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sperdvac graciously extends its gratitude to these individuals 
who have contributed $50 or more to sperdvac during the past 
12 months. If you wish to be a sponsor of sperdvac and join this 
select group your tax-deductible donation to sperdvac can be 
mailed to Alexander Chamberlain at 2625 Middlefield Road 
#171, Palo Alto, CA 94306-2516.  Thank you!
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• ALICE AKINS in memory of Glen Akins
• DAVE AMAREL in memory of Jim Harmon
• ARTHUR J.M. ANDERSON in memory of Orson Welles
• ERIC BAELEN
• JUDIE BARTELL in memory of Harry Bartell, Ben Wright 

and Vic Perrin
• PAUL M. BENNETT
• OLIVER BERLINER in memory of John Guedel, Martha 

Tilton and Lena Romay
• FRED BONDY in memory of the whole Gunsmoke gang
• TRISTA BRANT in honor of Larry Gassman and Walden 

Hughes
• GEORGE BRECKENRIDGE
• DAVID & LINDA BRENINGER
• FRANK & BOBBIE BRESEE dedicated to John & Larry 

Gassman and Walden Hughes for all they do for otr
• BUD BRESNAHAN in memory of Jim and Marian Jordan
• RICHARD A. BROCKELMAN
• DENNIS B. BURK in memory of Phil Harper
• CHRIS M. BUZZARD to those who keep otr alive for a 

new generation
• TROY CASEY to those great masked men of radio, Earle 

Graser and Brace Beemer
• XAN CHAMBERLAIN
• RICHARD CHANDLEE in memory of Truda Marsen 

Chandlee
• GEROLD M. CLEMENSEN
• WARD L. COCHRAN in memory of radio ad-man Burt 

Cochran
• BERT H. COHEN
• RICHARD F. COLAVECHIO in memory of Bryna Raeburn, 

Craig McDonnell, Bill Zuckert and Florence Robinson
• JOHN COLLINS
• THOMAS W. COLLINS in memory of William Conrad
• TOMMY COOK in memory of Arch Oboler
• IVAN CURY in memory of Bob Novak
• FRANCIS DALY
• DIX DAVIS
• LLOYD DE LLAMAS
• FREDERICK DENNIS in honor of “Mr. Radio” Elliott Lewis
• RICK DENNIS in honor of Gloria McMillan
• ROSEMARY DOBBS
• TED DONALDSON in memory of Rhoda Williams, June 

Whitley and Ben Cooper
• JUNE FORAY DONAVAN in memory of Hobart Donavan
• DOUGLAS DUE
• WIL DUFOUR
• BOB DUNCAN, JR. in memory of Martha Sleeper
• CHARLES DUNNAWAY
• HERB ELLIS in memory of Larry Dobkin, Harry Bartell 

and Parley Baer
• PATRICIA W. ELLIS in honor of Charlie Lung
• JAY ELZWEIG in honor of the Long Island Radio & TV 

Historical Society, the WCWP-FM Alumni Association 
and Staff, John “The Movie Man” Carpenter and Eddie 
“The Old Philosopher” Lawrence

• HENRY C. ENGELHARDT III in memory of Michael 
Meredith

• CARMEN FINESTRA
• DAVID FOLKMAN
• ART  FORSTER in memory of Gil Stratton and William 

Conrad
• JACK FRANCE
• GREGORY FRANKLIN

• LISA FROUG-HIRANO in memory of William Froug
• BARBARA FULLER in memory of John Newland, Peggy 

Knudsen and Laughter
• JACK GAGNE
• BARRY GERBER
• STANLEY D. GINSBURG
• RICHARD GLASBAND in honor of Bobb Lynes and Barbara 

Watkins
• NICHOLAS GOODHUE
• KATHLEEN GRAMS-GIBBS in memory of Mary Grams
• FRANK GREGORY
• DON GREWE
• TOM J. GRIMSLEY in memory of Rosemary Dobbs, Art 

Linkletter and Stuart Lubin
• CHARLES GULLO, JR. in memory of Jim Bannon
• JOHN F. HALLEY
• BARBARA HARMON in memory of Art Hern, Jack Lester 

and Curley Bradley
• HELPING HANDS FOR THE BLIND
• RICHARD HERD
• KAREN HICKERSON
• BOB HICKS
• GORDON HIGBEE
• JAMES W. HILL
• DR. MICHELE HILMES
• STEPHEN E. HOLDEN
• GERALD A. HOLZMAN
• JAMES F. HORNER in memory of The KNX Radio Drama 

Hour
• SEAMAN JACOBS in memory of Fred S. Fox
• ROBERT JANOVICI
• SALLY JANUS
• DENNIS  C. JOHNSON
• RALPH M. JOHNSON
• SAM KAMLER
• MRS. JAIMI L.C. KELLER in memory of Frank Lumbert and 

Roy Hunter
• CASEY KASEM
• GLENDA KELLY  in memory of Stuart Lubin
• NILAN L. KINCAID
• DON KING in memory of Lowell Thomas and Paul Harvey
• ALBERT J. KOPEC
• DENIS KRAY in memory of my beloved parents, Norbert 

and Florence Kray, and in memory of Glenn, Ray, Marion, 
Tex and all the boys in the band

• RON LANGSETH
• DOREEN LEAF in memory of Jay Ranellucci . . .  thank you, 

Grandpa
• JEFFREY J. LEBRUN in memory of all departed voice artists
• ALFRED LUCAS
• MICHAEL MAIURI
• LON McCARTT in memory of Smilin’ Ed (Froggy the Grem-

lin) McConnell
• ROBY & JOYCE McHONE
• ESTHER GEDDES McVEY in memory of my leading man, 

Tyler McVey
• JAN MERLIN in memory of Frankie Thomas and Mona 

Bruns Thomas
• MELVIN MOREHOUSE in memory of Brace Beemer
• MIKE MORITZ in appreciation for all otr preservationists
• JAMES L. MORRISON
• MILLIE MORSE in memory of Jim Harmon
• BOB MOTT to all the SFX artists when radio was still radio
• GEORGE (BOB) & VIRGINIA NEWHART in memory of Bill Quinn

• CHARLES NIREN in memory of Dave Siegel
• JAN ELLIS O’HARE in loving memory of Antony Ellis
• J. PHILIP OLDHAM
• ROBERT OLSEN
• DR. WAYNE OTT
• FORREST F. OWEN
• GARRY PAPERS
• KEN PARKE in memory of Jan Merlin
• DAVE PARKER in memory of John Harlan and Fred Foy
• PHIL PROCTOR in memory of my Firesign partners Phil 

Austin and Peter Bergman
• BRUCE W. RALEIGH
• BRIAN E. RAMSEY in memory of Ken Darby and Rod 

Robinson and the King’s Men
• CHESTER RAWSKI in memory of Carrolyn Rawski
• MARIE RAYMOND
• RONALD M. REISNER, M.D.
• DICK RICHARDS
• DAVID RICHARDSON in honor of Herb Ellis and Peg Lynch
• D.W. RICHARDSON
• NORMAN L. SCHICKEDANZ in honor of Chuck Schaden
• STEPHEN K. SHUTTLEWORTH
• STUART & JANIS SIMON in memory of June Foray
• CHUCK SIVERTSEN
• LOREN SLAFER
• KENNETH L. SLEEPER
• LEE SMITH to my dad, Ray Newton, a big fan
• MICKEY SMITH in memory of my beloved wife, Mary
• C. W. STAUFENBERG in memory of  Paul Rhymer and 

members of the “Vic and Sade” cast
• RICHARD STONE
• BOB SUMMERS in memory of Yogi Yorgenson & Harry 

Skarbo
• JON D. SWARTZ in memory of Jim Harmon
• PATRICIA RYAN SWINDLER in memory of Stuart Lubin
• RICHARD & MADELENE TEPERSON in memory of Gil 

Stratton
• JOAN TREMAYNE in memory of Les Tremayne
• EDMUND TOTMAN
• EUGENE J. WARD
• WASHINGTON OLD TIME RADIO CLUB in memory of Jim 

Harmon
• EDWARD C. WEAVER
• BETSY L. WEINBERG
• LESLIE C. WEST
• JERRY & BARBARA WILLIAMS in memory of Michael Rye
• JAMES C. WORDEN
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PATRICK LUCANIO
RADIOGRAM is published monthly except December by 
sperdvac, the Society to Preserve and Encourage Radio 
Drama, Variety and Comedy, a California nonprofit public 
benefit corporation, 2625 Middlefield Road #171, Palo Alto, 
CA 94306-2516.  Dues are $20 for first year and $20 for 
renewals; $30 American currency for Canadian members.  
Annual subscriptions to Radiogram only are $15 in the U.S., 
Canada, and Mexico, and $20 in all other countries.  Edito-
rial submissions are welcome, but the publisher assumes 
no responsibility for the return of unsolicited material.  All 
editorial-related photographs and artwork received unsolic-
ited become the property of sperdvac.  Sperdvac assumes 
first serial rights for all submissions accepted.  Opinions 
expressed are not necessarily the opinions of sperdvac  
All rights to letters sent to Radiogram will be treated as 
unconditionally assigned for publication unless otherwise 
stated.  The publishers make every effort to ensure the 
accuracy of information published in editorial material but 
assume no responsibility for inconveniences or damages 
resulting from editorial error or omissions.  Publisher is not 
responsible for typographical errors.  All photographs and 
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forth within.  Entire contents are copyright © 2023 by the 
Society to Preserve and Encourage Radio Drama, Variety 
and Comedy.  All rights reserved.  Nothing contained in this 
issue may be reproduced, in whole or in part, by any means, 
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advertising at this time.
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AUDIO RADIOGRAM is available.  Contact Larry Gassman 
at (877) 251-5771.  This service is for blind members only.
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2625 Middlefield Road #171
Palo Alto, CA 94306-2516 WELL, the election results are 

in, and your new board has 
been elected.   As I begin my 

fourth term as the president of sperdvac, 
I want to thank all of our members that 
participated in the election.  Your active 
involvement is a key factor in the success 
of our organization.  Recently a member 
asked me, “Is sperdvac an organization, 
a club or institution?”  Formally, we are 
a 501C3 California non-profit corpora-
tion.  A lot of our members refer to us 
as a club.  When conversing with others 
I use the term organization.  Institution? 
Hmm… Whenever I hear that word, a 
famous quote comes to mind, “Marriage 
is a fine institution. But then, who wants 
to live in an institution?’ Grouch Marx.

 There is an old saying, “The more that 
things change, the more they remain the 
same.”  This appears to be true for the 
state of audio recordings today.   Most 
of us remember that audio sources were 
generally on reel-to-reel or on vinyl discs 
that were either 33rpm or 78 rpm (that 
is rotations-per-minute for those of you 
born after 1980). Then the advent of cas-
settes came into the picture. They were 
convenient and easy to get.   Oh!  The 
money I spent on blank cassettes! I would 
hate to go back and add it.   We could 
“transfer” our audio to cassettes and 
trade with our fellow collectors.   Then 
audio CDs of various types came into 
the picture.  Everyone went scrambling 
to find original source tapes to transfer 
to a “digital” format.   But wait!   Then 
we moved over to the 100% digital file 
transfer; we could just “send” files via 
email.  Makes you nostalgic for cassette 
mailers, doesn’t it?   Anyway, my point 
is, with all this change, there has been 
a resurgence of interest in vinyl discs.  
What would have been considered prime 
material for landfill is now fetching top 
prices on eBay and similar sites.     So, 
we might ask ourselves why?   Without 
getting too technical, digital recordings 
simply do not have the “full sound” found 
on records and tapes.   Digital literally 
“slices” the sound wave into samples.  
The analog recording contains all of the 

sound without taking anything out.  This 
is very validating for all the efforts we, as 
an organization are taking, to preserve 
and restore the audio discs in our col-
lection.  Seems like our audio treasures 
have increased in value.

For those of you who are visiting 
www.sperdvac.com regularly, you will 
see we’ve added an additional thousand 
scripts to our library. 

 Audio files are being added, and we 
hope to increase the rate and the number 
of files available to members.  Convert-
ing the audio files over to the website is 
a time consuming and exacting process.   
If you happen to find information in our 
database that requires review or updat-
ing, please let us know.     There are so 
many experts in our organization and it is 
always appreciated when you share your 
expertise.  Please remember to cite your 
sources for any changes you recommend.

We still have need for an official sec-
retary for our board of directors.  This is 
an officer position and we need to have 
someone in this role.  I realize this is a 
repeated request, and I promise I’ll stop 
asking just as soon as we get one.   It is 
in our best interests to find a secretary 
from within our organization.   Please 
send your interest or request for details 
to info@sperdvac.com. 

On behalf of the new 2023-2024 I want 
to express my appreciation for all of you 
who actively support sperdvac.  Through 
emails and several conversations, the 
interest in providing audio workshops or 
seminars has been raised. The idea is to 
impart the skills and techniques of quality 
audio production to a new generation.  
This idea is in its early stages.  We feel 
there are other 

Until next time, stay safe and stay 
tuned![

GREETING SPERDVAC MEMBERS!

Timothy Knofler
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ACROSS THE POND, radio science fiction comedy got a big boost 
in March 1978 when The Hitchhiker’s Guide to the Galaxy aired on 

BBC. Written by Douglas Adams the 12 30-minute episodes were a zany 
compilation of convoluted intergalactic adventures which began with 
the destruction of planet Earth to make way for a hyperspace bypass. 

In episode one the soon to be homeless Earthling Arthur Dent is 
rescued by his friend Ford Prefect, who it turns out is really an alien in 
disguise. Ford became stranded on Earth while on assignment writing 
for The Hitchhiker's Guide to the Galaxy, a pan-galactic encyclopedia 
and travel guide.  As Ford counts down the minutes and then seconds 
until the end Arthur, having a hard time coping with the situation, says 
he needs “to go and have a little lie down somewhere.”  And there, from 
the get go, you have the type of droll humor that runs through this series. 

Although with much more humor, The Hitchhiker’s Guide exhibits 
some inspiration from Doctor Who, a series on which the author Douglas 
Adams was a writer and script editor as well. Ford and Arthur often find 
themselves materializing inside spaceships traveling through time and 
space while encountering both friend and foe. 

Adams cleverly slipped in plenty of satire dealing with modern society, 
government bureaucracy and destruction of the planet. Yes, humor pops 
up unexpectedly and frequently including this little gem from the narra-
tor: “And dared to brave unknown terrors, to do mighty deeds, to boldly 
split infinitives that no man had split before and thus the Empire forged.” 

During his travels Arthur, the homeless Earthling, learns the answer 
to the Ultimate Answer of Life which turns out to be 42. Unfortunately 
now he must learn the Question to the Ultimate Answer of Life, the 
Universe and Everything. This is a difficult task!

Episodes took about two weeks to make and were recorded on 8 track 
tape, often out of order with only half the actors on stage for a scene. 
All the robots and talking computers were added afterward as were the 
sound effects, often taken from prerecorded disc or tape. Actors some-
times played as many as five roles in an episode.

One of the more interesting characters in the series is Marvin, the 
Paranoid Android, who is either depressed or sarcastic about the menial 
tasks assigned to him. Take this grievance, for example: “No one can 
help me. Not that anyone’s ever tried of course. Hardly worth anyone’s 
while really is it? I mean where’s the percentage in being kind or helpful 
to a robot if it doesn’t have any gratitude circuits?” In the film version 
Marvin was expertly voiced by Alan Rickman.  

Sam Rockwell played the President of the Galaxy, Zaphod Beeblebrox, 
who wore a helmet which doubled as a lemon juicer—quite the visual gag! 
Unfortunately his character had been written as having two heads and 
this presented a problem when the transition was made to film. Zaphod’s 
heads were stacked one on top of the other so that they awkwardly ap-
peared to emerge from his adam’s apple. One had to suspend all notion 
of logic for this series!

Following broadcast on BBC starting in 1978, The Hitchhiker’s Guide 
aired on the BBC World Service, National Public Radio in the US, and 
CBC Radio in Canada.  It enjoyed an afterlife in five novels, stage shows, 
comic books, a 1981 TV series, a 1984 text-based computer game, audio 
cassette tapes, an LP and a 2005 feature film. 

While researching for this article the author discovered the website 
https://archive.org/ and  https://archive.org/details/TheultimateHitchhikers-
Guide.  Internet Archive is a non-profit library of millions of free books, 
movies, software, music, websites, and more. Books can be borrowed for 
up to two weeks, although renewal is possible.

There are many download formats and languages to choose from and 
an audio option is available once downloaded.[

A THUMB GOES UP
by Yolanda Day

Exploring 
The Hitchhiker’s Guide to the Galaxy
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SAM SPADE SELLS THE WEST.  
Press material for Red Canyon, a 
rollicking 1949 western featuring 
Ann Blyth, George Brent, Edgar 
Buchanan, Jane Darwell and radio’s 
Sam Spade, Howard Duff, suggests 
theatre owners use CBS and Sam 
Spade to promote the film.
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Lots of jokes were told about Bing 
Crosby’s racehorse coming in after last, and his expression in this 

photograph from Frank Capra’s Riding High seems to express his feelings about that horse, but Bing actually 
liked horses and racing and was the founder of the Del Mar racetrack. As such  he was delighted to participate in the CBS special about the 
Kentucky Derby called The Run for the Roses, narrated by John Daly with sports notable Red Barber directing.  Originally broadcast May 6, 1949.

Coville Archives

Der Bingle Rides AgainDer Bingle Rides Again
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THE WHIMS OF HUMAN LIVES have been a dramatist’s 
inspiration since the earliest days of storytelling, and what 
better milieu to examine those ups and downs of existence 
than a sequestered place where people gather en masse.  Such 

a modern narrative was first examined in 1929 by Austrian writer Vicki 
Baum in Menschen im Hotel/People in the Hotel, a German novel that 
was translated into English by Basil Creighton in 1930.  Baum’s novel 
has no linear plot but jumps back and forth among stories of diverse 
people “in the hotel” whose lives are entwined only by their fleeting 
presence in the hotel.

Baum’s novel led to a genre often referenced by scholars as the 
“hotel novel.”  Characteristically, these works find diverse people 
gathered within a confined area, often an inn, a hotel, or large house.  
Arthur Hailey’s Hotel (1965) and Airport (1968) as well as Stephen 
King’s The Shining (1977) are indicative of more modern narratives as 
is Anthony Asquith’s film of playwright Terence Rattigan’s The V.I.P.s 
(1963), which is set at London’s Heathrow Airport.

Baum’s narrative itself was adapted for the stage by William Drake 
in 1930 as Grand Hotel and filmed two years later under that title 
with an all-star cast that included Greta Garbo, John Barrymore, 
Joan Crawford, Lionel Barrymore and Lewis Stone. Interestingly if 
presciently, it is the film that gave us Garbo locking herself inside a 
darkened hotel room after uttering, “I vant to be alone.”  But relevant 
to the hotel novel is Lewis Stone’s observation, as Dr. Otternschlag, 
a disfigured World War I veteran living permanently in the hotel, 
that the hotel is the place where one finds “people coming, going; 
[but where] nothing ever happens”—an ironic observation since, of 
course, much happens.

Presumably, radio producer Martin Horrell had noticed the Oscar-
winning film Grand Hotel (best picture) and being an admirer of the 
power of short fiction saw how each person within that hotel setting 
had a story to tell.  Moreover, he saw that the setting itself was a sort of 
character, a sort of organic host that served as an omniscient observer 
of the human condition.

Martin Horrell was no stranger to such storytelling having been a 
short story writer himself and whose works were so adept that he taught 
writing at the University of Chicago.  Indeed, Horrell’s career would 
be as interesting as a story coming out of a grand hotel had it been 
dramatized.  As Horrell told it, his story was the Horatio Alger story 
as his father’s business collapsed during Horrell’s first year at college.  
Horrell offered to quit school and go to work to help out the family, but 
his father preferred that he remain in school.  Horrell did so, paying 
his tuition by contributing stories to the Chicago Tribune, perform-

ing in Vaudeville and 
nightclubs, and acting 
at Essanay movie stu-
dios.  After time serv-
ing in the U. S. Navy’s 
aviation program in 
1917, he moved east-
ward to New York 
City, arriving via rail at New York’s Grand Central Terminal.  In 
New York he joined an advertising agency and soon took on radio 
production in addition to his regular duties.  Before long, however, 
radio production demanded his full attention, a task that fit his world-
view perfectly since he once observed that he saw radio drama as a 
magazine-like collection of many different stories, and an anthology 
such as Grand Hotel seemed perfect for radio adaptation.

It was said that Horrell was unable to secure the rights to Grand 
Hotel but the setting remained an inspiration.  Believing that the set-
ting itself would be the adhesive to hold diverse stories together, he 
entertained two dynamic possibilities for a setting:  an airport or a 
railroad station, which would serve as the point of arrival and departure 
for characters with stories to tell.  Recalling his own arrival in New 
York City he preferred New York City’s massive Grand Central Ter-
minal and sealed that location for his radio program after listening to 
recordings of trains and railroad stations and believing that a railroad 
station would be more evocative and of greater variety.

He titled his program Grand Central Station—yet another “grand”—
whose introductory proclamation identified the location as the “cross-
roads of a million private lives—a gigantic stage on which are played 
a thousand dramas.” 

As John Dunning noted in On the Air:  The Encyclopedia of Old-Time 
Radio, the program is “remembered far more for its opening signature 
that for its stories,” which Dunning described as a “cascade of words 
and sound effects” worked from an echo chamber:

As a bullet seeks it target, shining rails in every part of our great country 
are aimed at Grand Central Station, heart of the nation’s greatest city.  
Drawn by the magnetic force of the fantastic metropolis, day and night 
great trains rush toward the Hudson River, sweep down its eastern bank 
for 140 miles, flash briefly by the long red row of tenement houses south 
of 125th Street, dive with a roar into the two-and-one-half-mile tunnel 
which burrows the glitter and swank of Park Avenue, and then . . . (TRAIN 
BRAKES, ENTERS STATION ... CROWD NOISE ... IN BG).  Grand Central 
Station!  Crossroads of a million private lives!  Gigantic stage on which 
are played a thousand dramas daily!

Radio ad-man turned producer Martin Horrell had noticed the Oscar-
winning film Grand Hotel (best picture) and being an admirer of the 
power of short fiction saw how each person within that hotel setting 
had a story to tell.  Moreover, he saw that the setting itself was a sort 
of character, a sort of organic host that served as an omniscient ob-
server of the human condition.  Radio drama itself was a magazine-like 
collection of many different stories, and an anthology such as Grand 
Hotel seemed perfect for radio adaptation.  He set his program inside 
a railroad station and titled it, Grand Central Station.

Martin Horrell
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IT WAS SAID THAT Horrell spent two 
weeks writing that introduction.  He was 
determined to find the correct words 

to match the sound effects, or, as he put it:  
“the spoken words had to match the sound 
effects to create a feeling of excitement and 
anticipation; the words must follow a definite 
rhythmic pattern.”  Horrell succeeded since, 
as Dunning noted, Grand Central Station is 
remembered more for its introduction than 
its stories.

Purists, however, took exception at such 
a dynamic introduction.  By the time that 
Horrell’s program had reached the airwaves, 
trains entering and departing Grand Central 
Station (terminal) were driven by diesel 
electric locomotives.  The vigorous breathing 
and roaring of the steam locomotive were rel-
egated to country settings, and letters arrived 
noting the inaccuracy of the trains as well as 
the flawed identity of the setting, Grand Cen-
tral Terminal not Station.  Horrell responded 
by returning a form letter explaining that for 
dramatic effect he used the familiar robust 
sounds of the steam locomotives.  With re-
spect to the title and location, Horrell noted 
that the actual location was deemed Grand 
Central Terminal, yes, but Horrell’s own 
research claimed that four out of five New 
Yorkers and visitors referred to the terminal 
as Grand Central Station.

With his program premise set Horrell 
began production of his series in October 
1937.  A unique aspect of Grand Central 
Station was that the program had no staff 
of writers; instead, Grand Central Station 
was written by audience members, some of 
whom were professional writers but most 
were amateurs.  Newspaper columnists once 
boasted, or moaned, that scripts for Grand 
Central Station were written by farmers, 
housewives, college students, vacuum cleaner 
salesmen and prisoners.  Horrell admitted 

in a newspaper column in 1949 that he had 
received “perfectly lousy” scripts, but these 
same disappointments had a gem of an idea.  
As such, he bought the script, paying his usual 
$150 per script fee, and rewrote the script.

“I started as a freelance writer myself,” 
Horrell recalled, “and I know how cold and 
impersonal a rejection slip can be.  So if I 
come across anything that might conceivably 
make a show I go over it again and again.  I 
do all the re-writing and editing myself, and 
once the submitted script is accepted the only 
other thing the author has to look forward to 
is the check.”

Horrell said that he’d never sent a rejec-
tion slip.  “Every script that’s 
turned down is sent back 
with a letter telling why it 
didn’t make the grade” he 
said, “and a detailed analy-
sis of the story with positive 
feedback for improvement 
and a request for further 
submissions.  I have a feeling 
for writers.”

Script submission was con-
sidered an audition as well.  
Any new promising talent, 
Horrell said, would lead to 
steady employment, and ac-
cording to Horrell, in an in-
terview with radio columnist 
Leo Mishkin in 1949, three 
amateur authors became 
professional writers although 
he did not name them.  But a 

historical note on the Archives West website 
notes that Horrell gave a start to Arch Oboler, 
Hal Kantor and Sidney Marshall.

According to script requirements sent to 
prospective writers, the type of story Horrell 
sought were “romance, drama, mystery . . . 
young love, old love, or no love . . . [and] melo-
drama.”  Moreover, requirements preferred 
“drama, with theme, preferred,” adding that, 
“We dislike comedy, and hate farce.  You 
may find it helpful to read the short stories 
in Good Housekeeping, McCall’s, and Ladies’ 
Home Journal: but remember that to avoid 
talkiness a radio play needs more incident 
than the average short story.”

Horrell abhorred horror stories and what 
he called simple-minded love stories, describ-
ing the latter as, “the ones in which boy and 
girl bump into each other on the street with 
arms full of packages and then fall in love.”  
But he added that he was a pushover for a 
story with a heart tug.

Programs were scheduled four weeks in ad-
vance of broadcast.  Horrell spent Sundays, he 
said, perusing submissions, which numbered 
as few as 12 to as many as 50 each week.  He 
said he seldom received more than 50 scripts, 
and once boasted that to sell a script to Grand 
Central Station was easier than to any other 
program, noting that an amateur had a one 
in 50 chance of selling a story.

Once a story was selected and following 
Horrell’s careful editing, the script was read 
by Horrell’s wife, Dorothy, and the series’ 
director—Ray Kremer, Bill Rousseau and Ira 
Ashley at various seasons—for further evalu-

Newspaper cut from 1947 shows sound effects specialists Jim Rogan and Frank Mellow 
following the script and awaiting their next cue “to stimulate the auditory nerves to the 
point that the mind can actually envision what is happening.” 

A unique aspect of Grand 
Central Station was that the 
program had no staff of 
writers; instead, Grand Cen-
tral Station was written by 
audience members, some 
of whom were professional 
writers but most were ama-
teurs. 
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ation.  Once approved by all, Horrell rewrote 
the script to maintain series continuity and 
then production began.

OF GREAT IMPORTANCE to Horrell 
was what he called the “scenery.”  
This was the meticulous design of 

sound effects.  As described in various trade 
publications, Horrell carefully plotted each 
sound, and then worked with his sound effects 
specialists—Ed Blaney at NBC, Jim Rogan 
and Frank Mellow at CBS, and Harold John-
son, Jr., at ABC—for accurate realization.  
Horrell and his team’s effort was so striking, 
especially those created by Jim Rogan and 
Frank  Mellow, that the International News 
Service (INS) in 1947 expressly praised the 
sequences, describing them as having been “as 
realistic to radio listeners as though they had 
seen it happen.”  In particular, the news ser-
vice described the effects as stimulating “the 
auditory nerves to the point that the mind can 
actually envision what is happening,” or stated 
more poetically by today’s dramatic radio 
enthusiasts, theatre of the mind.  “Psycholo-
gists explain it in scientific terms,” the review 
continued noting that,  “to Martin Horrell . . 
. radio sound effects are simply stage sets or 
special lighting used in the theatre to help 
dramatize a situation.”

More interesting is Horrell and Rogan’s 
theory that sounds with which listeners are 
familiar were not to be overlooked or re-

strained.  Rogan believed that such sounds 
were the most effective in radio, and in one 
episode Rogan and Mellow were required 
to reproduce the sound of a physician tak-
ing a patient’s blood pressure.  To achieve 
this effect Rogan and Mellow used a small 
hand pump and then released the air giving 
the “swish” familiar to anyone who has been 
through the experience.

Rogan’s own contribution to his craft was 
the “squeak.”  This was a wooden peg turning 
inside a block of wood to achieve the sound 
of creaking doors, floors, and specifically the 
unique creak of a ship.  Mellow also contrib-
uted to the craft by creating a pair of special 
shoes with hard leather heels that could 
reproduce any walking sound from a baby 
toddling in its play pen to a heavy-footed vil-
lain climbing a set of stairs.

When all was said, Rogan and Mellow’s 
sound effects studio resembled what INS 
described as a “Rube Goldberg invention” 
complete with prop stairs, house doors, au-
tomobile doors, jail doors, and so many odds 

and ends that INS believed the studio looked 
very much like the corner of a secondhand 
store—“unrelated junk all waiting to be used.”

Reproducing sounds was not the only aural 
requirement of Horrell’s “dressing the stage.”  
Musical background, supplied in the late 
1940s by organist Lew White, was crucial to 
achieving Horrell’s dramatic effect, and dur-
ing sound rehearsal Horrell allowed White 
to improvise chords and passages to augment 
sequences.  Dorothy Horrell, who had been 
a singer in grand opera in Europe, provided 
insight into how and why music should be used 
to enhance mood and to emphasize plot twists.  
With Dorothy’s agreement, Horrell nodded 
approval at White who then noted the chord 
or passage on the copy of his script.  It was 
said in trade publications that the musical 
interludes enriching Grand Central Station 
were often affected with strong undertones in 
an operatic style more so than the symphonic 
sounds found in other programs.  Consider-
ing Dorothy’s experience, it was no surprise.

Another unique aspect of Grand Central 
Station was Horrell’s reliance on Broadway 
performers to give life to his characters.  He 
once said that he rejected hosting a stock com-
pany of radio performers because he wanted 
different and fresh voices each week and 
being centered in New York Horrell turned 
to legitimate theatre for his performers.  A 
review in the December 14, 1947, Portland 
(ME) Press Herald noted that, “Grand Central 
Station has been a pioneer . . . in the policy 
of using legitimate stage actors, and has in-
troduced more stage people to the air than 
any other program.”  The review added that 
a recent show featured players from the then 
Broadway hits How I Wonder, Command 
Decision, and Our Lan’.  A quick check of 
the casts for these plays shows such luminar-
ies as Raymond Massey, Paul Kelly, Arthur 
Franz, Bethel Leslie, Henry Jones and James 
Whitmore in the rosters.  But since extant 
recordings of Grand Central Station and cast 
lists are scant (there appear to be 11 programs 
available) there is no way of telling if these ac-
tors had appeared in the episode in question.

But of great interest here is the inclusion 
of Our Lan’ in the play list.  Theodore Ward’s 
play about slavery performed by a predomi-
nantly black cast, led by Muriel Smith and 
William Veasey, received decent notices but 
with the strongest praise layered upon Smith 
and Veasy.  Indeed, critic Jack O’Brian, in 

Director Ira Ashley prepares to cut a cake with actress Mitzi Gould looking on approvingly.  
The reason for the cake is unknown.  Photographs related to Grand Central Station are rare 
and most of those available are not captioned.

According to script requirements sent to prospective writers, the type 
of story Horrell sought were “romance, drama, mystery . . . young love, 
old love, or no love . . . [and] melodrama.”
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The Atlantic City Press, ostensibly wrote for 
all when he complimented the performances 
of Smith and Veasy as “expert and . . .  con-
sistently above the lesser accomplishment of 
the writing.”  Surely such performances would 
have caught the attention of Horrell, and ap-
parently did, according to the Press Herald, 
making Grand Central Station a rare instance 
of radio showcasing African-American talent.

Other Broadway performers appearing in 
Grand Central Station included Victor Jory, 
Peggy Conklin, Mady Christians, Alfred 
Drake, Richard Kollmar, Constance Collier, 
Martha Sleeper and Elliott Nuget.  Also, 
appearing in multiple episodes as narrator 
was Alexander Scourby.  A particular high 
mark for producer Horrell was his ability to 
employ members of London’s Old Vic reper-
tory company while the company was visiting 
New York in 1946.  Among the Old Vic tal-
ent appearing on Grand Central Station were 
Margaret Leighton, Joyce Redman, and Ena 
Burrill with the latter telling reporters at the 
time that Laurence Olivier himself arranged 
for the radio appearances so the actresses 
“could afford clothes and orange juice” during 
their stay in New York. 

FOR 17 YEARS Grand Central Station 
entertained listeners with human in-
terest stories much in the same vein as 

soap operas but without recurring characters.  
The content ran the gamut from tales of lost 
loves being reunited to a woman’s neurotic 
fear of taking stairs.  With regard to the latter, 
as reported by newspaper columnists across 
the country, the series found itself at odds with 
CBS.  This episode told of a woman’s irratio-
nal fear of stairs; in the drama, she refused 
to walk down the front stairs of her home out 
of a fear that she could not explain.  Enter 
the hero, a psychiatrist, who learns that her 
mental condition is a “guilt complex” about 
her marriage.  The psychiatrist prescribes 
treatment, and all ends well for the couple.

Despite psychiatric treatment depicted in 
hundreds of plays, movies, novels and short 
stories, notably at the time the popular musi-
cal play Lady in the Dark with book and direc-
tion by Moss Hart; the novel Wasteland by Jo 
Sinclair; and the film Spellbound directed by 
Alfred Hitchcock, CBS censors would have 

none of it eliciting the ire of Horrell.  Noting 
the above titles, Horrell argued that, “The 
over-all ban on psychiatric subjects is some-
what silly especially in view of the marked 
success in movies and books.”

CBS, however, countered that despite de-
pictions in other media the field of psychiatry 
was too nebulous and unproved for radio.  
The censors went further by suggesting that 
Horrell through the drama’s dialogue was 
practicing psychiatry.  CBS was concerned 
that many listeners with similar problems 
and symptoms might “read themselves into 
the situation” and thus the broadcast would 

create a “real danger of positive disservice to 
lay listeners.”

Gilson Gray, with the dubious title of CBS 
director of editing, added a loquacious if cryp-
tic defense of CBS’s position that must have 
had Horrell seeking his own analyst:

This decision is based on our present 
conviction, reached in consultation with 
professional authorities, that as in the field 
of general medicine, so in the even less sta-
bilized area of psychiatry there is real dan-
ger of positive disservice to lay listeners in 
opening our facilities to program material 
detailing clinical, case history, diagnostic 

Horrell may have left Grand Central Station but not broadcasting.  Accompanied by Campbell 
Soup, Horrell took his storytelling to television with an anthology series called The Campbell 
TV Soundstage (later Campbell Soundstage).

Eva Gabor from Broadway emotes during a tense scene during a broadcast of Martin Hor-
rell’s Grand Central Station.
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analysis of specific symptomology and its 
proper treatment.

The danger, of course, lies in the very 
real possibility of misinterpretation of 
symptomology and motivation by many 
lay listeners and consequent possibility of 
misapplication of suggested treatment or 
procedure.

Before we embark on such a course, we 
feel we must be more fully informed in this 
field than we are at present, not only in 
relation to the danger mentioned, but also 
with respect to the areas of agreement and 
disagreement among the various schools of 
professional thought.
Gray’s explication must have, ahem, 

swayed Horrell.  None of the extant record-
ings feature a psychiatrist, and references in 
newspapers noted that the episode had been 
scheduled for February 5, 1947, and thus 
indicate a cancelled broadcast.  The final 
word here, however, came from New York 
Daily News columnist Sid Shalit who opined, 
“If you ask us, there is a vital place in radio 
for psychiatrists—starting right off with the 
censors (February 5, 1947).”

Grand Central Station was a successful 
radio series finding sponsorship by Listerine, 
Rinso, Toni, Pillsbury, Cream of Wheat and 
Campbell Soup through its 17-year run with 
its final broadcast on April 2, 1954.  In 1950 
Horrell left the program and was replaced by 
Himan Brown, who guided the series for its 
final four years.

Horrell may have left Grand Central Sta-
tion but not broadcasting.  Accompanied by 
Campbell Soup, Horrell took his storytelling 
to television with an anthology series called 
The Campbell TV Soundstage (later Campbell 
Soundstage).  Horrell brought his methods 
with him.  Scripts were written by free-lanc-
ers—again amateurs were encouraged—and 
the content relied on human interest in the 
vein of soap opera.  The half-hour program, 
produced live from New York, was essentially 
Grand Central Station without the setting.

Horrell felt that he was a natural for the 
new medium, noting that television was broad-
ly radio with pictures.  The live aspect was 
particularly to his liking.  Through an NBC 
press release he remarked that, “We think 
we do a better TV show live because of the 
spontaneity and tension of the performances, 
which actors cannot get any other way.”

He added that the major difference be-
tween his radio series and his TV series was 
the change in story content.  Horrell told TV 
critic Leo Mishkin that, “A number of the 
scripts now coming in deal with religion or 
faith.  Back in the old days [of Grand Central 
Station] they were strictly straight stories. 
Maybe it’s because of the time we’re living 
in, maybe it’s because of our strain and ten-
sion, but if these stories, these scripts, are in 

any way a reflection of how the people in the 
country are thinking—well it looks to me as if 
the people in the country were trying to find 
something to lean on, something to support 
them in a period of crisis and uncertainty.”

Horrell’s Campbell TV Soundstage ran from 
1952 to 1954 on NBC earning tepid reviews 
and ratings.  TV Guide (September 25, 1953), 
for instance, declared an oft-repeated com-
plaint:  “Either the program’s budget will not 
permit the hiring of better writers or else the 
producers think they can gamble with weak 
scripts.”  And then adding insult to injury TV 
Guide ironically condemned the series for 
its “stilted emphasis on pseudo-psychological 
themes, pseudo-sophisticated farce and semi-
suspense tales [emphasis added].”

Evidently what had worked on radio did not 
work on television.  Horrell’s pool of amateur 
and free-lance writers was again censured by 
critics, and audiences seemingly agreed with 
the criticism.  Moreover, judging from the 
review, Horrell was finally able to explore 

psychological themes only to receive fault for 
doing so.  Even though Campbell TV Sound-
stage lasted two seasons there was apparently 
little to recommend it.

Horrell left broadcasting after the failure 
of Campbell TV Soundstage, and after a long 
illness he died on May 28, 1957, at age 58.

Those who knew him best claimed that de-
spite all the NBC publicity about the value of 
Campbell TV Soundstage Horrell wasn’t that 
happy with his role in television.  Privately, 
he admitted to friends that he missed the 
storytelling opportunities afforded by radio—
truly the theatre of the mind.  Seeing a train 
via film rush into a station wasn’t the same as 
visualizing a roaring locomotive entering the 
grand opulent destination known as Grand 
Central Station.

And true to Horrell’s own conviction, many 
critics noted that following the live broadcast 
on Friday evenings of Campbell TV Sound-
stage, Horrell would catch a train for home 
at where else but Grand Central Station.[

Settings, camera 
work and other 
technical credits 
are good but the 
difficulty with 
Campbell TV 
Soundstage is 
the weak writ-
ing, according to 
the September 
25, 1953, edition 
of TV Guide.
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ONE OF THE MORE UNUSUAL radio programs to hit the 
airwaves during World War II was Thanks to the Yanks, hosted 
by Bob Hawk, a comedian and one of radio’s most proficient 

quizmasters. Thanks to the Yanks, from its inception, offered only 
one prize: cartons of Camel Cigarettes.  And the contestants who 
answered a question correctly didn’t 
even keep the prize; instead, the suc-
cessful participant would designate a 
serviceman to whom the cigarettes 
would be shipped.

The concept was dreamed up by 
Hawk a few months after America 
entered the war.  He had already 
homed-in on audience participation 
programs as his natural bailiwick.  
The Hawk Radio Company spe-
cialized in producing such formats.  
Bob had already amassed a resume 
of past programs that included Fun 
Quiz, Name Three, Take It or Leave 
It and How’m I Doin’?  The latter, 
sponsored by the R. J. Reynolds 
Company, had just recently been 
cancelled after nine months on the 
air.  Quick-witted in business as well 
as behind a microphone, Hawk im-
mediately began developing his next 
radio venture, Thanks to the Yanks 
which would re-involve R. J. Reyn-
olds and Camel Cigarettes.

His new series was designed from 
the first to acknowledge the efforts of 
America’s service personnel.  What 
would they like?  Bob concluded 
that, “service men would like smokes.  Whether they’re in a fox hole 
in Bataan or a barracks in Jersey, a cigarette is always acceptable.”  
Reportedly, Thanks to the Yanks was crafted and on the air within 
four weeks.  Camel Cigarettes signed on to the idea and the program 
debuted on CBS on October 31, 1942.

The format of the program was superficially simple though behind 
the scenes Hawk and his staff expended considerable time and effort 
shaping the series to Hawk’s exacting standards.  Bob would step to 
the microphone, greet the audience and explain the rules of the game.  
Contestants could choose to vie for 5, 10, or 15 cartons of Camel Ciga-
rettes.  The difficulty of the questions was reflected in the number of 
cartons selected.  If the answer proved correct, the contestant would 
designate the serviceman or woman who would receive the shipment.  
If a participant guessed wrong the cartons of cigarettes would be 
placed in a duffel bag and shipped to a military base or installation 
off the beaten track.  

The questions used on Thanks to the Yanks were carefully researched 
by two young women on Hawk’s staff, Claudia Cantey and Alida Pen-

nie, who would turn their questions and answers over to Hawk.  Hawk 
and his secretary would select the questions for use on the show.  A 
hundred or so questions would be placed in a portfolio which Hawk 
carried with him to the broadcast. 

The only discernable outward change in Thanks to the Yanks came 
when the show dropped its male 
quartet and hired a female vocalist.  
The alteration apparently made for 
better listener appeal and better 
publicity photos.  Four announcers, 
Ed Fleming, Art Gentry, Charlie 
Stark and Tom Shirley, all carrying 
portable microphones, would cir-
culate among the audience seeking 
willing contestants.  By the end of 
four weeks on the air it was being 
reported that 156,000 cigarettes had 
already been shipped to service men 
and women across the world.  CBS 
started publishing a regular news 
release called “Posers and Pranks” 
consisting of questions and answers 
used on Thanks to the Yanks and 
some of Hawk’s recent quips.

Variety (November 11, 1942) was 
lukewarm toward the series describ-
ing it as a “slick merchandising 
stunt.”  Nonetheless, Variety found 
that Hawk possessed assets that 
could potentially compensate for 
the show’s lack of contest excite-
ment.  The reviewer observed that 
Bob “kept the thing moving along at 
a lively pace and sprinkled the ques-

tion and answer concourse with a fairly diverting assortment of gags.”  
The Reynolds Tobacco Company seemed pleased.  The following 

June, Hawk was signed to a five year extension of his contract.  The 
questions kept coming for the duration of the war.  Questions like: 
“Do birds have knees?” [yes] and “Estimate within 5.5 million the 
total weekly attendance at American motion pictures according to 
the Hays office” [85 million].  Typically, it was the contestant who 
was flummoxed over the response to a question.  Once, however, the 
tables were turned on Hawk.  An old man had been selected from the 
audience to answer a question.  The man answered correctly, and Hawk 
asked the fellow where he wanted the cigarettes sent.  “Nowhere,” he 
said.  I don’t encourage anyone to smoke.”

Thanks to the Yanks signed off the air for the last time on Monday, 
December 31, 1945.  The following Monday, in the same time spot, 
The Bob Hawk Show premiered. Listeners were now introduced to a 
revamped quiz show.  Reynolds Tobacco was still paying the bills only 
this time successful contestants would be paid in cash and would be 
permitted to keep their winnings.[

ORIGINAL CBS CAPTION:  “Bob Hawk, quipmaster of CBS’ “Thanks to the Yanks” and lovely Lynn Gardner, his 
vocalist, point up the merits of V-Mail as a morale builder in 194 . . . V.”  V-Mail was the censored mail exchanged 
between those overseas and their families and friends.  The reference “194 . . . V” was an open date (1942, 1943, 
1944, etc.) to indicate “until V (victory) is achieved.”
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And the best place to learn all about the golden age or radio is Radiogram.  Don’t 
miss a single issue of Radiogram.  Check the back of your Radiogram for your 
membership number and renewal date. You can also give this to your friends 
who don’t use a computer so they can join. New Members can just write the 
word NEW in the Member Number area.  You can always renew your basic 
membership at www.sperdvac.com using PayPal, but you don’t need a computer 
to  be a member of sperdvac.  Use this form and mail a check for $20 to sperdvac at 
2625 Middlefield Road #171, Palo Alto, CA 94306:

BEFORE 
COMPUTERS

THERE WAS RADIO!

Name:

Street Address:                                                                                                                    Apt.

City, State, Zip:

Telephone:

Email:

Member Number:

HELP WANTED
SPERDVAC  has an open officer 
position.  We are seeking a sperdvac 
member to volunteer for the position 
of secretary. The person chosen will 
be responsible for:

•	Taking minutes at all board meet-
ings and keeping the book of min-
utes.

•	Working with membership direc-
tor to maintain our membership 
records 

•	Providing and maintaining no-
tices, holding our corporate seal and 
other duties as may be prescribed by 
the board of directors or the bylaws.

Please consider volunteering for this 
key officer role in sperdvac  Interested 
people should send an email to presi-
dent@sperdvac.com.

A recent article on the Radio Online web-
site reported that last year Nielsen’s Total 
Audience Report revealed AM/FM radio won 
versus TV in 18-34 average audiences. Now, 
AM/FM radio ratings have accomplished 
something few could have foreseen.  The 
March 13, 2023, Cumulus Media/Westwood 
One Audio Active Group blog outlined how 
AM/FM radio ratings have overtaken TV 
among persons 18-49 for the first time in 
media history. 
Among persons 18-49, AM/FM radio now 

beats TV in average audience and weekly 
reach. According to Nielsen’s Q3 2022 Total 
Audience Report, AM/FM radio’s persons 
18-49 average audience is now +3% greater 
than television. 
 TV reach among persons 18-49 has 

dropped -28% and time spent viewing eroded 
-56%. Since 2018, Nielsen’s Total Audience 
Report reveals the 18-49 weekly reach of live 
and time-shifted TV has dropped -28%. Over 
the same period, TV’s daily time spent is down 
-56%, an hour and a half loss. 
Cord cutting is a major driver of TV’s 

audience collapse. The MRI Simmons Janu-
ary 2023 “How Americans Watch TV” report 
reveals 51% have cut the cord. 
Streaming is now TV: Americans say 

streaming has replaced traditional TV. A 
Hub Entertainment study finds from 2016 to 
2022, those who said streaming was “the first 
thing you turn on when you watch” doubled 
from 20% to 39%. The proportion who said 
the first thing they turned on is “live from pay 
TV” dropped from 48% to 28%. 
While a huge number of Americans have 

abandoned traditional TV for streaming, 
AM/FM radio remains the dominant audio 
platform. According to Edison Research’s Q4 
2022 “Share of Ear,” AM/FM radio has a mas-
sive 73% share of U.S. ad-supported audio. 
AM/FM radio makes TV better: J&J’s 

pharma brand Tremfya realizes a +45% 
reach increase by adding AM/FM radio to 
the media plan. 
Shifting 20% of GoodRx’s TV budget 

to AM/FM radio would generate a +31% 
increase in reach.

— Walden Hughes

Radio overtakes TV 
among 18-49 group

All Candidates Were Elected
Total Ballots Cast:  149

Sean Dougherty...................................137
Zach Eastman......................................130
Corey Harker.......................................135
Walden Hughes...................................140
Tim Knofler*........................................131
Phil Oldman.........................................130
Robert Tevis*.......................................132

*Re-elected president and vice-president, respectively, at 
the March meeting.

 Sandra Hughes
election chair
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NEXT MONTH IN RADIOGRAM
ALL ABOUT

MYSTERY HOUSE
the show

BEHIND THE SCENES 24-7
We’re here 24-hours per 
day 7-days per week 
for all your radio needs.  
The best shows and the 
best scripts for your 
listening and reading 
pleasure.  You’ll find us 
when you need us at
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