reflect the full range of BBC
programme activity, including educational and other programmes never
designed for a general audience? It was probably a good thing for the BBC
that the first Editor of RADIO TIMES, Leonard Crocombe, was never a BBC
man, but was seconded from Titbits, which he edited from 1918 to 1945, by
George Newnes who, for the first few years of the life of RADIO TIMES, were
its co-publishers with the then British Broadcasting Company, whose
initial role was to supply the programme details and let him get onand edit
thejournal.Ina trenchant memorandum dated 31 August 1925 (which was
hung on the wall of the Editor’s office during the 1970s), addressed to
Gladstone Murray, the BBC’s Director of Publicity, and himself achampion
of RaDIO TIMES, Crocombe wrote, in answer to a protest from the BBC
programme staff, as follows: ‘The RaDIO TIMES would fail as a popular
journal and as your official organ if it were edited, as the Programme
Department seems to think is possible, by a very scattered committee
representing various interests. Exactly so. Editors should edit.

In 1926 Walter Fuller followed Crocombe as Editor, then came Eric
Maschwitz, who was succeeded by Maurice Gorham who, previously, had
invented the post of Art Editor for himself. During Maschwitz’s time, in the
late 1920s and early 1930s, RADIO TIMES also employed Val Gielgud and
Laurence Gilliam. These were four of the BBC's great men: Maschwitz
went on to be head of radio Variety; Gielgud of radio Drama, Gilliam of
radio Features and Gorham, who stayed longest at RADIO TIMES, wentonto
be head of the radio Light Programme and later, briefly, head of BBC

Television. Both Maschwitz and Gorham wrote memoirs of their RADIO
TiMES days which show them both as visionaries, buccaneers and
indomitable champions of their cause, who earned themselves a good
time by hard work. And they made the magazine work by making it lively;
enjoyed both by its publishers and its readers.

The 1920s were uniquely exciting years to work for BBC radio and to
listen to its programmes. Everything was new. There was a widely shared
consciousness that radio was changing British, and world, society. By
September 1925, 40 million people were in range of BBC broadcasts. And
many of the RADIO TIMES illustrations in the 1920s reflect a sense of chang-
ing space and shifting social and family relationships.

It takes certainly several years for any periodical to achieve its own
editorial style,and many of the illustrators who worked for RADIO TIMES in
the 1920s had earned reputations elsewhere. Even so, the particular
requirements of RADIO TIMES, from its beginnings, were reflected in
characteristic illustrative treatments. These types of illustration, done as
always under excruciating pressure of time, all had a definite editorial
purpose: to be, in Gladstone Murray’s characteristically somewhat-
shaded phrase, ‘a conscious auxiliary to the programme service!
Maschwitz put it squarely, in a 1928 memorandum: ‘The present policy is
based on the belief that what readers of the RADIO TIMES want is every kind
of information that can help them to appreciate broadcast programmes!

During the 1926 General Strike, RADIOTIMES, in common with almost all
otherjournals in the country, was unable to appear. For the BBC, the strike
presented a great challenge and a great opportunity-to keep the country
cool and informed. Reith kept in constant touch with announcers and
made important broadcasts himself-and with the strike over Radio was
established as a front-rank communications medium. As RADIO TIMES
commented on its return: ‘It is not easy to estimate what would have been
the effect of the strike if there had been no such thing as wireless
communication!

E’ RADIO TIMES the best was yet to come. Maschwitz and Gorham saw
to it that RADIO TIMES should fully explore its privileged position by
attempting, at least on occasion, to publish the very best illustration, which
would sometimes contradict received notions of what a popular
periodical could or should do. Covers are inevitably the clearest signal of
a magazine’s vivacity. And in 1926 McKnight Kauffer’s spectacular and
brilliant Christmas cover design (right) of the radio lightning-flash linking
London with the Holy Star was published despite doom-laden protests
from Newnes, still then co-publishers. It was the most daring and
memorable work of illustration published by RADIO TIMES in the 1920s.
And it outsold the previous Christmas issues.

By the end of the 1920s the circulation of RADIO TIMES was well over a
million copies a week, and rising. There seemed to be no limit to growth.
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—— — BERT THOMAS ————

“Does your wife like the wireless?”
“Not a bit. She can't talk over it.”
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Voice of Uncle: “Hullo, Chicks!”
Irritated Listener: “Confound it! Another talk on poultry!”

WIRELESS EDUCATION.
“Ow did yer like Beethoven’s 9th Symphony last night on the old crystal?”
“Bit too ’ackneyed, old boy! ’Ad it three times in the last six months.”
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B.B.C. OFFICIALS AS OUR ARTIST SEES THEM
¢ The Chief Engineer’

Engineer 1929 : ‘I think it's just about time we faded him out !’
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THE BIG NOISE.

Teddy Brown, the master of the xylophone, the man
who can play every instrument in his own band, the
I one London character whom the most unobservant

know by sight, is ‘ on tour’ this week. Make a note
| of the date when he comes your way : Monday, Cardiff ;
Tuesday, Belfast; Wednesday, Newcastle; Thurs-
day, Aberdeen ; Friday, Manchester; Saturday,

Glasgow
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Mr. Anthony Asquith

TOMMY HANDLEY
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Here are the Musical Avolos (as Sherriffs sces
them). The Avolos have brought xylophone
playing to a tremendous art., They make all
their owp instruments, one of which weighs nearly
three hundred pounds. If you have never heard
them, you should watch for them this weck—the
combination of three great xylophones playing at
the same time is something quite new in music.
The Avolos are broadcasting this week as
follows : —

Monday, Newcastle; Tuesday, Aberdeen;
Wednesday, Manchester; Thursday, Belfast ;
Saturday, Cardiff.

THE MAN WITH THE SCALPEL
Mr. A. G. Gardiner
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ALL THE CHRISTMAS PROGRAMMES.

DIO LIMES

[T COTRES et 2
- . e A

18



ARTHUR FERRIER

A VISION OF THE NEAR FUTURE.
Listening and seeing at the same time.
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ERIC FRASER WAS BORN IN 1902 AND
HAD BEEN DRAWING FOR RADIO TIMES
SINCE 1926, SURELY SOMETHING OF A
RECORD. HE WAS EDUCATED AT
WESTMINSTER CITY SCHOOL UNTIL THE
AGE OF 17

Where did you receiveyour art training?
‘I went to Goldsmiths’ College at New
Cross between 1919 and 1924. To begin
with, the college was still full of ex-
servicemen and 'women on govern-
ment grants. They were an exceedingly
enthusiastic bunch of students. Until a
younger master came, Clive Gardner,
we were all drawing hard from The
Antique - that kind of work. He
introduced a new aspect entirely of
more simplified basic design in figure-
work. Another member of staff was
Edmund J. Sullivan, who was an expert
in line work. He probably had the
greater influence on me because he
showed me how it was possible to draw
in straightforward line in a very
vigorous manner.

‘When | left Goldsmiths’ | had heard,
through the principal of the college, of
R. P. Gossop who had just started an
agency for artists. | applied to him and
he said he would take me on-which he
did in 1925-and | immediately got
married on the strength of it. From then
to this day they have handled all my
work. In 1926, | received my first com-
mission through him for a drawing for
Rapio TiMES, which, as far as | can
remember, was a humorous drawing of
a family listening to a radio with the old
horn loudspeaker. In those days we did
drawings and submitted them, they
were not necessarily commissioned: .

Today you are best known as the
‘tragedian’of Rapio TiMES illustrators, the
man who does the really heavy stuff: the
Greek dramas, the Shakespearian plays,

that sort of thing. I believe that in your |

younger days that was not the way it was.

‘Nearly all my drawings in the 20s and

early 30s were humorous. | don't

remember doing any serious illus-
trations until RADIO TIMES commission-
ed me to illustrate a Pirandello play.

Today and for many years past you have

had avery distinctive, strong, almoststark
technique. Presumably you had to

develop that technique from the style of |

our humorous illustrations.

“Yes, it has always been my belief that
the technique used in a drawing should
suit the subject matter. When you come
to Greek drama, it’s necessary todrawin
such a manner that it gives a true
impression of Greek design and
methods of patterning; the sameapplies
to Shakespeare-all plays which require
amore elaborate, crosshatch technique.
As to Restoration plays, they definitely
require a complicated flowing line and
very decorative formal masses:

| Eric,you’ve mentioned the ways in which

you_have fitted your technique to the
content of the commissions you’ve been

given for RADIO TIMES. Perhaps, by doing
so, you have influenced the sort of
commisson that RADIO TIMES gave to you.
You've mentioned your treatment of
Shakespearian plays, and I'm looking as
Ispeak atyour drawing for The Merchant
of Venice] a good example of what you
have been saying. [ personally
commissioned from you a drawing for
Arsenic and Old Lace; for whichyou used

a different technique for what was, of
course, a very different kind of play...
Perhapsyou’dlike tosay somethingabout
that...

‘I consider that the artist is similar to an
actor, in that he has a part to play and
should make up and act that part. The
artist receiving a script should adapt
himself to interpreting that script. Inthe
case of “Arsenic and Old Lace! which
was set in late Victorian or Edwardian
America, it seemed to me that the
technique [ needed to use should be
rather more light-hearted. Although the
play had a basically serious plot, it was
treated in a light-hearted way, and I
found | could enjoy myself, almost
relaxing, by using a fine pen to produce
squiggly lines, gradually building up the
masses so that the drawing was rather
wiry and much more fun!

Now we come to a problem in drawing

forRap10 TIMES, which has been for some
a thom in the side and to others a
challenge, and that is the headings and
borders with which the magazine has
always decorated its programme pages
to mark the great national festivals of the
year. The Art Editor would give alayout to
the illustrator containing a series of very

Aaron’s Field-1939

awkward shapes within which the artist |

would decorate in a way which would be

true to the feel of whichever festival was in

question. How did you feel about this type

of commission, of which you did more
than any artistI can think of?

‘Those commissions were always a
considerable problem. It was very
necessary to accommodate the
lettering, which was probably the most

important part of the design-after all it

states what the design is all about. | |

always considered it a challenge when

asked to design one of these, and |

always enjoyed it. Sometimes they

come off and sometimes they didn’t but,
in the main, [ enjoyed the effort of over-
coming the difficulties of making

designs fit into your odd shapes:

Obviously there must have been times

couldn’t have been done the other
way round.

‘Another case I can think of was one
of a series | did to illustrate articles by
Maurice Lane Norcott. In one of these |
showed the side of a building with
pieces of nude statuary set in niches.
Back came the drawing with a request
that | dress them in robes. I think of this
whenever | see the Eric Gill sculptures
on Broadcasting House!

Since 1923, RADIO TIMES has been perhaps
one of the major sources of patronage of

the graphic arts in this country, and many
distinguished artists_have drawn for it.

Many, many illustrators began _their
careers by drawing for RADIO TIMES, and

are household names today in the
graphics world: Eric, were you pleased

to be of this number, and did you admire

when you produced a drawing forRADIO
TIMES and the Art Editor, for whatever
reason, suggested an alteration to you-or
even perhaps rejected it out of hand. It is
common to any Art Editor/illustrator
relationship  that it produces the
occasional friction of that kind. Can you
think of any such? o

‘Definitely. For example, the illustration
1 did for a play called “Aaron’s Field; by
D.G.Bridson.] drew a number of people
standing around, and from the centre of
them arose the figure of Christ, to
illustrate an actual incident in the play.
The drawing was sent straight back
to me with a request to remove the
figure of Christ and insert that of a
human figure, albeit a figure with small
wings, because on the opposite page to
this drawing was a photograph of a
comedian and they didn’t think the two
would mix. So Christ came out and the

comedian stayed. | wondered why it ‘

‘The drawing was sent straight back to me!

—20 —

any of them particularly?

‘Of course, | was very pleased indeed,
because at that time I was still quite
young, and to be given the opportunity
of joining the band of capable illus-
trators in such a well-known publica-
tion was a great compliment’

You were commissioned to do a drawing

on a Thursday if you were lucky, Friday if
the Art Editor was over-worked. This left
you the weekend to do your drawing and
get it to us by Monday midday. Nou,, this is
very little time to give an illustrator, cer-
tainly an illustrator of your technique and

character. How did you feel about that?

‘1 didn’t feel at all happy at times. In my
case, 1 got the script on the Friday
evening and then had to read it,
assemble whatever reference was
necessary, which happened very often
because the sort of drawings I was
asked to do were mainly historical, then
1 would do a quick rough to get the

| general feeling of the subject, and then

the finished drawing. As it had to be
delivered to my agent by Monday
morning, or at the very latest Tuesday
morning, it certainly left very little time
to sit back and make alterations or have
second thoughts’

Yet in spite of these drawbacks, Eric, you

maintained a very high standard over a

k| very long time. Perhaps it could be argued

thatRADIO TIMES was doing you a favour.
You produced, strong, oniginal thoughts.

‘I think the challenge of having to
produce a drawing in such a short time,
worrying as it was, did produce an
ability to draw upon hidden reserves of
energy which are not normally used.
When you have a week or more in
which to produce a drawing, the mind
tends to relax, and those reserves are
not called upon at all. | suppose we all
have these hidden reserves which are
there to call upon in an emergency and,
as far as | was concerned, every com-
mission | received from RADIO TIMES

| was an emergency.
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THEIR COVERS GAVE OPPORTUNITIES TO BOTH ESTABLISHED
ARTISTS AND NEWCOMERS TO DEVELOP WORK SUITABLE FOR
RADIO TIMES AND WILL FOREVER REMAIN SYMBOLIC
OF THE GRAPHIC ARTWORK OF THE ERA

'Ee 1930s was a decade of great events and changes culminating in theﬂr

most dramatic of all-the outbreak of the Second World War. But one

feature was a model of stability-the price, at 2d, of RADIO TIMES. As the l

magazine would be printed there for the next ten years. Forty years later
the same plant was still going strong!
The Abdication apart, the 30s saw Royal events which were a rich cause

hungry unemployed marched, as Britain’s Monarchy itself trembled under | for national celebration-the first Royal wedding to be broadcast (1934),

the impact of the Abdication crisis, as the war-clouds gathered, the two-
penny price of RADIO TIMES was so secure that they even printed it on

rubber door-mats and enamelled advertisements. Indeed, incredible as it

may seem today to a world grown accustomed to rampaging inflation,
the cover price of RADIO TIMES was unchanged from its birth right through

to 1951.

Maurice Gorham (Art Editor from 1926 until 1933 and then Editor until
1941) was the magazine’s compelling influence during the 30s. It was he
who established the most distinctive feature of the decade-the Special
Numbers. Six to eight of these were produced each year. Their covers gave
opportunities to both established artists and newcomers to develop work
suitable for RADIO TIMES and will forever remain symbolic of the graphic
artwork of the era. Probably the most famous of all was John Gilroy’s
laughing cat on the Humour Number in October 1936. A reader hailed it as
‘... the jolliest face | ever saw in print. But there are many others: Edward
Ardizzone’s Children’s Hour Number (1937) and two Women’s Numbers
are especially memorable, those by Ralph and Mott (1934) and Clixby
Watson (1939).

At the appropriate season readers were encouraged out of doors,
while the Fireside Numbers (notably Philip Zec’s 1935 cover) suggested
cosy nights by the fire with the wireless as an ever-present companion.
Stanley Herbert’s 1937 Outside Broadcasts cover (right) was acclaimed.

Eric Maschwitz, who preceded Gorham as Editor, established the fine
maxim of planning your listening in advance! This theme led to RADIO
TiIMES becoming a vehicle for ideas and articles of genuine critical
appreciation, rather than merely an agency for noting programmes which
were to be broadcast. It also set a pattern which no Editor has ever
completely lost sight of to this day.

In 1932, Broadcasting House, that great, gleaming, white liner of a
building, dropped anchor in Portland Place and the BBC said farewell to
Savoy Hill, where it had lived out its first ten years. A copy of the first issue
of RADIO TIMES was deposited beneath the foundation stone of the im-
pressive new building.

There were important developments, too, in the printing arrangements
for RADIO TIMES. The BBC, as the magazine’s publishers, commissioned
Waterlow & Sons Limited to construct a custom-built factory at Park Royal

in North London. The Duke of Gloucester opened the new premises, and, |

with their seven huge rotary letterpress machines, they were as modern
and well-equipped a print factory as you could find anywhere in the
world. The first issue from Park Royal, 8 January 1937, stated that the

the Silver Jubilee of George V and the Coronation of George VI. The 110-
page Coronation issue had a sale of 3,540,547 copies, which was under-
stood tobe the largestever recorded by a weekly magazine in any country.

The yearly piéce-de-résistance was the Christmas number which until
the war had a cover designed by leading artists, including McKnight
Kauffer, Paul Nash, C. Walter Hodges and Rex Whistler. On these occasions
RADIOTIMES had a special price-6d-but offered a much-enlarged service,
including Christmas stories, supplements and items by performers.

Television arrived in the London area in November 1936, and RADIO
TiIMES marked this with a special supplement for distribution throughout
the capital. Later, details of the television programmes, which were still
available only in a limited area, were carried on one page in all copies.

Sunday programme pages throughout the 30s reflected faithfully the
Reithian influence. Until the war only serious music, religious
programmes and news bulletins were permitted. Gorham did his best to
keep Reith at bay. But Reith was a frequent visitor to the RADIO TIMES
offices and once demonstrated his authority by insisting that a Harpic
advertisement was removed from the Sunday page.

During the rest of the week broadcasting on Radios seven channels-
one national and six regional-was dominated by the full range of music.
Talks, stories, drama, news, religion, outside broadcasts and, of course,
Children’s Hour were also there but, for hour after hour, the airwaves of
Britain were filled by music.

Gorham had clearly stated his aims in 1934-to produce a journal ‘with
the largest possible circulation and to give the most helpful kind of service
ancillary to broadcasting! He aimed to aid the ‘average listener’ to
‘understand and appreciate the programme’ and maintained that the
journal must not be too highbrow but not go down-market.

Wen war came in September 1939 dramatic changes occurred in
RADIO TiMES. Immediately, the size of the journal was drastically reduced.
And, at this strenuous period of adjustment, RADIO TIMES actually went to
press three times in five days, surely a unique achievement for a weekly
journal. Its normal Friday issue containing the next week’s programmes
(never broadcast) was already on sale. The previous day it had gone to
press with the issue for the week after (this number, of course, never saw
the light of day). The first war-time issue, already in part prepared against
such a need, was at once put under way and within three days, on Monday,
4 September 1939, was on sale with details for the rest of that week.
The world was at war-but RADIO TIMES, to John Reith ‘the connecting
link of the service; was firmly establshed as part of the British way of life.
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— and Winston Churchill Now go away
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We ponder We consult We confer, and-— on Monday we submit
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(‘ Very good of Nelson Keys' ==l HIEIRSE SHEWY ,
he Art Editor) (‘ Enlarged cross-section of some
YA rare microbe, | take it ’ says the
Intelligence Department)
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— THE ECLIPSE — SAND-BLASTING —
(* Besides ’ says the Engineer * you (*A.R.P, what?’
don’t get headphones that size ') says Puzzle Corner)
AND WINSTON CHURCHILL-
(‘Postponed ’, says the Editor, *take it We are removed — and on Friday the Editor
away and make it into the Forth Bridge ") says to us ‘We want—’
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JACK DUNKLEY WAS BORN IN 1906 IN
HOLLOWAY AND WAS EDUCATED AT THE SIR
HuGH MIDDLETON CENTRAL SCHOOL,
WHICH HE LEFT AT THE AGE OF 16 AND GOT A
JOB IN WARDOUR STREET DOING SUBTITLES
FOR ADVERTISING FILMS, WHITE LETTERING
ONBLACK CARD.HESTAYED WITHTHEM DOING
FREELANCE WORK IN HIS SPARE TIME FOR
ABOUT EIGHT YEARS

‘During that time | was earning about 17-
and-six a week, working Saturday
mornings and running all the way to
play football on Hackney Marshes in
the afternoon. However, while | was
there | won an evening scholarship
which entitled me to go to the Central
School of Arts and Crafts in
Southampton Row for three evenings a
week. | also got £3 a year for travelling
expenses. The scholarship was for three
years but, if | kept up a minimum of 80
per cent attendances, 1 could get
another free year-which | did. By
keeping up that level of attendance |
managed to get eight years of free
attendances working at general draw-
ing, doing a bit of everything. 1 had
no aspirations to becoming a “fine”
artist, | was commercial minded right
from the start, had to be. Anyway, I left
the film studio in about 1930. I'd
developed a few freelance connections
with newspapers, so | started sending
cartoons around. | got my first real
commission from The Daily Mirror in
1932, which was aboutthe sametimeas|
got my first drawing in RADIO TIMES, so
they’re my oldest customers.

‘I read a letter in RADIO TIMES which |
illustrated and then took it around to
SavoyHill and showed ittoafellow who
became a great friend of mine, Maurice
Gorham, and a young office boy called
Douglas Graeme Williams. The Editor
then was Eric Maschwitz. | got on very
well with Maurice: he was a likeable,
jovial fellow, a man after my own heart.
He was an Irishman and had a slight
stammer when he got excited and
talked too fast.

‘When my first, tiny drawing was
published in RADIO TIMES | was awfully
proud of it. In those early days 1
remember Maurice asking me to
illustrate a series called something like
“Radio Through the Ages; a sort of
comic-historical series; things like The
Mayflower sailing from Plymouth witha
loudspeaker blaring away and some-
body on the quay shouting, “Clear out,
we've had enough of that noisy rubbish?”

Sk Dan /::M/7

Incidentally, | do remember that 1 drew
them all on scraperboard. RADIO TIMES
definitely saw me as a humorous artist
in those days. In fact, I always have
specialised in humour and sport’

You were in good company-Eric Fraser
was regarded by RADIO TIMES as a comic
artist at that time. When did you start
covering sport for us?

1 have difficulty remembering dates,
but it was about the time you moved
from Savoy Hill to Broadcasting House.
I remember meeting Clixby Watson
then. I thought he was a brilliant artist
and very jovial. He was a tall fellow,
carried quite a bit of weight and had a
weak leg which had to be supported by
a leg-iron. Most of us, when we had
delivered our drawings to RADIO TIMES
in the afternoon, used to go on to the
pub in the evening, playing darts and
table-tennis. Clixby was the champion
at both in spite of his handicap; how he
got around so fast as he did | just don't
know, he was a very agile hopper.

‘As Douglas Williams progressed in
his career he took us all along with him,
all pals together. Douglas becameavery
fine Art Editor and I have very pleasant
memories of him. He could always
suggest ideas to his illustrators in a way
that eliminated a lot of hard work. I can’t
remember him ever turning one of my
drawings down, which is rather remark-
able. Right at the beginning of the war,
before | went overseas, | used to phone
up on a Monday from wherever | was
stationed to see if there was anything he
wanted drawing. Usually there would
be an order for a couple of drawings and
they would be finished and in the post
that night

I remember asking you over the phone,
at 3.30 in the afternoon, to do a football
drawing. I described it to you and gave
you the size and said that I needed it the
following day. I shall always remember
you saying, ‘Well, Tve nearly got it
finished, I'll drop it off on the wqy home:
I ask every illustrator that I've inter-
viewed a stock question: what did they

feel about the pressures of working to

the short deadlines of RADIO TIMES?
Quite obviously the question is pointless

in your case.

‘Well, yes, I've always worked very

quickly-its one of my few assets.
Working as | have all my life for daily

papers made it a necessity, it was a

problem that was never a bother to me’

’

Tell me something about the way you
draw, how you set about it, what tools
you use and so on.

‘Pen and brush were my main tools. For
RapiO TIMES nearly all my drawings
were done with a fine brush. With a
soccer match | always had to check on
the strip the teams would be wearing. |
was well placed at the Mirror to get
quick reference from their library or
check it out with the sports-desk.
Although 1 worked there as a freelancel
had my own studio, 1 still have it to this
day-40 years later, even though I only
goinonceaweek. As far as| know thisis
a unique privilege. I'd start scribbling,
trying to get some feel of action into the
drawing-in pencil on paper, then trans-
fer it on to a piece of drawing board and
then ink it in. Usually by that time a
messenger from the BBC would be

| downstairs waiting for it.

‘This had the advantage for me that,
being “pinch-hitter” for RADIO TIMES, |
got a wide variety of subjects to draw
over the years: illustrating play scripts,
variety programmes and even drawing
caricature portraits. Always my first
need was to know the shape and size
and then [ would think my drawing into
it. 1 found this very useful when you
asked me to draw headings for
Christmas or Easter on the programme
pages. | didn’'t mind at all that the shapes
were difficult, I could always fill them,
even if it was a case of RaDIO TIMES
ringing and saying, “One-and-three-
quarter-inches wide, half-an-inch
deep, subject: Wembley Stadium on an
international football match day”’

At the beginning of the war, Jack, when

you were about 33, I believe you and

Douglas Williams went to Bristol where

the BBC Variety and Light Music depart-
ments had found refuge.

‘We had a cousin of Basil Rathbone with

us towritethe copyandlhadtodrawthe

life and times of all the broadcasting

artists. | remember SirFrank Dobson the

sculptor was there, too, and did some

portraits for you. The actors were

rehearsing all over the shop-in church

halls and all sorts of curious places.
“Garrison Theatre” with Jack Warner

and his “lil gelJoan Winters, who was

the daughter of the conductor of the

Variety Orchestra Charles Shadwell. 1

drew them all: Dorothy Carless, Vera

Lynn, Anne Shelton, Max Kester,
Kenaway and Young, | drew them while

Rathbone interviewed them.

‘1 went overseas in 1942 so that
finished my contact with RADIO TIMES for
a while. We landed in Algeria in
November 1942 and stayed there for two
years. | was aradar specialist and | went
to two officer-selection boards-I'm still
waiting to hear from them’

When the war eventually ended what
happened to you?

‘My demob number came up in early
1946 and, the day after I got out, | went
round to the Express and sold them a
strip I'd been working on while waiting
for demob. | started straight away again
with the Mirror but | was also working
for the News Chronicle, the Express and
the Daily Sketch. As I'd started up again
immediately with RADIO TIMES as well |
was pretty busy’

Douglas Williams came back from the
War Office and was succeeded in 1950
by Ralph Usherwood with whomn you
also got on very well, I remember; |
became his depuly at the same time. At
that time you were drawing practlcally
every week; sometimes, indeed, three or
four times a week. You must have done
more drawings forRADIO TIMES than any
other illustrator in its history.

Yes, [ think that’s probably true over the
long time which Iworked for you.I think
1 did all your sporting drawings for over
30 years. | even did a couple of covers
for you-oneforthe Grand National and
one for the Olympic Games, in which |
used chalk to do a figure of the athlete
carrying the torch to light the Olympic
flame, as | remember. They were
certainly the biggest jobs | ever did for
RaDIO TiMES, | remember being very
impressed at getting them’

Another stock question, Jack. Of all the
other illustrators who drew for RADIO
TiMES, for which of them did you have a
particular respect or liking?
‘Oh, most of them, but perhaps
particularly Clixby Watson, Eric Fraser,
Bob Sherriffs, Arthur Watts-they all
drew better than 1 did. I suppose Eric
was the most brilliant draughtsman.
‘Incidentally, going back a bit to the
beginning of the war, RADIO TIMES was
evacuated to the Park Royal printing
works in Wembley and | remember
going down there with my pen and little
bottle of ink every Wednesday asking if
there were any drawings needed. 1 did
them on the spot, so | can claim to have
had a desk in RADIO TIMES as well’

Hanging a bat out to dry; Bumper and Duck-1938: ‘I always have specialised in humour and sport’
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JACK DUNKLEY

- MOTORING

WALKING'

As a means of veeing the countryside

A discussion between

L. DU GARDE PEACH.
and
P. M. OLIVER, M.P,

To be broadcast tonight at 9.15

'...and now,
if you will just
tune down your

sets a little...’

GENTLEMEN
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A broadcast version of Shakespeare’s tragedy will be given on Sunday afternoori
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SCHUBERT . . ... A LITTLE MAN BUT A GIANT
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VICTOR REINGANUM WAS
BORN IN LONDON IN 1907 AND EDUCATED AT
HABERDASHERS SCHOOL IN HAMPSTEAD,
AND BEGAN HIS ART EDUCATION FIRST AT
HEATHERLEY AND THEN AT THE ACADEMIE
JULIAN IN THE QUARTIER LATIN, PARIS.
DURING HIS YEAR IN PARIS HE WAS ONE OF
ONLY SIX STUDENTS ACCEPTED BY THE
DISTINGUISHED PAINTER LEGER AND, ONCE A
WEEK, ATTENDED HIS TEACHING STUDIO IN
MONTMARTRE

‘In1926 I tramped round London with a
folio of rather poor drawings,and I went
to RAaDIO TIMES at Savoy Hill and saw
Maurice Gorham, who was the Art
Editor, and much to my surprise and
delight he actually bought one of the
drawings | had in my folio. It was a
drawing in airbrush of a rather dashing
dancing girl, slightly sexy, and he used it
in Rapio TiMES for one of the many
cabaret-type programmes which were
all the rage at the time.

‘I wasrather typecastto begin with as
“abright young thing, and | was askedto
draw subjects like cocktail bars,
dancing girls, the sort of swinging-20s
kind of thing. Eventually [ graduated to
the sort of drawing I preferred to do.
Gorham would try you out, when he got
to know you, by giving you very
different types of things.

‘In those days you were called to
Savoy Hill. Gorham never commis-
sioned by telephone, you would just get
a message to come down and see him.
But time was very tight then, asI believe
it is now, for an illustrator. One had to
work over the weekend and deliver the
drawing on Monday morning, but I'm
very glad that [ had that sort of train-
ing because it was an extremely good
discipline. This sort of short-order
working didn’t happen only with RADIO
TiMEs, the advertising agencies always
needed their work in a frantic hurry too.

‘Three guineas was the going rate
and, in real money terms, I think [ was
rather better paid then than your illus-
trators are now. I lived fairly comfort-
ably on about six guineas a week while
supporting a wife and two children.

‘l was always very happy to work for
RADIO TIMES because | had a very good
chance that anything I did was going to
be used; in consequence I felt free to let
myself go, far more so than with any
other job. Occasionally Maurice
Gorham would turn a drawing down
flat, and then I would have to re-do it by
working right through the night, and
bring back a new drawing the next
morning.

On a Friday morning you were asked to
do a drawmg needed by Monday
mldday how did you go about it?

“The size and shape of the drawing came
first. What | always did was to draw a
series of small rectangles to the

proportion given, quite small, postage-

Yeméﬂnum

stamp size, and fiddle around with them |
and pick the one I thought to be the best
composition. I'm a good visualiser and
usually started with a pretty clear
picture in my head of what [ wanted the
drawing to end up looking like-there
are very few “accidents” in my work.

‘l was mainly a pen man. For a short
time I used scraperboard, but [ gave it
up because I found I could do more with
apento create black and white shapes.
always found my drawings getting too
“tight” on scraperboard. [ did buy an
airbrush when they became fashion-
ableinthe 20s, butluseditvery rarelyin
my work for RADIO TIMES because |
never though<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>