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Magic Roundabout, The

France/U K. Children’s Entertainment

The Magic Roundabout was a long-running animation
for preschool children that became a cult classic. The
five-minute program was first broadcast in the 1960s,
shown at the end of the British Broadcasting Corpora-
tion’s (BBC’s) weekday children’s programs. The
Magic Roundabout offered an assortment of colorful,
toylike characters for children and a dry and witty script
for adults. A revival on Channel 4 in the 1990s brought
the Magic Roundabout to a new generation of fans.

Despite being considered a national institution in
the United Kingdom, The Magic Roundabout was dis-
covered in France by Doreen Stephens, the head of the
BBC’s Family Programs. French animator Serge
Danot’s Le Manége Enchanté had been running on
French television for a couple of years. Danot built the
sets and shot the puppets one frame at a time to create
a three-dimensional animation. Eric Thompson, father
of actress Emma and a presenter on the BBC preschool
program Playschool, was chosen as writer and narrator
for the English version. Rather than translating
Danot’s script, Thompson chose to rename the charac-
ters and write new scripts. First appearing on the BBC
in 1965, The Magic Roundabout was shown just be-
fore the 5:55 p.M. main early-evening news bulletin on
BBC 1, which meant that many adults caught the pro-
gram while waiting for the news. At the start of a new
series in October 1967, Radio Times (the BBC listings
magazine) described the series as a “favorite with chil-
dren from two to ninety-two.”
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The first few programs introduced the basic story-
line. Mr. Rusty is unhappy because his roundabout
(fairground carousel with horses) has fallen into disre-
pair, and the children no longer visit. A magical jack-
in-the-box, called Zebedee, appears one day and, using
his magic, repairs the roundabout. On the sound of the
music from Mr. Rusty’s barrel organ, the roundabout
turns, and the children return to play. Zebedee offers
one of the children a special gift: a visit to a magic gar-
den. The rest of the series follows this child, a young
girl named Florence, and her encounters with the odd
assortment of characters that inhabit the magic garden.
The remaining episodes were short interactions be-
tween the characters, the program starting with the
roundabout and often ending with Zebedee bounding
into the frame, announcing, “Time for bed!”

In addition to Florence, the main characters were
Dougal, a long-haired orange dog with a fondness for
lumps of sugar; Brian, a yellow snail; Ermintrude, a
pink cow with red spots who wore a hat; and Dylan, a
floppy-eared rabbit who wore clothes, carried a guitar,
and spent most of the time sleeping propped against a
tree. There were also two elderly characters, Mr.
McHenry, the gardener who rode a tricycle, and the
previously mentioned Mr. Rusty. The garden was
home to two-dimensional trees and flowers that spun
like pinwheels. Aired in black and white, it was not un-
til 1970 that the bright colors of Danot’s designs could
be seen in their true splendor on British television.




Magic Roundabout, The

If the bright designs of the characters and scenery
appealed to its younger viewers, then it was Thomp-
son’s commentary, with frequent references to topical
issues and personalities, that appealed to the older
viewers. One of the most often quoted pieces of dia-
logue from the series was Dougal’s manifesto when
standing before Parliament: “I’m in favor of the four-
day week, the 47-minute hour and the 30-second
minute. This gives a lot of time for lying about in the
sun and eating” (a comment on the British govern-
ment’s introduction of the three-day week).

As is the case with many cult programs, rumors
abounded about subliminal messages in the program.
Most of the rumors that surrounded The Magic Round-
about centered on drugs; the psychedelic garden was
an acid trip, Dougal’s favorite sugar lumps were LSD,
and Dylan was in fact named after Bob Dylan. All
these ideas were officially dismissed but added to the
cult status of the program. The BBC was inundated
with complaints in October 1966, when the network
moved The Magic Roundabout to the earlier time of
4:55, which meant that fewer working adults would be
able to view it. The BBC bowed to public pressure and
moved it back to the later slot several weeks later.
Even though Danot had stopped production of the se-
ries in 1972, The Magic Roundabout remained on the
BBC, with reruns, until 1977. (Danot resumed produc-
tion of the series in 1980 with 55 new episodes.)

Eric Thompson died in 1982, so when Channel 4
purchased rights to the new episodes in 1992, the actor
Nigel Planer (best known in the United Kingdom for
his role as Neil the hippy in The Young Ones) took over
the role of narrator, writing the new scripts along with
his brother Roger. Shown as one of Channel 4’s early-
morning children’s programs, Planer’s version re-
mained faithful to the earlier version (even carrying
the credit line “with grateful acknowledgement to Eric
Thompson™). The programs continued to refer to cur-

rent affairs, personalities, and topics well beyond the
comprehension of its preschool audience. The series
ran on Channel 4 until 1994, with reruns still being
shown to the present day.

Danot made a feature length version of the program,
Pollux et Le Chat Bleu (Pollux was the original French
name for Dougal). Eric Thompson narrated an English
version, Dougal and the Blue Cat, which was released
in Britain in 1972. A stage production of the program
toured the United Kingdom in 1993.

KATHLEEN LUCKEY

Programming History
BBC 1965-77
Channel 4 1992-94

Weekdays 5:50
Weekdays 7:37

Credits (English version)

Created by Serge Danot

For BBC (written and narrated by Eric Thompson)
For Channel 4 (written by Nigel and Roger Planer)
Narrated by Nigel Planer

Produced/directed by Brendan Donnison
Executive producer Lucinda Whiteley

A Lyps Inc. Production for Channel 4 and ABTV

Further Reading

Cook, William, “Time for Bed Again,” New Statesman and So-
ciety (March 8, 1996)

Home, Anna, Into the Box of Delights: A History of Children’s
Television, London: BBC Books, 1993

Law, Phyllida, Emma Thompson, and Sophie Thompson, The
Adventures of Dougal, London: Bloomsbury, 1998

Macksey, Serena, “His Life as a Dog, My Life as a Cow,” The
Independent (May 22, 1998)

Matthews, John, “Magic Roundabout: The Trip That Never
Was,” Classic Television, 5 (June/July 1998)

Magid, FI'al’lk N « See Frank N. Magid Associates
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Magnum, P.I.

Magnum, P.I.

U.S. Detective Program

A permutation of the hard-boiled detective genre,
Magnum, Pl. aired on the Columbia Broadcasting
System (CBS) from 1980 through 1988. Initially, the
network had the series developed to make use of the
extensive production facilities built during the 1970s
in Hawaii for the successful police procedural Hawaii
Five-O and intended the program to reflect a style and
character suited to Hawaiian glamour. For the first five
years the series was broadcast, it ranked in the top 20
shows for each year.

The series was set in the contemporary milieu of
1980s Hawaii, a melting pot of ethnic and social
groups. Thomas Magnum, played by Tom Selleck, is a
former naval intelligence officer making his way as a
private investigator in the civilian crossroads between
Eastern and Western cultures. In charge of the security
for the estate of the never-seen author Robin Masters,
Magnuma lives a relatively carefree life on the property.
A friendly antagonism and respect exists between
Magnum and Jonathan Higgins Il (John Hillerman),
Masters’s overseer of the estate. Though both men
come from military backgrounds, Magnum’s free-
wheeling style often clashes with Higgins’s more man-
nered British discipline. In addition, two of Magnum’s
former military buddies round out the regular cast.
T.C., or Theodore Calvin (Roger Mosely), operates
and owns a helicopter charter company, a service that
comes in handy for many of Magnum’s cases. Rick
Wright (Larry Manetti), a shady nightclub owner, of-
ten provides Magnum with important information
through his links to the criminal element lurking below
the vibrant tropical colors of the Hawaiian paradise.

Though originally dominated by an episodic narra-
tive structure, Magnum, P.I. moved far beyond the
simple demands of stock characters solving the crime
of the week. Without using the open-ended strategy
developed by the prime-time soap opera in the 1980s,
the series nevertheless created complex characteriza-
tions by building a cumulative text. Discussion of
events from previous episodes would continually pop
up, constructing memory as an integral element of the
series franchise. While past actions might not have an
immediate impact on any individual weekly narrative,
the overall effect was to expand the range of traits that
characters might invoke in any given situation. For the
regular viewer of the series, the cumulative strategy

offered a richness of narrative, moving beyond the
simpler whodunit of the hard-boiled detective series
that populated American television in the 1960s and
1970s.

Part of the success of Magnum, P.I. stemmed from
the combination of familiar hard-boiled action and ex-
otic locale. Just as important perhaps, the series was
one of the first to regularly explore the impact of the
Vietnam War on the American cultural psyche. Many
of the most memorable episodes deal with contempo-
rary incidents triggered by memories and relationships
growing out of Magnum’s past war experiences. In-

Magnum P.I., Tom Selleck, 1980-88.
Courtesy of the Everett Collection
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Magnum, P.I.

deed, the private investigator’s abhorrence of disci-
pline and cynical attitude toward authority seem to
stem from the general mistrust of government and mil-
itary bureaucracies that came to permeate American
society in the early 1970s.

On one level, Magnum became the personification
of an American society that had yet to deal effectively
with the fallout from the Vietnam War. By the end of
the 1980s, the struggle to deal with the unresolved is-
sues of the war erupted full force into American popu-
lar culture. Before Magnum began to deal with his
psychological scars in the context of the 1980s, net-
work programmers apparently believed that any dis-
cussion of the war in a series would prompt viewers to
tune it out. With the exception of Norman Lear’s All in
the Family in the early 1970s, entertainment network
programming acted, for the most part, as if the war had
never occurred. However, Magnum, Pl.’s success
proved programmers wrong. Certainly, the series’ suc-
cess opened the door for other dramatic series that
were able to examine the Vietnam War in its historical
setting. Series such as Tour of Duty and China Beach,
though not as popular, did point out that room existed
in mainstream broadcasting for discussions of the
emotional and political wounds that had yet to heal. As
Thomas Magnum began to deal with his past, so too
did the American public.

Critics of the show often point out, however, that in
dealing with this past, the series recuperated and re-
constructed the involvement of the United States in
Vietnam. While some aspects of the show seem
harshly critical of that entanglement, many episodes
justify and rationalize the conflict and the U.S. role.
As a result, Magnum, P.I. is shot through with con-
flicting and often contradictory perspectives, and any
“final” interpretation must take the entire series into
account rather than concentrate on single events or
episodes. The construction of this long-running narra-
tive, riddled as it is with continuously developing
characterizations, ideological instability, and multi-
layered generic resonance, illustrates many aspects of
commercial U.S. television’s capacity for narrative
complexity as well as some of its most vexing prob-
lems and questions. Perhaps it is Magnum, P.I.’s nar-
rative and ideological complexity that has ensured the
series’ ongoing success as a syndicated programming
staple.

RODNEY A. BUXTON

See also Action Adventure Shows; Detective Pro-
grams; Vietnam on Television
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Cast

Thomas Sullivan Magnum
Jonathan Quayle Higgins III
T.C. (Theodore Calvin)

Tom Selleck
John Hillerman
Roger E. Mosley

Rick (Orville Wright) Larry Manetti
Robin Masters

(voice only) 1981-85 Orson Welles
Mac Reynolds Jeff MacKay
Lt. Tanaka Kwan Hi Lim
Lt. Maggie Poole Jean Bruce Scott
Agatha Chumley Gillian Dobb
Asst. District Attorney,

Carol Baldwin Kathleen Lloyd

Francis Hofstetler (“Ice Pick™) Elisha Cook Jr.

Producers

Donald P. Bellisario, Glen Larson, Joel Rogosin, John
G. Stephens, Douglas Benton, J. Rickley Dumm,
Rick Weaver, Andrew Schneider, Douglas Green,
Reuben Leder, Chas. Floyd Johnson, Nick Thiel,
Chris Abbot

Programming History

150 episodes; 6 2-hour episodes
CBS

December 1980-

August 1981 Thursday 9:00-10:00
September 1981-

April 1986 Thursday 8:00-9:00
April 1986-June 1986 Saturday 10:00-11:00
June 1986—-August 1986 Tuesday 9:00-10:00
September 1986-May 1987  Wednesday

9:00-10:00
July 1987-February 1988 Wednesday
9:00-10:00

June 1988-September 1988  Monday 10:00-11:00

Further Reading

Anderson, Christopher, “Reflections on Magnum, P.L,” in Tele-
vision: The Critical View, edited by Horace Newcomb, New
York: Oxford University Press, 1976; 4th edition, 1987

Flitterman, Sandy, “Thighs and Whiskers: The Fascination of
Magnum, P.1.” Screen (1985)

Haines, Harry W., “The Pride Is Back: Rambo, Magnum, P.I.,
and the Return Trip to Vietnam,” in Cultural Capacities of
Vietnam: Uses of the Past and Present, edited by Peter
Mowies and Peter Ehrenhaus, Norwood, New Jersey: Ablex,
1990

Meyers, Richard, TV Detectives, San Diego, California: A.S.
Barnes, 1981

Newcomb, Horace, “Magnum: The Champagne of TV,” Chan-
nels of Communication (May-June 1985)




Malone, John C.

Malone, John C. (1941-)

U.S. Telecommunications Executive

John C. Malone is the chairman of Liberty Media Cor-
poration. Prior to its acquisition by AT&T in 1999, he
was the chief executive officer of Telecommunica-
tions, Inc. (TCI), until that time the largest operator of
cable systems in the United States. Malone oversaw
TCI’s phenomenal growth from the time of his arrival
at the company in 1973 and in the process came to be
regarded as one of the most powerful people in the
television industry. He has been praised by many for
his outstanding business acumen and his technological
foresight, but at the same time he has also acquired a
less flattering reputation for his hardball style of busi-
ness practice. Among those who have been openly crit-
ical of Malone in this latter vein is Albert Gore Jr., who
once dubbed Malone the “Darth Vader” of the cable in-
dustry.

Malone began his career at AT&T Bell Labs in the
mid-1960s before moving on to become a manage-
ment consultant for McKinsey and Company in 1968.
He received his Ph.D. in industrial engineering from
Johns Hopkins University in 1969 and soon joined the
General Instrument Corporation, where he became
president of its Jerrold cable equipment division. It
was here that he first established ties to many of the ca-
ble industry’s pioneers. In 1972 he turned down an of-
fer from Steve Ross of Warner Communications to
head its fledgling cable division, opting instead to
leave the East Coast to accept an offer from TCI
founder Bob Magness to run the small cable company
from its Denver, Colorado, headquarters.

Malone joined TCI just before it fell into very diffi-
cult times. Malone’s first major success at TCI was in
negotiating a restructuring of the company’s heavy
debt load. Once freed from the burden of this debt,
Malone embarked on a conservative growth strategy
for TCI. Rather than attempting to expand its holdings
by building large urban cable systems at great expense,
as many other cable companies did in the late 1970s,
Malone focused TCI's growth efforts on gaining fran-
chise rights in smaller communities, where the costs to
build the systems would be far less onerous. The wis-
dom of Malone’s strategy soon became evident. TCI
was able to grow without encountering the exceed-
ingly high costs associated with building capital-
intensive urban cable systems, and in the early 1980s it

was able to purchase several existing large-market sys-
tems, such as those in Pittsburgh, Pennsylvania, and
St. Louis, Missouri, at bargain prices from companies
that had financially overextended themselves in the
construction process.

As TCI grew throughout the 1980s, so did its power
within the television industry. The company invested
heavily in programming services and eventually came
to hold stakes in more than 25 different cable networks
under the arm of its Liberty Media subsidiary. How-
ever, TCI's success was sometimes overshadowed by
the public’s perception of it as a heavy-handed com-

John C. Malone.
Photo courtesy of John Malone
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Malone, John C.

pany that occasionally would resort to bullying tactics
to achieve its desired ends. For instance, in TCI’s ear-
lier days, some of its systems were known to replace
entire channels of programming for days at a time,
leaving these channels blank except for the names and
home telephone numbers of local franchising officials.
The strategy aimed to gain leverage in franchise nego-
tiations. Fairly or not, Malone came to personify TCI
and its negative public image.

Despite the company’s poor public relations record,
few would deny that Malone and TCI were among the
most powerful forces shaping the television industry in
the late 20th century. Like William S. Paley of the
Columbia Broadcasting System (CBS) and David
Sarnoff of the Radio Corporation of America (RCA)
an earlier era, Malone exercised great control over
what American television viewers would or would not
see. At TCI’s peak, nearly one in four cable subscribers
in the United States was served by a TCI system, and
these viewers were directly affected by the decisions
Malone made. Even those who were not TCI sub-
scribers felt Malone’s influence because access to the
critical mass of viewers represented by TCI’s cable
systems was crucial to any programmer’s success. Pro-
grammers needed carriage on TCI systems in order to
gather the audience numbers that provide solid finan-
cial status. Malone assumed the position of a gate-
keeper, wielding enormous influence over the entire
television marketplace, which explains another nick-
name that was sometimes applied to him: “The God-
father” of cable television.

Malone first hinted at his ultimate ambitions for TCI
when he attempted to merge the company with the re-
gional telephone operator Bell Atlantic in 1993. Al-
though the deal was scuttled only four months after it
was announced, it foreshadowed Malone’s eventual
plans for TCI’s place in the future television market-
place. In 1999 Malone was able to successfully negoti-
ate the purchase of TCI and its programming arm,
Liberty Media, by AT&T for a staggering $54 billion.
The acquisition allowed AT&T to assume a central po-
sition within the cable television industry, while Mal-
one was able to command top dollar for TCI
shareholders in exchange for what were, in many in-
stances, older cable systems with infrastructures that
were technologically inferior to those of many other
cable services. In the meantime, Malone stayed on af-
ter the acquisition as Liberty Media’s chairman.

AT&T struggled in the cable operations business,
and the relationship between Malone and AT&T Chair-
man Michael Armstrong grew increasingly rocky until
2001, when AT&T divested its stake in Liberty Media
and agreed to sell its cable systems to Comcast Corp.
With its newly found freedom from AT&T, Malone led
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Liberty Media into a new round of asset acquisition,
most notably by reentering the cable operations busi-
ness by buying stakes in European cable systems. In so
doing, Malone gave every indication of his intention to
be as dominant a force in shaping the 21st century’s
global telecommunications marketplace as he was in
influencing the direction of U.S. television in the last
quarter of the 20th century.

DAvID GUNZERATH

See also Cable Networks; United States: Cable
Television

John Malone. Born in Milford, Connecticut, March 7,
1941. Educated at Yale University, New Haven, Con-
necticut, Phi Beta Kappa, B.S. in electrical engineering
and economics, 1963, and M.S. in industrial manage-
ment, 1964; Johns Hopkins University, Baltimore,
Maryland, Ph.D. in industrial engineering, 1969. Mar-
ried Leslie; two children. Began professional career in
economic planning and research and development with
Bell Telephone Laboratories/AT&T, 1963; worked as
management consultant for McKinsey and Co., 1968;
group vice president, General Instrument Corporation,
1970; former president, cable equipment division, Jer-
rold Electronics Corporation (a General Instrument
Corporation subsidiary); president and chief executive
officer, TeleCommunications Inc., Denver, Colorado,
1973-99; chairman, Liberty Media Corporation, since
1990. Chair emeritus, Cable Television Laboratories.
Board member, Bank of New York; the CATO Institute;
Discovery Communications, Inc.; USANi, LLC;
UnitedGlobalCom, Inc.; and Cendant Corp. Recipient:
TVC Magazine Man of the Year Award, 1981; Wall
Street Transcript’s Gold Award for the cable industry’s
best chief executive officer, 1982, 1985, 1986, and
1987; NCTA Vanguard Award, 1983; Wall Street’s
Transcript Silver Award, 1984 and 1989; Women in Ca-
ble’s Betsy Magness Fellowship Honoree; University
of Pennsylvania Wharton School Sol C. Snider En-
trepreneurial Center Award of Merit for Distinguished
Entrepreneurship; American Jewish Committee Sherrill
C. Corwin Human Relations Award; Communications
Technology Magazine Service and Technology Award,;
Financial World CEO of the Year Competition, 1993;
Johns Hopkins University Distinguished Alumnus
Award, 1994. Honorary degree: Doctor of Humane Let-
ters, Denver University, 1992.
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“Another TBS Network Envisioned by Malone,” Broadcasting
(May 11, 1987)

Auletta, Ken, The Highwaymen: Warriors of the Information
Superhighway, New York: Random House, 1997




Chen, Christine, “Liberty Media's Surprising Reach,” Fortune
(September 17, 2001)

Davis, Lawrence J., The Billionaire Shell Game: How Cable
Baron John Malone and Assorted Corporate Titans Invented
a Future Nobody Wanted, New York: Doubleday, 1998

“Malone Looks to the Future with Cable Labs,” Broadcasting
(June 5, 1989)

“Malone Paints Rosy Picture for IRTS,” Broadcasting (March
20, 1989)

“Malone Urges Creation of Bandwidth Manager; TCI Wants
Vendors to Come Up with a Residential Communications
Gateway Unit,” Broadcasting & Cable (August 15, 1994)

Mama

Mehta, Stephanie, “The Island of Dr. Malone,” Fortune (July
24, 2000
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Mama

U.S. Domestic Comedy/Crama

Mama, which aired from 1949 to 1957 on the
Columbia Broadcasting System (CBS), proves that
television was capable of complex characterizations in
the series format even early in its history. A weekly
family comedy-drama based on Kathryn Forbes’s
Mama’s Bank Account as well as its play and film
adaptations / Remember Mama, Mama would best be
described today as “dramedy.” Unfortunately, except
for its last half season, when it was filmed, the program
aired live, with kinescope recordings prepared for
West Coast broadcasts. Consequently, it is unavailable
in the repetitive reruns that have made other domestic
situation comedies from the 1950s (including many,
such as Father Knows Best, that it influenced) familiar
to several generations of viewers.

Each episode dramatized, with warmth and humor,
the Hansen family’s adventures and everyday travails
in turn-of-the-20th-century San Francisco. The
working-class Norwegian family included Mama,
Papa (a carpenter), and children Katrin, Nels, and Dag-
mar. Mama'’s sisters and an uncle were semiregular
characters. Although earlier incarnations of the Forbes
material had focused on the relationship between
Mama and Katrin, the television series centered
episodes on all the characters, a technique made avail-
able and almost demanded by the production of a con-
tinuing series.

The stories might revolve around Dagmar’s braces,
Nels starting a business, or the children buying pre-
sents for Mama’s birthday. The entire family would
contribute to the drama’s resolution, however, and im-
ages of them sitting down to a cup of Maxwell House

coffee—the show’s longtime sponsor—would frame
each episode of the show. As George Lipsitz points
out, it was common for the dramatic solutions to in-

Mama, Peggy Wood, Judson Laire, 1949-57.
Courtesy of the Everert Collection
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Mama

volve some kind of commodity purchase, not surpris-
ing given the commercial basis of American network
television and the consumer culture of the postwar
United States. What is surprising is how often the
show foregrounded the contradictions of this con-
sumer culture in which everyone does not have access
to the desired goods. Dramatic tension often resulted
from the realization that Mama’s endeavors provided
the foundation for the achievements of individual fam-
ily members. It was not uncommon for Papa and the
Hansen children to have to come to terms with the
value of Mama’s work.

The program’s complex treatment of cultural ten-
sions resulted not only from Forbes’s original material
but also from the contributions of head writer Frank
Gabrielson, director-producer Ralph Nelson (a Holly-
wood liberal of Norwegian descent who went on to di-
rect the film Lilies of the Field), and a distinguished
cast. Peggy Wood, who incarnated Mama, was a versa-
tile stage and film actress who had starred in operetta
and Shakespeare and is probably best known to today’s
audiences for her Oscar-nominated role as Mother Su-
perior in The Sound of Music. (Mady Christians, who
starred in the role of Mama on Broadway, was not con-
sidered for the television role because she was black-
listed.) Dick Van Patten played Nels and would later
star in television’s Eight Is Enough in the 1970s. Robin
Morgan, who played Dagmar from 1950 to 1956, be-
came a well-known feminist activist and writer. Not
surprisingly, she attributes to Mama many of her early
lessons in feminine power.

MARY DESJARDINS

See also Comedy, Domestic Settings; Family on
Television

Cast

Marta Hansen (Mama)
Lars Hansen (Papa)
Nels

Katrin

Dagmar (1949)
Dagmar (1950-56)
Dagmar (1957)

Aunt Jenny

T.R. Ryan (1952-56)
Uncle Chris (1949-51)
Uncle Chris (1951-52)

Uncle Gunnar Gunnerson

Aunt Trina Gunnerson

Peggy Wood
Judson Laire
Dick Van Patten
Rosemary Rich
Iris Mann
Robin Morgan
Toni Campbell
Ruth Gates
Kevin Coughlin
Malcolm Keen
Roland Winters
Carl Frank
Alice Frost

Ingeborg (1953-56) Patty McCormack

Producers
Carol Irwin, Ralph Nelson, Donald Richardson

Programming History

CBS

July 1949-July 1956
December 1956-March 1957

Friday 8:00-8:30
Friday 8:00-8:30

Further Reading

Lipsitz, George, “Why Remember Mama? The Changing Face
of a Woman’s Narrative?” in Time Passages: Collective
Memory and American Popular Culture, Minneapolis: Uni-
versity of Minnesota Press, 1990

Man Alive

Canadian Religious/Information Program

A critically acclaimed, nondenominational program
that the show’s executive producer, Louise Lore, de-
scribes as “a religious program for a post-Christian
age,” Man Alive is one of Canada’s longest-running in-
formation programs. Begun in 1967 amid a renewed
sense of theological activism inspired by the reforms
of Vatican II, Man Alive takes its name and inspiration
from a St. Imaeus quote: “the glory of God is man
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fully alive.” From a format that concentrated on theo-
logical issues, the show’s focus has broadened consid-
erably in its 30 seasons.

Man Alive has profiled and interviewed many of the
world’s most important religious figures, from Mother
Teresa to the Dalai Lama and Archbishop Desmond
Tutu. An October 8, 1986, interview with the Aga
Khan was this religious leader’s first formal North




-

Man Alive.
Photo courtesy of National Archives of Canada/CBC Collec-
tion

American interview. He had declined previous re-
quests from such well-known shows as the Columbia
Broadcasting System’s (CBS’s) 60 Minutes in favor of
Man Alive because of the show’s reputation for bal-
ance and the relaxed, soft-spoken interviewing style of
the show’s host, Roy Bonisteel. Many Man Alive inter-
views were marked by their candidness and honesty, as
in the case of Archbishop Tutu, who related how
Jackie Robinson and Lena Horne were his boyhood
heroes.

Bonisteel, the show’s host for 22 seasons and so
identified with it that many mistake him for a minister,
is a journalist by training. He had been producing radio
shows for the United Church of Canada in the mid-
1960s, when he was approached to be the host of the
new television program. By the time he left, he had be-
come the longest-running host of any information pro-
gram in Canada. He was succeeded by Peter Downie,
former cohost of the Canadian Broadcasting Corpora-
tion’s (CBC’s) Midday current affairs program in the
fall of 1989. Man Alive observed its 25th anniversary
with a one-hour special in February 1992 that cele-
brated not only its longevity but also the diversity of its
programming.

Man Alive

Throughout its history, the show has consistently
provided programming that appeals to a broad audi-
ence, and this has been one of the keys to its success. It
has delved into a variety of topics, from UFOs to the
threat of nuclear war, from father-son relationships to
life in a maximum-security hospital for the criminally
insane. Nor has it avoided controversial and unpopular
subjects, such as the Vatican bank scandal, sexual
abuse in the church, or aid to El Salvador. Some of the
show’s most critically acclaimed episodes have been
those that have chronicled very personal human dra-
mas, such as the story of David McFarlane, who met
the challenges presented by his Down syndrome to star
in a television drama, or the story of the Rubineks,
Holocaust survivors, and their moving return to Poland
after 40 years. Despite the changing nature of televi-
sion audiences and serious budgetary constraints, Man
Alive continues the tradition of providing an informa-
tive and well-balanced examination of relevant social
issues and contemporary ethical questions.

MANON LAMONTAGNE

Hosts
Roy Bonisteel (1967-89)
Peter Downie (1989-)

Executive Producers
Leo Rampen (1967-85); Louise Lore (1985-)

Programming History

CBC

October 1967-March 1968
November 1968-March 1978
October 1979-March 1980
October 1980-March 1983
October 1983-March 1984

Sunday 5:00-5:30
Monday 9:30-10:00
Tuesday 10:30-11:00
Sunday 10:30-11:00
Sunday 10:00-10:30

October 1984—March 1987 Wednesday 9:30-
10:00

October 1987- Tuesday 9:30-10:00

Further Reading

Bonisteel, Roy, In Search of Man Alive, Toronto: Totem, 1980
Bonisteel, Roy, Man Alive: The Human Journey, Toronto:
Collins, 1983
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The Man from U.N.C.L.E./The Girl from U.N.C.L.E.

The Man from U.N.C.L.E./The Girl from
U.N.C.L.E.

U.S. Spy Parody

The Man from U.N.C.L.E., which aired on the National
Broadcasting Company (NBC) from September 1964
to January 1968, has often been described as televi-
sion’s version of James Bond, but it was much more
than that, It was, quite simply, a pop culture phenome-
non. Although its ratings were initially poor early in
the first season, a change in time period and cross-
country promotional appearances by its stars, Robert
Vaughn and David McCallum, helped the show build a
large and enthusiastic audience.

At the peak of its popularity, The Man from
U.N.C.L.E. was telecast in 60 countries and consis-
tently ranked in the top ten programs on U.S. televi-
sion. Eight feature-length films were made from
two-part episodes and profitably released in the United
States and Europe. TV Guide called it “the cult of mil-
lions.” The show received 10,000 fan letters per week,
and Vaughn and McCallum were mobbed by crowds of
teenagers as if they were rock stars. UN.C.L.E. was
also a huge merchandising success, with images of the
series’ stars and its distinctive logo (a man standing be-
side a skeletal globe) appearing on hundreds of items,
from bubble gum cards to a line of adult clothing.

The show had a little something for everyone. Chil-
dren took it seriously as an exciting action adventure.
Teenagers enjoyed its hip, cool style, identifying with
and idolizing its heroes. More mature viewers appreci-
ated the tongue-in-cheek humor and the roman a clef
references to such real-life political figures as Ma-
hatma Gandhi and Eva Peron, interpreting it as a
metaphor for the struggle common to all nations
against the forces of greed, cruelty, and aggression.

The Man from U.N.C.L.E. redefined the television
spy program, introducing into the genre a number of
fresh innovations. Notably, the show broke with espio-
nage tradition and looked beyond the cold war politics
of the time to envision a new world order. The fictional
United Network Command for Law Enforcement was
multinational in makeup and international in scope,
protecting and defending nations regardless of size or
political persuasion. For example, a third-season
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episode, “The Jingle Bells Affair,” showed a Soviet
premier visiting New York during Christmastime,
touring department stores and delivering a speech on
peaceful coexistence at the United Nations, 22 years
before Mikhail Gorbachev actually made a similar trip.

The show also broke new ground in reconceptualiz-
ing the action adventure hero. Prompted by a woman
at the British Broadcasting Corporation (BBC) he once
met who complained that the leads in U.S. series were
all big, tall, muscular, and, well, American, producer
Norman Felton (Eleventh Hour and Dr. Kildare) de-

The Man from U.N.C.L.E., David McCallum, Robert Vaughn,
Leo G. Carroll, 1964-68.
Courtesy of the Everett Collection




The Girl from U.N.C.L.E., Stefanie Powers, 1966-67.
Courtesy of the Everett Collection

cided to vary the formula. His series, developed with
Sam Rolfe (co-creator of Have Gun—Will Travel)
teamed a U.S. agent, Napoleon Solo (Vaughn), with a
Soviet one, Illya Kuryakin (McCallum). Each week
they were sent off on their missions (called “affairs”)
by their boss, Alexander Waverly, a garrulous, craggy,
pipe-smoking spymaster played by Leo G. Carroll.

Neither the suave Solo nor the enigmatic Kuryakin
were physically impressive. They were instead intelli-
gent, sophisticated, witty, charming, always polite, and
impeccably well tailored. Sometimes they made mis-
takes, and often they lost the battle before they won the
war.

What made U.N.C.L.E. truly appealing was the way
it walked a fine line between the real and the fanciful,
juxtaposing elements that were both surprisingly fan-
tastic and humorously mundane. For example, as they
battled bizarre threats to world peace, such as trained
killer bees, radar-defeating bats, hiccup gas,
suspended-animation devices, and earthquake ma-
chines, the agents also worried about expense ac-
counts, insurance policies, health plans, and
interdepartmental gossip.

While the series showed that heroic people had ordi-

The Man from U.N.C.L.E./The Girl from UN.C.L.E.

nary concerns, it also demonstrated that ordinary peo-
ple could be heroic. During the course of each week’s
affair, at least one civilian or “innocent” was inevitably
caught up in the action. These innocents were average,
everyday people—housewives, stewardesses, secre-
taries, librarians, schoolteachers, college students,
tourists, even some children—people very much like
those sitting in U.N.C.L.E.’s viewing audience. At the
start of the story, they often complained of their bor-
ing, unexciting lives—lives to which, after all the ter-
ror and mayhem was over, they were only too happy to
return.

By contrast, U.N.C.L.E.’s villains were fabulously
exotic and larger than life. In addition to the usual in-
ternational crime syndicates, Nazi war criminals, and
power hungry dictators, U.N.C.L.E. also battled
THRUSH, a secret society of mad scientists, megalo-
maniac industrialists, and corrupt government officials
who held the Nietzschean belief that because of their
superior intelligence, wealth, ambition, and position,
they were entitled to rule the world. A number of
prominent actors and actresses guest starred each week
as either villains or innocents, including Joan Craw-
ford, George Sanders, Kurt Russell, William Shatner
and Leonard Nimoy (who appeared together pre-Star
Trek in “The Project Strigas Affair”), and Sonny and
Cher.

The UN.C.L.E. formula was so successful that it
spawned a host of imitators, including a spin-off of its
own, The Girl from U.N.C.L.E., in 1966. Starring Ste-
fanie Powers as female agent April Dancer and Noel
Harrison (son of Rex) as her British sidekick, Mark
Slate, The Girl from U.N.C.L.E. took its cue from the
wild campiness of the then-popular Batman rather than
from its parent show. Although it featured many of the
same elements of Man, including a specially designed
gun and other advanced weaponry and the supersecret
headquarters hidden behind an innocent tailor shop,
Girl’s plots were either absurdly implausible or down-
right silly, and the series lasted only a year.

By its third season, The Man from U.N.C.L.E. had
also become infected by the trend toward camp, and
though the tone was readjusted to be more serious in
the fourth season, viewers deserted the show in droves.
Once in the top ten, the series dropped to 64th in the
ratings and was canceled midseason, to be replaced by
Rowan and Martin’s Laugh-In.

This was not the end of U.N.C.L.E., however. Be-
cause of concerns about violence voiced by
parent—teacher groups, the series was not widely syn-
dicated, and reruns did not appear until cable networks
began to air them in the 1980s. Nevertheless, The Man
Sfrom UN.C.LE. was not forgotten. Nearly every spy
program that appeared during the ensuing decades bor-
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rowed from its various motifs (naming spy organiza-
tions with an acronym has become a genre cliché). For
example, Scarecrow and Mrs. King expanded the
premise of U.N.C.L.E.’s original pilot episode into an
entire series. Even nonespionage programs as diverse
as thirtysomething, Star Trek: Deep Space Nine, and
Seinfeld continued to make references to it.

In 1983 Vaughn and McCallum reunited to play
Solo and Kuryakin in a made-for-TV movie Return of
the Man from U.N.C.L.E.: The Fifteen Years Later Af-
fair. Three years later, the stars again reunited for an
homage episode of The A-Team titled “The Say
U.N.C.LEE. Affair.”

In the early 1990s, Felton and Rolfe negotiated with
Turner Broadcasting (TNT) to make a series of made-
for-cable U.N.C.L.E. movies, but the project stalled
when Rolfe died in 1993. Subsequently, John Davis
Productions optioned the property in order to produce
a feature-length film for theatrical release. Develop-
ment, however, has not moved beyond the scripting
stage. In 1996, there were plans for Vaughn and Mc-
Callum to play villains on a spy-spoof series, Mr. and
Mrs. Smith, but the short-lived series was canceled be-
fore such an episode could be filmed. Eventually, only
McCallum appeared as a villain in an episode that
aired in the United Kingdom.

CYNTHIA W. WALKER

See also Spy Programs

Cast

Napoleon Solo Robert Vaughn

Illya Kuryakin David
McCallum

Mr. Alexander Waverly Leo G. Carroll

Lisa Rogers (1967-68) Barbara Moore

Producers
Norman Felton, Sam H. Rolfe, Anthony Spinner,
Boris Ingster

Programming History

104 episodes

NBC

September 1964-December 1964  Tuesday
8:30-9:30

January 1965- September 1965 Monday
8:00-9:00

September 1965-September 1966  Friday
10:00-11:00

September 1966-September 1967  Friday
8:30-9:30

September 1967-January 1968 Monday
8:00-9:00

Further Reading

Anderson, Robert, The U.N.C.L.E. Tribute Book, Las Vegas,
Nevada: Pioneer, 1994

Heitland, John, The Man from U.N.C.L.E. Book: The Behind-
the-Scenes Story of a Television Classic, New York: St. Mar-
tin's Press, 1987

Javna, John, Culr TV, New York: St. Martin’s Press, 1985

Paquette, Brian, and Paul Howley, The Toys from U.N.C.L.E.,
Worchester, Massachusetts: Entertainment, 1990

Worland, Rick, “The Cold War Mannerists: The Man from
U.N.C.L.E. and TV Espionage in the 1960s,” Journal of
Popular Film and Television (winter 1994)

Mann, Abby (1927-)

U.S. Writer

Abby Mann’s television and film writing career has
spanned six decades and earned him widespread criti-
cal acclaim and numerous prestigious industry awards
in the United States and abroad. He has received an
Academy Award and New York Film Critics Award for
his screenplay for Judgment at Nuremberg (1961) and
Emmys for The Marcus-Nelson Murders (1973, the
Kojak pilot), Murderers Among Us: The Simon
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Wiesenthal Story (1989), and Indictment: The Mc-
Martin Trial (1995).

Mann’s made-for-television movies (a television
genre in which he is widely acknowledged as a leading
practitioner) have covered a breadth of subjects. His
most daring (and controversial) scripts have offered
viewers a withering critique of the functioning of the
U.S. criminal justice system. Although some critics




Abby Mann in the 1970s.
Courtesy of the Everett Collection

have argued that Mann has, on occasion, selectively
marshaled facts and taken “polemical” positions in his
portrayal of his subjects, almost all have expressed ad-
miration for his exhaustive investigative research and
his rich dramatic portrayal of character. Most impor-
tant, few have questioned the factual basis for his argu-
ments.

Mann, the son of a Russian-Jewish immigrant jew-
eler, grew up in the 1930s in East Pittsburgh, Penn-
sylvania, a predominantly Catholic, working-class
neighborhood he describes as a “tough steel area.” As
a Jewish youth in these surroundings, Mann felt him-
self an outsider. Perhaps this in part explains the per-
sistent preoccupation, in his scripts, with the working
poor and racial minorities: outsiders who are trapped
in a social system in which prejudice, often institution-
alized in the police and judicial apparatus, is used to
deprive them of their rights.

This recurrent overarching theme is developed in
stories focusing on the forced signing of criminal con-
fessions; inadequate police and district attorney inves-
tigation of murder cases involving victims who are
minorities, poor, or both; judicial and police officials
who protect their reputations and careers, when con-
fronted with evidence of possible miscarriage of jus-

Mann, Abby

tice, by refusing to reopen cases in which innocent per-
sons, often minorities, have been convicted; the possi-
bility that law enforcement officials conspired in the
assassination of Martin Luther King Jr.; the failure of
union leaders to fight adequately for the rights of their
workers; the greed and questionable ethics of some
members of the legal, medical, and mental health pro-
fessions; and the sensationalized coverage of murder
cases by the media, who tend to prejudge cases accord-
ing to their perception of general public sentiment.

Mann began his professional writing career in the
early 1950s, writing for the National Broadcasting
Company’s (NBC’s) Cameo Theater and for the noted
anthology series Studio One, Robert Montgomery Pre-
sents, and Playhouse 90. His script for the celebrated
film drama Judgment at Nuremberg (1961), recounting
the Nazi war crimes trials, was originally produced for
Playhouse 90. Mann moved to Hollywood as produc-
tion on the feature film version began. Other success-
ful film scripts quickly followed, including A Child Is
Waiting (1963), directed by John Cassavetes, which
offered one of the first sympathetic film portrayals of
the care and treatment of mentally challenged children,
and a screen adaptation of Katherine Anne Porter’s
novel Ship of Fools (1965), the story of the interlock-
ing lives of passengers sailing from Mexico to pre-
Hitler Germany, directed by Stanley Kramer (who had
directed Judgment at Nuremberg).

Mann returned to television writing in 1973 with the
script for The Marcus-Nelson Murders, which launched
Universal Television’s popular Kojak series. Univer-
sal approached Mann about doing a story based on the
1963 brutal rape and murder of Janice Wylie and
Emily Hoffert, two young, white professional women
living in midtown Manhattan. George Whitmore, a
young black man who had previously been arrested in
Brooklyn for the murder of a black woman, signed a
detailed confession for the Wylie and Hoffert murders.
Whitmore later recanted his confession, claiming that
he was beaten into signing it. Mann visited Whitmore
in jail in New York before agreeing to write the screen-
play, and he became convinced not only that Whitmore
was innocent but also that some top officials in the
Manhattan and Brooklyn district attorneys’ offices
had ignored Whitmore’s alibi that he was in Seacliff,
New Jersey (50 miles from New York City), at the mo-
ment of the murders. After the airing of The Marcus-
Nelson Murders, for which Mann won an Emmy and a
Writers Guild Award, Whitmore was released from
prison.

Although he was not involved in the production of
Kojak, Mann was unhappy with the treatment of the
series by its producer, Universal Television, which, he
argued, reframed the police melodrama as a formulaic
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cops-and-robbers potboiler, whereas in The Marcus-
Nelson Murders he had sought to show that law en-
forcement officials should be monitored.

In his next television project, Mann cast his critical
gaze on one of the most sacrosanct institutions in the
United States: the medical profession. Medical Story,
an anthology series produced by Columbia, premiered
on NBC in 1975 and had a brief four-month run. Mann
was the series creator and also served as co—executive
producer.

Mann made his directorial debut with King, a six-
hour docudrama on the life of civil rights leader Martin
Luther King Jr. He had wanted to do a feature film on
King while King was still alive but was unable to raise
the necessary financing. Ironically, unforeseen circum-
stances brought the project to fruition in 1978, ten
years after King’s death. The central figure in The
Marcus-Nelson Murders, George Whitmore, had
claimed that he was watching King’s “l Have A
Dream” speech on television when the murders were
committed. Mann asked King’s widow, Coretta Scott
King, for the rights to use the film clip of King’s
speech in The Marcus-Nelson Murders, which she
granted. She then asked Mann if he were still inter-
ested in the piece on King’s life. Encouraged by Mrs.
King’s continued interest, Mann pursued the project.
In doing research on the script, Mann uncovered in-
formation that led him to believe that a conspiracy
involving the Memphis, Tennessee, police and fire de-
partments may have been responsible for King’s death.
The conspiracy theory focused on the reassignment,
just prior to the assassination, of a black police officer
and two black firefighters who had been stationed in a
firehouse overlooking the motel where King was shot
despite numerous threats of assassination while King
was in Memphis.

Reporter Mark Lane assisted Mann in his investiga-
tion of the circumstances surrounding the King assas-
sination. The research resulted in an official House of
Representatives inquiry into whether a conspiracy had
indeed been involved in the assassinations. As a result,
Mann was publicly maligned by the Memphis police
and fire chiefs.

For Skag, his next television project, which aired on
NBC in 1980, Mann returned to the steel mills of the
suburbs surrounding Pittsburgh. He developed the
concept and wrote the script for the three-hour pilot
and was given “complete freedom™ by NBC President
Fred Silverman. Starring Karl Malden as Pete “Skag”
Skagska, Skag was a unflinching, realistic portrait of a
middle-aged steelworker who had worked hard all his
life but, when afflicted by a stroke, found himself sud-
denly “expendable” because he was no longer able to
provide food for the table or perform sexually with his
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wife. Skag also dealt with the larger social issues of
steelworkers’ unhealthy working conditions and the
failure of their unions to fight for their rights. Steel-
workers’ unions bitterly attacked Skag, calling Mann
“anti-union.” With this series, however, Mann was at-
tempting to draw attention to a class of Americans who
until the 1980s were grossly underrepresented in
prime-time television drama, a fictional world popu-
lated largely by white, white-collar, middle-aged male
protagonists.

While the premiere episode won critical praise and
high ratings, viewership for Skag rapidly declined, and
the series ended its run after six weeks on the air.
Mann, who was involved in the first two regular series
episodes, attributed the series’ failure to uneven direct-
ing of some of the subsequent episodes and artistic in-
terference from the show’s star, Malden.

Mann’s direct involvement with Medical Story and
Skag convinced him that the process involved in pro-
ducing series television inevitably led to too many
compromises, both ideological, as politically contro-
versial themes became “muddled,” and creative, as
strong pilots were followed by aesthetically weak reg-
ular series episodes. For these reasons, he decided in
the 1980s to focus his artistic energy exclusively on
made-for-television movies over which he had greater
artistic control.

The Atlanta Child Murders aired on the Columbia
Broadcasting System (CBS) in 1985. The notorious
Atlanta, Georgia, case involving multiple murders of
black children focused on Wayne Williams, a black
who was accused of recruiting young boys for his ho-
mosexual father, using them sexually along with his
father, and then murdering them. Mann was urged by
prominent black leaders in Atlanta not to take on the
project because, they argued, the additional publicity
generated by a television movie focusing on an ac-
cused black mass murderer would, in the end, only fur-
ther damage the black community. Mann initially
withdrew from the proposed project, but he attended
the Williams trial and was disturbed by the courtroom
proceedings, which revealed to him the inadequate in-
vestigation into the murders of victims who belonged
to poor minority families, the introduction of poten-
tially unreliable evidence, and the sensationalized me-
dia coverage of the trial.

Mann, the only writer able to speak to Wayne
Williams in prison after his conviction, raised doubts
about the case, arguing that the judicial system itself
was on trial, as was a society that neither had compas-
sion for the victims during their lives nor did justice
for them after their deaths. Critics praised the dra-
maturgy of The Atlanta Child Murders, but some ques-
tioned Mann’s doubts about both the propriety of the




courtroom proceedings and Williams’s guilt, arguing
that, after all, the Georgia supreme court had upheld
Williams’s conviction. After seeing the television
movie, prominent defense attorneys Alan Dershowitz,
William Kunstler, and Bobby Lee Cook agreed to join
in a pro bono defense of Williams, but, according to
Mann, once the publicity died down, they did not pur-
sue the appeal to reopen the case.

Mann’s more recent made-for-television movies
premiered on Home Box Office (HBO), which he
found to be much more supportive of his often-
contentious stands on controversial social issues than
were the commercial broadcast networks, who felt
they must avoid the inherent commercial risks of alien-
ating significant sectors of their mass audience. Most
recent among these HBO films was Indictment: The
McMartin Trial, created by Mann and his wife Myra.
The film won an Emmy and a Golden Globe in 1995.
Once again, Mann questioned the workings of the judi-
cial system. This case involved the McMartin
preschool in Manhattan Beach, California, at which it
was alleged that seven preschool teachers had mo-
lested 347 children over the course of a decade. Most
people in Los Angeles were convinced of the veracity
of the charges, which were supported by the accounts
of hundreds of children who attended the school.
Mann became intrigued by the case when charges
against five of the defendants were dropped. The two
remaining defendants, Peggy Buckey, the school su-
perintendent, and her son, Ray, were still under arrest.
Buckey’s daughter argued on The Larry King Show
that the Los Angeles district attorney was continuing
with the prosecution of her mother and brother because
they had been kept in jail so long that the district attor-
ney could not admit his error without losing face. As
Mann investigated the case, he once again confronted
the seamy side of the justice system: informers who
supposedly heard confessions saying so only because
they had made financial deals to their own advantage,
greedy parents who were suing to get damages, and
prosecutors who withheld crucial evidence and selec-
tively ignored facts to advance their own careers by
obtaining a conviction. Mann was also intent on ex-
ploring the important psychological question regard-
ing the ease with which children can be led by
manipulative adults into admitting events that never
occurred.

Ultimately, despite two trials, no one was convicted
in the McMartin case. Indictment produced very strong
reactions among viewers. According to Mann, “People
seem...obsessed by it. I suppose they realize that they
have watched and believed stories that were as incred-
ible as the Salem witch hunt.” Reaction to the televi-
sion film had a direct impact on the Manns as well. On

Mann, Abby

the day production on /ndictment began, their house
was burned to the ground. Undeterred, Mann has con-
tinued to write. In 2001 Judgment at Nuremberg was
adapted for the stage and appeared on Broadway.

HAL HIMMELSTEIN

See also Anthology Drama; “Golden Age” of Tele-
vision; Playhouse 90; Studio One

Abby Mann. Born in Philadelphia, Pennsylvania,
1927. Educated at Temple University, Philadelphia,
and New York University. Married: Myra. Gained
fame as television writer for Robert Montgomery Pre-
sents, Playhouse 90, Studio One, and Alcoa-Goodyear
Theatre. Recipient: Academy Award; two Emmy
Awards; Golden Globe Award; Writers Guild Award.

Television Series

1948-58 Studio One

1950-55 Cameo Theatre

1950-57 Robert Montgomery Presents
195661 Playhouse 90

1973-78 Kojak

1975-76 Medical Story

1980 Skag

Made-for-Television Movies

1973 The Marcus-Nelson Murders
{executive producer, writer)

1975 Medical Story (executive producer,
writer)

1979 This Man Stands Alone (executive
producer)

1980 Skag (executive producer, writer)

1985 The Atlanta Child Murders
(executive producer, writer)

1989 Murderers Among Us: The Simon
Wiesenthal Story (co—executive
producer)

1992 Teamster Boss: The Jackie Presser
Story (executive producer)

1995 Indictment: The McMartin Trial
(writer)

2002 Whitewash: The Clarence Bradley
Story (writer)

Television Miniseries
1978 King (director, writer)

Films
Judgment at Nuremberg, 1961; A Child Is Waiting,
1963; Ship of Fools, 1965; The Detectives, 1968;
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Report 1o the Commissioner, 1975; War and Love,
1985.

Stage
Judgment at Nuremberg, 2001.

Further Reading

O’Connor. John I., “McMartin Preschool Case: A Portrait of
Hysteria,” New York Times (May 19, 1995)

Shales, Tom, “Tipping the Scales of Justice,” Washingion Post
(May 20, 1995)

Mann, Delbert (1920-)

U.S. Director, Producer

Like many directors of television’s “golden age.” Del-
bert Mann came from a theatrical background. While
studying political science at Vanderbilt University,
Mann became involved with a Nashville. Tennessee,
community theater group where he worked with Fred
Coe, who went on to produce the alternating anthology
program  Philco-Goodyear Television Plavhouse.
Mann received a masters of fine arts degree in direct-
ing from Yale School of Drama and then worked as a
director/producer at the Town Theatre (Columbia,
South Carolina) and as a stage manager at the Welles-
ley Summer Theater. When he first went to New York,
Mann worked as a floor manager and assistant director
for the National Broadcasting Company (NBC).

In 1949 Mann began directing dramas for Philco-
Goodyear Television Playhouse, where he was one of a
stable of directors that included Vincent Donahue,
Arthur Penn, and Gordon Duff. During the 1950s,
Mann also directed productions for Producers’ Show-
case, Omnibus, Playwrights 56, Ford Star Jubilee,
and Ford Startime. Although he worked almost exclu-
sively on anthology series, Mann also directed live
episodes of Mary Kay and Johnny, one of the first do-
mestic sitcoms.

Mann is perhaps most often identified with the
Philco-Goodyear Television Plavhouse (and subse-
quent film) production of Paddy Chayefsy’s Marty,
which has been praised by critics as one of the most
outstanding original dramas produced by Fred Coe and
the Philco-Goodyear Television Playhouse. Although
the production did not receive outstanding reviews
when it first aired on May 24, 1953, it was one of the
first television plays to receive any major press cover-
age and more than one line in a reviewer's column.
When Mann directed the film version of Marty two
years later, he was awarded the Academy Award for
Best Director, and the tilm won the Palm d’Or at the
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Cannes Film Festival and Academy Awards for Best
Picture, Actor, and Screenplay and earned four other
Oscar nominations for Best Supporting Actor. Sup-
porting Actress, Cinematography, and Art Direction.
Many of Mann’s works tackled social issues, such as
the plight of the elderly in Ernie Barger Is Fiftv, which
aired on August 9. 1953, as part of The Goodyear The-

Delbert Mann.
Photo courtesy of Delbert Mann



atre series. However, the director contends that, at the
time, the teleplays were not thought of in terms of their
social issues—they were simply stories about people
and “just awfully good drama.”

Mann’s theatrical training was a tremendous influ-
ence on his television work, as he tended to use a static
camera and actors staged within the frame. At Coe’s
direction, close-ups were used only to emphasize
something or if there was a dramatic reason for doing
s0. The use of the static camera is particularly effective
in the Marty dance sequence, which Mann filmed with
one camera and no editing. Actors were carefully
choreographed to turn to the camera at the exact mo-
ment when they needed to be seen. Combined with the
crowded, relatively small set, the static camera fo-
cused the audience’s attention on the characters and
their sense of uneasiness in the situation. Chayefsky
later credited the success of The Bachelor Party (Octo-
ber 11, 1953) to Mann’s direction, noting that, through
simple stage business and careful balancing of scenes,
Mann was able to illustrate the emptiness of life in the
small town and the protagonist’s increasing depres-
sion.

Many of Mann’s works are period pieces based on
the director’s own love of history, which he tried to re-
create accurately. But historical context is secondary to
the personal relationships in the story. Broadcast on
April 24, 1973, in the era of anti-Vietnam protests, The
Man Without a Country is a patriotic story of love of
country and flag intended to stir a sense of nationalism
during the Civil War and, simultaneously, the intimate
story of one man'’s oppression.

Mann shifted to filmmaking in the 1960s but period-
ically returned to television to pursue more personal,
people-oriented stories in made-for-television films.
Productions such as David Copperfield (March 15,
1970) and Jane Eyre (March 24, 1971) allowed him to,
once again, tell stories of personal relationships in a
historical setting.

Mann returned to his live television roots for the
productions of All the Way Home (December 21, 1981)
and Member of the Wedding (December 20, 1982) for
NBC’s Live Theater Series. These productions differed
from live television in the 1950s in that they were
staged as a theatrical production in a theater rather than
a studio and were filmed with a live audience in order
to show their reaction to the piece.

Mann has been nominated for three additional
Emmy Awards for directing: Qur Town (Producers’
Showcase, 1955), Breaking Up (American Broadcast-
ing Company [ABC], 1977), and All Quiet on the
Western Front (Columbia Broadcasting System [CBS],
1979).

SusaN R. GIBBERMAN

Mann, Delbert

See also Chayefsky, Paddy; Coe, Fred; “Golden
Age” of Television; Goodyear Playhouse; Omnibus;
Philco Television Playhouse

Delbert Mann. Born in Lawrence, Kansas, January
30, 1920. Educated at Vanderbilt University, Nash-
ville, Tennessee, B.A. 1941; Yale University, New
Haven, Connecticut, M.F.A. Married Ann Caroline
Gillespie, 1942; children: David Martin, Frederick G.,
Barbara Susan, and Steven P. Served as first lieutenant
in U.S. Air Force during World War II: B-24 pilot and
squadron intelligence officer, 1944-45. Worked as di-
rector of Town Theater, Columbia, South Carolina,
1947-49; stage manager, Wellesley Summer Theater,
1947-48; director, Philco-Goodyear  Playhouse,
1949-55; began film directing career with Marty,
1954; freelance film and television director, since
1954. Honorary degree: L.L.D., Northland College,
Ashland, Wisconsin. Former member, board of gover-
nors, Academy of Television Arts and Sciences; former
cochair, Tennessee Film, Tape and Cinema Commis-
sion; former president, Directors Guild Educational
Benevolent Foundation, Cinema Circulus; former lec-
turer, Claremont McKenna College; board of trustees,
Vanderbilt University, since 1962. Member: Directors
Guild of America (president, 1967-71).

Television Series

1948-55 Philco-Goodyear Television
Playhouse
1949 Mary Kay and Johnny
1949 Lights Our
1950 The Little Show
1950 Waiting for the Break
1950 Masterpiece Theatre
1954-56,
1957, 1659 Omnibus
1955 Producers Showcase
1956 Ford Star Jubilee
1956 Playwrights 56
1958 DuPont Show of the Month
1958-59 Playhouse 90
1959 Sunday Showcase (also producer)

Made-for-Television Movies

1968 Heidi

1968 Saturday Adoption

1970 David Copperfield

1971 Jane Eyre

1972 She Waits (also producer)
1972 No Place to Run

1973 The Man Without a Country
1974 The First Woman President

(also producer)




Mann, Delbert

1974 Joie (also producer)

1975 A Girl Named Sooner

1976 Francis Gary Powers: The True
Story of the U-2 Spy Incident

1977 Breaking Up

1977 Tell Me My Name

1978 Love’s Dark Ride

1978 Tom and Joann

1978 Thou Shalt Not Commit Adultery

1978 Home to Stay

1979 All Quiet on the Western Front

1979 Torn Between Two Lovers

1980 To Find My Son

1981 All the Way Home

1982 Bronte

1982 The Member of the Wedding

1983 The Gift of Love

1984 Love Leads the Way

1985 A Death in California

1986 The Last Days of Patton

1986 The Ted Kennedy Jr. Story

1987 April Morning (also coproducer)

1991 Ironclads

1992 Against Her Will: An Incident in
Baltimore (also coproducer)

1993 Incident in a Small Town
(also coproducer)

1994 Lily in Winter

Films

Marty, 1954, The Bachelor Party, 1956; Desire Under
the Elms, 1957, Separate Tables, 1958; Middle of
the Night, 1959; The Dark at the Top of the Stairs,
1960; The Outsider, 1960; Lover Come Back, 1961;
That Touch of Mink, 1962; A Gathering of Eagles,
1962; Dear Heart, 1963, Quick Before It Melts
(also producer), 1964; Mister Buddwing (also pro-

ducer), 1965; Fitzwilly, 1967; Kidnapped, 1972;
Birch Interval, 1976, Night Crossing, 1982.

Opera
Wuthering Heights, 1959.

Plays
A Quiet Place, 1956, Speaking of Murder, 1957,
Zelda, 1969; The Glass Menagerie, 1973.

Further Reading

Averson, Richard, and David Manning White, editors, Elec-
tronic Drama: Television Plays of the Sixties, Boston: Bea-
con Press, 1971

Hawes, William, The American Television Drama: The Experi-
mental Years, Tuscaloosa: University of Alabama Press, 1986

Kindem, Gorham, editor, The Live Television Generation of
Hollywood Film Directors: Interviews with Seven Directors,
Jefferson, North Carolina: McFarland, 1994

Miner, Worthington, Worthington Miner, Metuchen, New Jer-
sey: Scarecrow Press, 1985

Nudd, Donna Marie, “Jane Eyre and What Adaptors Have Done
to Her,” Ph.D. diss., University of Texas at Austin, 1989

Shales, Tom, “When Prime Time Meant Live: NBC and Delbert
Mann Revive a Golden Age,” Washington Post (December
20, 1982)

Skutch, Ira, Ira Skutch: | Remember Television: A Memoir,
Metuchen, New Jersey: Scarecrow Press, 1989

Snider, Gerald Edward, “Our Town by Thorton Wilder: A De-
scriptive Study of Its Production Modes,” Ph.D. diss.,
Michigan State University, 1983

Squire, Susan, “For Delbert Mann, All the Problems of Live TV
Are Worth It,” New York Times (December 19, 1982)

Stempel, Tom, Storytellers 10 the Nation: A History of American
Television Writing, New York: Continuum, 1992

Sturcken, Frank, Live Television: The Golden Age of 19461958
in New York, Jefferson, North Carolina: McFarland, 1990

Wicking, Christopher, and Tise Vahimagi, The American Vein: Di-
rectors and Directions in Television, New York: Dutton, 1979

Wilk, Max, The Golden Age of Television: Notes from the Sur-
vivors, New York: Delacorte Press, 1976

Mansbridge, Peter (1948-)

Canadian Broadcast Journalist

Peter Mansbridge serves as anchor for The National,
the flagship nightly newscast of the Canadian Broad-
casting Corporation (CBC), and all CBC news spe-
cials. He is also host of Mansbridge: One-on-One, on
CBC’s 24-hour news network, Newsworld. His
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lengthy career with the CBC has made him one of
Canadian media’s most familiar figures, synonymous
with “the corporation.” The prominence to which
Mansbridge has risen, however, began in a somewhat
unorthodox fashion.




Peter Mansbridge.
Photo courtesy of National Archives of Canada/CBC Collec-
tion

In what is now Canadian news media folklore, a lo-
cal CBC radio producer “discovered” Mansbridge in
1968 as he was making a public address announcement
in an airport while working as a freight manager for a
small airline in Churchill, Manitoba. Mansbridge
turned the resulting position as a disc jockey into one
as a newscaster, simultaneously transforming himself
into a journalist despite his lack of formal training or
apprenticeship. From this unlikely beginning, Mans-
bridge moved quickly through the ranks of CBC tele-
vision news, beginning with a one-year stint in 1972
with the CBC Winnipeg station as a local reporter,

followed by another one-year position as the
Saskatchewan-based reporter for the CBC national
newscast. From 1976 to 1980, Mansbridge held a spot
on the prestigious parliamentary bureau in the nation’s
capital. Anchor status commenced with the Quarterly
Report (co-anchored by Barbara Frum), a series of
special reports concerning issues of an urgent, national
nature that aired four times a year. Beginning in 1985,
Mansbridge anchored the newly formed national
weekly Sunday Report.

Mansbridge’s nationwide prominence was secured
in 1988, when he accepted the enviable position of

Mansbridge, Peter

chief correspondent and anchor of the flagship CBC
broadcast The National, a weekday 10:00 p.M. news-
cast (22 minutes long) that was followed by the highly
respected current affairs and documentary broadcast
The Journal. The status attributed to this anchor posi-
tion was reflected in the public interest created by the
events that preceded Mansbridge’s assumption of the
job. Amid much press speculation, Mansbridge was
offered in 1987 a co-anchor position in the United
States, opposite Kathleen Sullivan on CBS This Morn-
ing, for a salary reputed to be five to six times his earn-
ings with the CBC. It was expected that Mansbridge
would follow the familiar exodus of Canadian broad-
cast journalists to the United States, where the level of
national and international experience of many Cana-
dian journalists is highly valued. This emigration has
included journalists such as Don Miller, Don McNEeill,
Robert MacNeil, Morley Safer, and Peter Jennings. In
a last-minute, much-publicized effort to stop Mans-
bridge from leaving Canada, the current chief anchor
of The National, Knowlton Nash, stepped down early
to offer his position to Mansbridge. Nash and Mans-
bridge were consequently heralded as patriots and,
moreover, managed to promote the turnover of an-
chors.

Despite the respectable audience numbers drawn
under Mansbridge’s leadership, The National was
moved in 1992 to CBC’s all-news network, News-
world. Mansbridge assumed the role of anchor (origi-
nally co-anchored by Pamela Wallin) on CBC’s Prime
Time News. This new broadcast was part of a contro-
versial decision to move the national evening news
from the 10:00 p.m. to the 9:00 p.m. time slot. In 1995,
network executives decided to reverse their previous
scheduling move and return the news/current affairs
hour to 10:00, with the entire hour now titled The Na-
tional and with Mansbridge continuing his role as
newscast anchor. The revamped program currently airs
on both the CBC and Newsworld.

During his tenure as CBC’s star anchor, Mansbridge
has covered many of the key events that have attracted
public attention in Canada, including federal elections
and leadership campaigns, the Gulf War, the Charlotte-
town Referendum, and the events of Tiananmen
Square. Coverage of these and other stories has gar-
nered Mansbridge eight Gemini Awards (Academy of
Canadian Cinema and Television). Mansbridge’s style
of presentation is understated and sober but suffi-
ciently amiable to attract viewers in the increasingly
entertainment-oriented news media. His understated
delivery, in combination with his appearance (once de-
scribed as “bland good looks™), makes Mansbridge’s
presentation and persona consistent with the standard
among Canadian broadcast journalists.
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Although the CBC has historically placed a great
deal of emphasis on news and current attfairs program-
ming, this was particularly evident during the years of
Mansbridge’s rise within the corporation in the 1980s.
The reduced resources made available to the broad-
caster, in addition to the challenges of broadcasting in
the increasingly multichannel media system, de-
manded a renewed focus by the CBC on this area in
which it was traditionally strong. The CBC’s subse-
quent commitment to news has been evident in the
continuing production of quality news programming
and has assisted Mansbridge in developing a particu-
larly strong profile within the industry.

KEeiTH C. HAMPSON

See also Canadian Television Broadcasting in En-
glish; National, The/The Journal

Peter Mansbridge. Born in London, England, 1948.
Educated in Ottawa. Married: Wendy Mesley (di-

vorced). Served in the Royal Canadian Navy,
1966-67. Disc jockey and newscaster, CBC Radio,
Churchill, Manitoba, 1968; reporter, CBC Radio,
Winnipeg, 1972; reporter, CBC Television News,
1973; reporter, The National, Saskatchewan, 1975; as-
signed to the Parliamentary Bureau in Ottawa, 1976—
80; co-anchor, Quarterly Report, and anchor, Sunday
Report, from 1985, anchor, The National, since 1988;
anchor of CBC’s Prime Time News, 1992-95. Recipi-
ent: eight Gemini Awards, including Gordon Sinclair
Award.

Television Series

1972-85 CBC News (reporter)
1985-88 Quarterly Report (co-anchor)
1985-88 Sunday Report (anchor)
1988-92, 1995~  The National (anchor)
1992-95 Prime Time News (anchor)
1999- Mansbridge: One on One

Marchant, Tony (1959-)

British Writer

Tony Marchant is one of British television’s most dis-
tinctive dramatic writers. Just one of his screenplays
(the comedy of transsexual love, Different for Girls),
has had a theatrical release; otherwise. throughout his
career, he has maintained a commitment to television
drama as both the equal of cinema and the “true
writer’s medium.” He has also fought against the
market-led ideology of drama commissioning in the
1990s and the drive to deliver audiences by means of
standardized generic formulae. In 1999, the year that
he received the British Academy of Film and Televi-
sion Arts (BAFTA) Dennis Potter Award for Television
Drama, he spoke up for what he called *“the singular
and eccentric voice” of the writer. Two dramas broad-
cast in that year perhaps embody the range encom-
passed by that voice. In Kid in the Corner, he drew on
his own experience as the parent of a boy with learning
difficulties to deliver a deeply intimate account of a
couple’s relationship with a son suftering from atten-
tion deficit hyperactivity disorder (ADHD), while in
Bad Blood he traced the moral disintegration of a sur-
geon, desperate to adopt a Romanian boy, through the
increasingly surreal metaphor of vampirism.
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Marchant began his career in the fringe theater at the
start of the 1980s, when, inspired by the “do it your-
selt™ directness of punk music, he produced a string of
plays for the Theatre Royal in London’s Stratford East.
Although rooted in his East End working-class experi-
ence, however, his was not the stereotypical voice of
disaffected youth. Welcome Home, about soldiers re-
turning trom the Falklands conflict to attend a friend’s
funeral, carefully juggled opposing ideological views,
while Raspberry explored two women’s differing ex-
periences on a hospital gynecological ward. While at
Stratford East, Marchant first worked with Adrian
Shergold, the director who was to become one of his
principal collaborators on television and whose film-
ing would bring to his work a potent rhythmic and vi-
sual style.

It was with a screen version of Raspberry, produced
by the British Broadcasting Corporation (BBC) in
1984, that Marchant moved into writing for television.
The play was well received, and he followed it over the
next five years with a string of single dramas on so-
cially resonant topics ranging from money dealing in
the London foreign exchange (The Moneymen) to the



struggle by a mother to bring to justice the people re-
sponsible for her son’s death from a drug overdose
(Death of a Son). In 1989 the BBC broadcast his first
serial, the three-part Take Me Home. It is the story of a
passionate and ultimately doomed affair between a
middle-aged man, forced into redundancy and now
working as a minicab driver, and the young wife of a
successful computer programmer. Set against the high-
tech sterility of a British “new town,” the story pro-
vided a potent metaphor of social and spiritual
isolation in a culture imbued with the apparent virtues
of success and prosperity. This was followed by two
further three-part dramas, Goodbye Cruel World, about
a woman suffering from an unspecified and incurable
form of motor neuron disease and her husband’s cam-
paign to set a charity on her behalf, and Into the Fire,
in which a hitherto upstanding businessman’s involve-
ment in insurance fraud to save his company leads to
the death of a young employee and a relationship with
the boy’s mother. In each work, one can begin to rec-
ognize Marchant’s characteristic preoccupation with
motives and principles and his engagement with serial
drama as a means of following through the complex
ethical ramifications of impulsive but socially induced
actions.

It is this concern, amplified into a sweeping narra-
tive of epic proportions, that permeates what could be
considered Marchant’s masterpiece. The eight-episode
serial Holding On was inspired by sources as diverse
as Charles Dickens’s Our Mutual Friend and Robert
Altman’s multistranded film Short Cuts and was com-
missioned by the BBC on the back of the success en-
joyed by Peter Flannery’s Our Friends in the North. Its
setting is London and its subject the city and the con-
nections that lie, dark and unrecognized, between the
disparate lives of its inhabitants. The violent death of a
young woman at the hands of a schizophrenic provides
the catalyst for a dark journey through cause and ef-
fect, culpability and guilt, involving a range of charac-
ters who either were linked to the victim and the
perpetrator or witnessed the event. Marchant’s vision
of corrupted social responsibility is embodied in the
central story of a tax inspector lured into bribery by the
millionaire whom he is investigating for fraud, while
the London Underground replaces Dickens’s River
Thames as the metaphoric thoroughfare ominously
linking the lives of the characters.

Marchant was subsequently commissioned to dra-
matize Dickens’s Great Expectations, to which he
brought a contemporary sense of the preoccupation
with social class, and Dostoyevsky’s Crime and Pun-
ishment, another tale of unraveling guilt. For the
BBC’s series of modern adaptations of The Canter-
bury Tales, his version of The Knight's Tale transposed

Marchant, Tony

Chaucer’s story of courtly love into a gripping account
of the rivalry between two prisoner friends for the love
of a continuing-education language tutor, revealing po-
etic passion, tenderness, and honor in a seemingly bru-
talized world. A similar reversal of expectation
permeates Never, Never, a story of the relationship be-
tween a loan shark debt collector and a young woman
living on an inner-London estate. Here, as in Swallow,
where a woman addicted to antidepressants battles
with a pharmaceutical company, and Passer-By, which
follows the terrible consequences of a man’s decision
to ignore the appeal of a woman in distress, Marchant
creates a modern social fable that has not only a wider
political resonance but, at its core, a deeply intimate
story of goodness and hope. His characters are on jour-
neys, the ends of which are never predictable but that
invariably entail an encounter with moral and social
responsibility. “I’m sure it has something to do with
the fact that I was brought up a Catholic,” he admits in
an interview article by Louise Bishop, published in
Television in May 1998. “I have to admit that a lot of
the stuff I write is to do with redemption and guilt.”
JEREMY RIDGMAN

Tony Marchant. Born in London, England, July 11,
1959. Left school at age 18; unemployed, then worked
in local office of Department of Employment. British
Theatre Association Award, Most Promising Play-
wright (1983); Recipient: Royal Television Society
Writer’s Award for Goodbye Cruel World (1992) and
Holding On (1997); British Academy of Film and
Television Arts TV Awards, Best Drama Serial (1998)
for Holding On and Dennis Potter Award (2000).

Television Series

1989 Take Me Home

1992 Goodbye Cruel World
1993 Westbeach (3 episodes)
1993 Lovejoy (“God Helps Those”)
1996 Into the Fire

1997 Holding On

1999 Great Expectations
1999 Bad Blood

1999 Kid in the Corner
2000 Never, Never

2001 Swallow

2002 Crime and Punishment
2004 Passer By

Television Plays

1984 Raspberry
1985 Reservations
1988 The Moneymen
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1989 Death of a Son

1989 The Attractions

1994 Speaking in Tongues

1999 Different for Girls

2003 The Knight's Tale (Canterbury Tales)
Stage Plays

Remember Me?, 1980; Thick As Thieves, 1981; Stiff,
1982; The Lucky Ones, 1982; Raspberry, 1982;

Welcome Home, 1983; Lazydays Ltd, 1984; Specu-
lators, 1987; The Attractions, 1987.

Further Reading

Bishop, Louise, “London Calling,” Television (May 1998)

Davies, John, “How to Be Good? An Interview with Tony
Marchant, Television Playwright,” Critical Quarterly, 44,
no. 3 (October 2002)

Towner, Angus, “The World According to Marchant,” Televi-
sion Today (January 16, 1992)

Marcus Welby, M.D.

U.S. Medical Drama

Marcus Welby, M.D., which aired on the American
Broadcasting Company (ABC) from late September
1969 through mid-May 1976, was one of the most
popular doctor shows in U.S. television history. Dur-
ing the 1970 television year, it even ranked number
one among all TV series, according to the Nielsen
Television Index. As such, it was the first ABC pro-
gram to take the top program slot for an entire season.
The Nielsen data suggested that Marcus Welby, M.D.
was viewed regularly in about one of every four U.S.
homes that year.

The program was created by David Victor, who had
been a producer on the hit Dr. Kildare television series
during the 1960s. Victor took a centerpiece of the basic
doctor-show formula (the older physician-mentor tu-
toring the young man) and transferred it from the stan-
dard hospital setting to the suburban office of a general
practitioner. The sicknesses that Marcus Welby and his
young colleague Steven Kiley dealt with—everything
from drug addition to rape, from tumors to autism—
ran the same wide gamut that hospital-based medical
shows had covered. In fact, many of the patients ended
up in the hospital, and Welby even moved his practice
to a hospital toward the end of the show’s run. Never-
theless, Marcus Welby, M.D. was different from other
shows of its era, such as Medical Center and The Bold
Ones. Those shows stressed short-term illnesses that
paralleled or ignited certain unrelated personal prob-
lems. Welby, on the other hand, dealt consistently with
long-term medical problems that were tied directly to
the patient’s psyche and interpersonal behavior. Acute
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episodes of the difficulty often sparked movement to-
ward a cure, but only after Welby or Kiley uncovered
the root causes of the behavioral problems.

In one case, for example, Dr. Welby and Dr. Kiley
become concerned about Enid Cooper, a counselor in
an orphanage, when they learn that she is addicted to
pills. The doctors are unable to persuade the young
woman to give them up. Then, under the influence of
pills, Enid is responsible for a car accident in which
one of her charges is hurt. That allows Welby to move
her toward conquering her addiction.

This emphasis on the psyche and medicine was cel-
ebrated by Robert Young, who played Marcus Welby.
Young suffered from chemical imbalances in his body
that led him toward depression and alcoholism. To
fight those difficulties, he had developed an approach
to life that mirrored the holistic health philosophy that
he now acted out as a TV doctor. People who worked
with him on the set said that it was often hard to tell
where Young stopped and Welby began, so closely did
the actor identify with his role. Viewers seemed to
have that difficulty, too. Young received thousands of
letters asking for advice on life’s problems.

In choosing topics to deal with in the program itself,
Welby’s producers and writers benefited from a soften-
ing in the U.S. television networks’ rules regarding
what was acceptable on TV in the early 1970s. The re-
laxation came about partly because of increased net-
work competition for viewers in their 20s and 30s and
partly as a result of new demands for openness and the
questioning of authority that the social protests of the




Marcus Welby, M.D., Robert Young, 1969-76.
Courtesy of the Everett Collection

late 1960s brought. It allowed David Victor to initiate
stories, such as one on venereal disease, that he could
not get approved for Dr. Kildare.

The show did ignite public controversies. One
episode called “The Outrage” centered on the rape of a
teenage boy by a male teacher. It ignited one of the first
organized protests against a TV show by gay activists.
More general were complaints by the rising women'’s
rights movement that Marcus Welby’s control over the
lives of his patients (many of whom were women) rep-
resented the worst aspects of male physicians’ pater-
nalistic attitudes.

While scathing, such opposition made up a rather
small portion of the public discussion of the series over
its seven-year prime-time life. More consistent was the
controversy over Welby’s impact on physicians’ im-
ages. With previous doctor shows, the concern of
physicians was to cultivate as favorable an image as
possible. Now some physicians worried that Welby’s

Marcus Welby, M.D.

incredibly solicitous and loyal bedside manner was
leading their patients to question why they did not act
toward them as Welby would. Was it true, as writer-
physician Michael Halberstam contended in the New
York Times Magazine, that the series could not help
“but make things better for American doctors and their
patients™? Or was it the case, as others claimed, that
Welby was among the factors contributing to the rise of
malpractice actions against physicians?

The debate marked the first time that the physicians’
establishment got involved in a large-scale argument
over whether fictional images that were positive actu-
ally had negative effects on their status. The argument
would continue about other doctor shows in the com-
ing years. But to Robert Young, Marcus Welby incar-
nate, it was a nonissue. According to an article in
McCall’s magazine, a doctor said to Young at a con-
vention of family physicians, “You’re getting us all
into hot water. Our patients tell us we’re not as nice to
them as Doctor Welby is to his patients.” Young did
not mince words. “Maybe you're not,” he replied.

JoserH TurROW

See also Young, Robert

Cast

Dr. Marcus Welby Robert Young
Dr. Steven Kiley James Brolin
Consuelo Lopez Elena Verdugo

Anne Baxter
Sharon Gless
Anne Schedeen
Gavin Brendan
Pamela Hensley

Myra Sherwood (1969-70)
Kathleen Faverty (1974-76)
Sandy Porter (1975-76)
Phil Porter (1975-76)

Janet Blake (1975-76)

Producers
David Victor, David J. O’Connell

Programming History
172 episcdes
ABC

September 1969-May 1976  Tuesday 10:00-11:00

Further Reading

Turow, Joseph, Playing Doctor: Television, Storytelling, and
Medical Power, New York: Oxford University Press,
1989
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Market

Broadcasting is inherently a medium of fixed location,
and because of its dependence on direct-wave radia-
tion, television broadcasting is particularly so. In the
United States, because of the dominance of advertising,
these fixed locations have come to be called “markets.”
Additionally, the term “market” may refer to a group of
people of interest to broadcasters and/or advertisers for
business reasons. Indeed, the term is increasingly used
in this manner throughout the world, as more and more
television systems become supported by advertising
revenue or other commercial underwriters.

The broadcast television signal operates by direct-
wave radiation; the signal waves must travel in a
straight line from the transmitting to the receiving an-
tenna. Even if transmitters could operate with unlimited
power, television broadcasting operates in a geography
fixed by the horizon of the curve of the Earth’s surface.
As the signal radiates outward from a transmitting an-
tenna, it produces a more or less round geographical
coverage pattern, with a radius of about 60 miles for
VHF (very high frequency) stations and about 35 miles
for UHF (ultrahigh frequency) stations. The coverage
contour can be distorted by hills and mountains that
block the signal, increased by antenna height, or added
to by translators that rebroadcast the signal at another
frequency in another location or by retransmission on
cable television systems,

Reflecting the inherent “locatedness” of television
broadcasting, the Federal Communications Commis-
sion (FCC) allocates channels and assigns licenses to
facilities in communities. The word “market” has
come to be the designator of those communities, re-
flecting the degree to which advertising dominates
television in the United States. Anyone doing any type
of business in an area may of course refer to that area
or the people living in it as a market, placing the
boundaries wherever sensible for the business in ques-
tion. This practice includes the operators of commer-
cial television. (The operators of noncommercial
television facilities have less reason to use the word
“market,” although it is increasingly applied in this
arena.) In the business of television, these geographi-
cally outlined markets are formally defined by the
ratings companies, among which Nielsen Media Re-
search dominates.

Markets are defined by Nielsen as designated market
areas (DMAs) in a manner essentially the same that the
Arbitron company, which is no longer in the business
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of providing television ratings, once defined areas of
dominant influence (ADIs). Both acronyms are still
commonly used and designate essentially the same
thing.

DMAs are defined by county or, in some cases, parts
of counties (for convenience, counties will suffice in
this discussion). Every county in the United States is
assigned to one and only one DMA. Each DMA is
named after the city that defines its center, such as the
Chicago DMA or the Des Moines (Iowa) DMA. Each
county is assigned to that DMA for which the most-
watched television stations are broadcast. So, for exam-
ple, Los Angeles County is assigned to the Los Angeles
DMA because the television stations that the people in
Los Angeles County watch most often are located in
Los Angeles County. Orange County is also assigned to
the Los Angeles DMA because the most frequently
watched television stations by viewers in Orange
County are also located in Los Angeles County.

Such a system of categories, in which every county
in the United States is assigned to one and only one
DMA, is considered mutually exclusive and exhaus-
tive. Such systems have formal advantages. The key
benefit here is the simple arithmetic for manipulating
numbers associated with the categories. Since none of
the markets overlap, numbers associated with any of
them can be added together to describe a market that
would be defined as the aggregate of the smaller mar-
kets. Since no area is left out of the system of market
definitions, the sum of all of them defines the national
market. This eases the calculation of ratings and other
data for local, regional, or national markets and for
syndicated, cable, and network television shows avail-
able in different areas.

In addition to these formal uses of the term ‘“‘mar-
ket,” as Nielsen’s DMA or regional or national aggre-
gates of DMAs, there are various other uses for the
term in the television business. One of the most com-
mon is in phrases such as “the African-American mar-
ket,” “the Hispanic market,” “the youth market,” or
“an upscale market.” These are extensions of the use of
demographics to define types of people of interest to
advertisers and other businesspeople. In either usage,
the term remains a clear marker of the commercial as-
pects of the U.S. television industry, in which buying
and selling—of both programs and audiences—is a
central component.

EriC ROTHENBUHLER




See also Advertising; Call Signs/Letters; Frank N.
Magid Associates; Ratings; Share

Further Reading

Bagdikian, Ben H., The Media Monopoly, Boston: Beacon
Press, 1992

Bogart, Leo, Commercial Culture: The Media System and the
Public Interest, New York: Oxford University Press, 1995
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Marketplace

Canadian Consumer Affairs Program

Marketplace, which went on the air in 1972, is a
weekly half-hour, prime-time consumer news show on
the Canadian Broadcasting Corporation (CBC), It has
won many national and international awards, including
the Gemini in 1994 as Canada’s best information pro-
gram, The format, which has changed little over its
history, involves a pair of hosts introducing segments
on product testing, service evaluation, fraudulent prac-
tices, and trends in consumer advocacy. The show’s
audience has held up well for more than four de-
cades—it remains one of the CBC’s most highly rated
shows—and it is regarded by many in the CBC as the
benchmark by which other public affairs programs
should be judged.

The first producer, Dodi Robb, with consumer re-
porter Joan Watson (from CBC Radio) and broadcaster
George Finstad as hosts, had a mandate to inform con-
sumers about questionable sales practices and inferior
products. From the beginning, the show treated con-
sumer information as hard news, but it gradually ex-
panded its mandate to include investigative reports
with particular attention to public health and safety.
According to Globe and Mail television writer John
Haslett Cuff, the program is “a veritable gadfly in the
hard-sell marketplace of consumer television.” It is
“routinely monitored...by manufacturers and govern-
ment regulatory agencies and frequently copied by
American newsmagazine programs such as 60 Minutes
and 20/20.” Although it does put defenders of com-
mercial practices and products on the “hot seat,” Mar-
ketplace has an earnest quality that distinguishes it
from the “ambush journalism™ sometimes practiced by
U.S. public affairs producers,

The program not only gets headlines: as one re-
viewer put it, it also gets results. Laws have been

amended, new regulations adopted, and consumer
guidelines imposed as a result of Marketplace re-
ports. Its major contributions include the banning of
urea formaldehyde foam insulation (UFFI) and lawn
darts, warnings on soda pop bottles that sometimes
explode on store shelves, prosecution of retailers for
false advertising (leading in one case to a fine of $1
million), new standards for bottled drinking water
and drinking fountains, new regulations for chil-
dren’s nightwear (to make the clothing Iless
flammable), and new designs for children’s cribs.
From tests for bacteria content in supermarket ham-
burger (an early report) to checks on the safety of fur-
naces and long-haul tractor-trailers, the program has

Marketplace.
Photo cowrtesy of CBC Television
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used its small staff—relying on independent labora-
tories for tests—to considerable effect. More recent
investigations include the safety of rebuilt air bags,
lead in children’s jewelry, and toxic waste. It has ex-
amined both specific consumer and larger issues of
public health and safety. Despite lawsuits and threats
of suits (and other pressures), the show has retained
its probing quality. The longest-serving hosts, Joan
Watson and Bill Paul, became leading consumer ad-
vocates.

Reviewers have commented that the tough-minded
consumer advocacy practiced by Marketplace is the
kind of programming that public broadcasters, some-
what insulated from commercial considerations,
should be providing. It is unlikely that the show would
have had the same effectiveness and longevity in
private-sector television. Its producers attribute consis-
tent good ratings to its focus on the personal concerns
of its audience, which derives in part from careful at-
tention to the thousands of letters it receives from
viewers each year, many of which have led to Market-
place investigations. Freedom from commercial pres-
sures may also be significant. Recently, Marketplace
has made its reports available on its website
(http://www.cbc.ca/consumers/market).

FREDERICK J. FLETCHER AND ROBERT EVERETT

Hosts

George Finstad
Joan Watson
Harry Brown
Bill Paul
Christine Brown
Norma Kent
Jim Nunn
Jacquie Perrin
Erica Johnson

Producers
Dodi Robb, Bill Harcourt, Jock Ferguson, Murray
Creed, Joe Doyle

Programming History
CBC
October 1972-

Further Reading

Miller, Mary Jane, Turn Up the Contrast: CBC Television
Drama Since 1952, Vancouver: University of British
Columbia Press, 1987

Stewart, Sandy, Here's Looking at Us: A Personal History of
Television in Canada, Toronto: CBC Enterprises, 1986

Married. .. with Children

U.S. Situation Comedy

Married...with Children (MWC), created by Michael
Moye and Ron Leavitt, premiered as one of the new
FOX Broadcasting Company’s Sunday series in 1987.
Moye and Leavitt had previously produced The Jeffer-
sons, a long-running comedy about a black en-
trepreneur who becomes wealthy and moves his
family to an almost all-white New York City neighbor-
hood. Set in Chicago, their new show was a parody of
American television’s tendency to create comedies
dealing with relentlessly perfect families. Their pro-
gram was immediately termed “antifamily.”

At the time of MW(C’s appearance, the top-rated
U.S. television series was The Cosby Show. In the
Cosby version of family, an African-American doctor
and his attorney-wife raise their college-bound off-
spring in an upper-middle-class environment. Instead
of such faultless people, Moye and Leavitt presented
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“patriarch” Al Bundy (Ed O’Neil), whose family credo
is, “when one of us is embarrassed, the others feel bet-
ter about ourselves.” In MWC, almost every character
is amusingly tasteless and satirically vulgar.

Bundy is a luckless women’s shoe salesman who
hates fat women, tries to relive his days as a high school
football hero, and does almost anything to avoid having
sex with his stay-at-home, bon-bon-eating spouse,
Peggy (Katey Sagal). Peg loves to shop, and her ability
to buy always exceeds Al’s capacity to earn. She re-
fuses to cook, and the Bundys must take desperate mea-
sures to stay fed, frequently searching beneath the sofa
cushions for crumbs of food. After one family funeral,
the Bundys steal the deceased man’s filled refrigerator.
Peggy’s clothes are too tight, her hair is too big, her
makeup is too thick, and her heels are too high. She
wants sex as much as Al avoids it.




Married . . .

The Bundy's stereotypically beautiful, dumb-blonde
daughter, Kelly (Christina Applegate), is a frequent
target of their naive con artist son, Bud (David
Faustino). Moye and Leavitt created Kelly in the guise
of Sheridan’s Mrs. Malaprop; she can never manage to
find the right word, and her verbal confusions are fe-
licitous. According to Bud, Kelly will have sex with
any available male. In one episode, Kelly acquires
backstage passes to a rock concert and announces she
is just one paternity suit away from a Caribbean home.
The Bundys think Bud has no chance of ever attracting
a date; running jokes mention his collection of inflat-
able rubber women. All characters have a common
failing: none exercises good judgment.

In MWC, Moye and Leavitt not only lampooned
Cosby but also parodied its creator, Marcy Carsey. The
other continuing characters in the series were the
Bundy’s upscale next-door neighbors. In the initial
seasons, the neighbors were Marcy (Amanda Bearse)
and Steve Rhoades (David Garrison). Garrison was a
series regular from 1987 to 1990 and made frequent
guest appearances after Steve and Marcy split. Then,
in the 1991 season, Marcy remarried, to a man named
Jefferson D’Arcy—giving her the moniker Marcy
D’ Arcy. Marcy and her husbands serve as a device to
entice and challenge the Bundy clan, then put them

Married. .. with Children

with Children, Christina Applegate, David Faustino, Katey Sagal, Ed O*Neill, 1987-97.
©20th Century Fox/Courtesy of the Everett Collection

down. Marcy is a banker and activist for almost any
cause that will defeat Al's current get-rich-quick
scheme. She marries Jefferson (Ted McGinley) while
drunk and discovers him in her bed the next morning.
He has no career, although he has claimed to be a
clever criminal, now living in the witness protection
program.

The show had a small, loyal following until Febru-
ary 1989, and the producers had a history of arguments
over taste and language with FOX’s lone, part-time
network censor. One episode, “A Period Piece,” in
which the Bundy and Rhoades families go camping,
was delayed one month in the broadcast schedule be-
cause it focused on the women’s menstrual cycles.
Two months later, the episode scheduled for February
19, 1989, “I'll See You in Court,” was pulled from the
schedule and never aired on the FOX network. The
episode involves sexual videotapes of Marcy and
Steve that Al and Peggy view when they rent a sleazy
motel room. When both couples realize their activity at
the motel was broadcast to other rooms, they sue. The
jury chooses to compensate the couples for their per-
formance quality, with Al and Peggy getting no money.

That same winter, two weeks after “A Period Piece,”
an episode titled “Her Cups Runneth Over” led to a so-
cial stir. The segment features Peggy’s need for a new
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brassiere, coinciding with her birthday. Al and Steve
travel to a lingerie shop in Wisconsin, where an older
male receptionist wears nothing below his waist but
panties, a garter belt, stockings, and spike-heeled shoes.
Steve fingers leather-fringed falsies attached to the nip-
ples of one near-naked mannequin; women flash Al and
Steve, although the nudity is not shown on camera.

One television viewer, Terry Rakolta, from the
wealthy Detroit, Michigan, suburb of Bloomfield
Hills, took offense at the show after the brassiere
episode. She saw her children watching the program
and found both the language and the partial nudity un-
acceptable for a program airing during a time when
children made up a large portion of the audience.
Rakolta acted by writing to advertisers and asking
them to question the association of their products with
MWC’s content. She also brought her cause to national
television news shows.

In March 1989, Rakolta said on Nightline, “I picked
on Married...with Children because they are so con-
sistently offensive. They exploit women, they stereo-
type poor people, they’re anti-family. And every week
that I’ve watched them, they’re worse and worse. |
think this is really outrageous. It’s sending the wrong
messages to the American family.”

Rakolta had mixed success. Some advertisers, in-
cluding major movie studios and many retail stores, re-
fused to buy commercials on the new FOX network
(prime-time telecasts had started less than two years
earlier). Media brokers cited a bad connotation with
FOX programming. Newsweek magazine featured a
front-page story on “Trash TV,” questioning the stan-
dards of taste in prime-time television. Both MWC and
tabloid news shows such as A Current Affair were pri-
mary examples.

However, the greater effect of Rakolta’s campaign
was strongly positive for FOX. Among the fledgling
network’s greatest problems at the time of the contro-
versy was limited viewer awareness. Many viewers
simply did not know that a fourth network existed. Re-
lated to this was the fact that a small, mostly homoge-
neous viewing group comprised FOX’s entire
audience. Moreover, many FOX stations had weak
UHF (ultrahigh frequency) signals that were difficult
to receive. Rakolta’s complaints garnered substantial
national publicity, and this seemed to assist the net-
work in solving many of its difficulties. After Night-
line, Good Morning America, The Today Show, and
most other national and local news shows featured the
controversy over MWC, viewer awareness rose dra-
matically. People purposely sought out their local FOX
affiliates, and MWC became a success.

By April 1989, MWC had reached a 10 rating, ac-
cording to Nielsen’s national measurements, the high-
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est rating of any FOX show to that date. FOX began
charging the same amount for commercials in MWC
that the Columbia Broadcasting System (CBS) asked
for 60 Minutes. The comedy began intermittently win-
ning its time slot.

By 1995 the show had become the longest-running
situation comedy currently programmed on network
television, on the air as long as the classic comedy
Cheers. In its final years, MWC no longer pushed new
boundaries of good taste, and the jokes became routine
and expected, even when still funny.

The show did, however, have an extremely lucrative
afterlife in daily syndication, running strongly for
years in many markets. In Los Angeles, FOX’s station
KTTV ran the program twice each weekday in the
prime-time access hour. Daily viewership for the show
continues to be strong, and with 11 seasons of episodes
to add variety to off-network reruns, MWC is likely to
consistently remain one of the most successful proper-
ties in the history of television syndication. At the end
of its run on June 9, 1997, the program’s off-network
earnings were estimated to be more than $400 million.

During its long run, the show won no awards, but
the actors were recognized for their performances. The
Hollywood Foreign Press nominated the show for
seven Golden Globe Awards: one for the program as
Best TV-Series—Comedy/Musical, four for Katey Sa-
gal’s acting, and two for Ed O’Neill. American Com-
edy Award nominations also went to Sagal (three) and
O’Neill (one).

JoaN GIGLIONE

Cast

Al Bundy Ed O’ Neill

Peggy Bundy Katey Sagal

Kelly Bundy Christina Applegate
Bud Bundy David Faustino

Steve Rhoades (1987-90)
Marcy Rhoades D’ Arcy
Jefferson D’ Arcy (1991-97)

David Garrison
Amanda Bearse
Ted McGinley

Producers

John Maxwell Anderson, Calvin Brown Jr., Vince
Cheung, Kevin Curran, Pamela Eells, Ralph Far-
quhar, Ellen L. Fogle, Katherine Green, Richard
Gurman, Larry Jacobson, Ron Leavitt, Stacie Lipp,
Russell Marcus, Ben Montanio, Michael G. Moye,
Arthur Silver, Sandy Sprung, Marcy Vosburgh, Kim
Weiskopf

Programming History
262 episodes
FOX

April 1987-October 1987 Sunday 8:00-8:30




October 1987-July 1989
July 1989-August 1996
September 1996-January 1997
January 1997-June 1997

Sunday 8:30-9:00
Sunday 9:00-9:30
Saturday 9:00-9:30
Monday 9:00-9:30
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Marshall, Garry (1934-)

U.S. Producer, Writer, Actor

Garry Marshall was the executive producer of a string
of sitcoms that helped the American Broadcasting
Company (ABC) win the ratings race for the first time
in the network’s history in the late 1970s. While Nor-
man Lear’s Tandem Productions and Grant Tinker’s
MTM Enterprises had put the Columbia Broadcasting
Systemn (CBS) on top in the early part of the decade, by
the end of the 1978-79 season, four of the five highest-
rated shows of the year were Marshall’s.

Marshall became a comedy writer during the last
years of television’s “golden age.” He started out as an
itinerant joke writer for an assortment of TV comics
and eventually secured a staff writing position on The
Joey Bishop Show. There he met Jerry Belson, with
whom he would go on to write two feature films, a
Broadway play, and episodes for a variety of TV se-
ries, including The Dick Van Dyke Show, The Lucy
Show, and I Spy. The last project Marshall and Belson
did together was the most successful of their partner-
ship. The Odd Couple, a series they adapted from the
Neil Simon play in 1970, would run for five seasons
and have a major impact on Marshall’s comic style.

Rather than forming his own independent produc-
tion company, which had become standard procedure
for producers at the time, Marshall remained at
Paramount to make a succession of hit situation come-
dies for ABC. Happy Days debuted as a series in Jan-
uary 1974, and by the 1976-77 season, it was the most
popular show on TV. Set in Milwaukee, Wisconsin, in
the 1950s and centered around a teenager (Ron
Howard), his family, and his friends, Happy Days gen-
erated three spin-offs, all of which Marshall super-
vised. Laverne and Shirley featured two working-class
women (Penny Marshall and Cindy Williams), whose

antic schemes were reminiscent of those portrayed on /
Love Lucy. Viewers were introduced to the frenetic
young comic Robin Williams in Mork and Mindy, a se-
ries about an alien (Williams) who comes to Earth to
study human behavior by moving in with an all-
American young woman (Pam Dawber). Joanie Loves
Chachi followed two of the younger characters from
Happy Days as they struggled to make it as rock-and-
roll musicians.

While Norman Lear had used such shows as All in
the Family and Maude to explore contemporary social
issues such as racism, the women’s movement, and the
war in Vietnam, Marshall’s shows were usually more
concerned with less timely, personal issues, such as
blind dates, making out, and breaking up. Lear, Tinker,
and others had attracted young audiences with “rele-
vant” programming earlier in the decade; Marshall at-
tracted even younger ones with lighter, more escapist
fare, most of it set in the supposedly simpler historic
past. In an interview reprinted in American Television
Genres (1985), Marshall recalled that, after producing
the adult-oriented Odd Couple, he had been anxious to
make shows “that both kids and their parents could
watch.” When he gave a speech on accepting the Life-
time Achievement Prize given at the American Com-
edy Awards in 1990, Marshall said, “If television is the
education of the American people, then I am recess.”
Not surprisingly, four of Marshall’s sitcoms were
adapted into Saturday morning cartoons.

Marshall continued to borrow from The Odd Couple
throughout his career. Over and over again, he em-
ployed the comic device of coupling two distinctly dif-
ferent characters: the hip and the square on Happy
Days, the earthling and the Orkan on Mork and Mindy,
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Garry Marshall, 1999.
©Robert Hepler/Everett Collection

the rich and the poor on Angie, and, later, the business-
man and the prostitute in the movie Pretty Woman. In
1982 he brought a short-lived remake of The Odd Cou-
ple to ABC, this time with African Americans Ron
Glass and Demond Wilson playing the parts of Felix
and Oscar. .

By the mid-1980s, Marshall had turned his attention
to directing, producing, and occasionally writing fea-
ture films, including Young Doctors in Love (1982),
The Flamingo Kid (1984), Nothing in Common (1986),
Overboard (1987), Beaches (1989), Pretty Woman
(1990), Frankie and Johnny (1991), Runaway Bride
(1999), and The Princess Diaries (2001). He also be-
gan appearing on screen occasionally, most notably in
a recurring role on Murphy Brown.

Marshall’s television tradition was carried on by
Thomas L. Miller and Robert L. Boyett, two alumni of
Marshall’s production staff. Their youth-oriented se-
ries, such as Perfect Strangers, Full House, and Fam-
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ily Matters, became staples of ABC'’s lineup in the
later 1980s and early 1990s.
ROBERT J. THOMPSON

See also Comedy, Domestic Settings; Happy Days;
Producer in Television; Laverne and Shirley

Garry Marshall. Born in New York City, November
13, 1934. Educated at Northwestern University, B.S. in
journalism, 1956. Married: Barbara; children: one son
and two daughters. Served in the U.S. Army during the
Korean War, writing for Stars and Stripes and serving
as a production chief for the Armed Forces Radio Net-
work. Worked as a copy boy and briefly as a reporter
for the New York Daily News, 1956-59; wrote comedy
material for Phil Foster and Joey Bishop; drummer in
his own jazz band; successful stand-up comedian and
playwright; in television from late 1950s, starting as
writer for The Jack Paar Show; prolific television
writer through 1960s, creator and executive producer
for various television series from 1974; also active cre-
atively in films and stage.

Television Series

1959-61 The Jack Paar Show (writer)

1961-65 The Joey Bishop Show (writer)

1961-64 The Danny Thomas Show (writer)

1961-66 The Dick Van Dyke Show (writer)

1962-68 The Lucy Show (writer)

1965-68 I Spy (writer)

196667 Hey Landlord (creator, writer,
director)

1970-75 The Odd Couple (executive
producer, writer, director)

1972-74 The Little People (The Brian Keith
Show) (creator, executive producer)

1974-84 Happy Days (creator, executive
producer)

1974 Blansky's Beauties (creator,
executive producer)

1976-83 Laverne and Shirley (creator,
executive producer)

1978 Who's Watching the Kids? (creator,
executive producer)

1978-82 Mork and Mindy (creator, executive
producer)

1979-80 Angie (creator, executive producer)

198283 Joanie Loves Chachi (creator,
executive producer)

1982-83 The New Odd Couple (executive
producer)

1988-98 Murphy Brown (actor)




Made-for-Television Movie
1972 Evil Roy Slade (creator, executive
producer)

Television Special
1979 Sitcom: The Adventures of Garry
Marshall

Films

How Sweet It Is (writer-producer), 1968: The
Grasshopper, 1970, Young Doctors in Love (also
executive producer, director), 1982; The Flamingo
Kid (also co-writer), 1984; Nothing in Common,
1986; Overboard, 1987; Beaches, 1988; Preity
Woman, 1990; Frankie and Johnnie, 1991; Psych-
Out (actor), 1968; Lost in America, 1985: Jumpin'
Jack Flash, 1986: Soapdish, 1991; A League of
Their Own, 1992; Hocus Pocus, 1993; The Other
Sister, 1999; Runaway Bride, 1999; The Princess
Diaries, 2001; Raising Helen, 2004 The Princess
Diaries 2, 2004.

Martin, Quinn

Stage

The Roost (writer, with Jerry Belson), 1980; Wrong
Turn at Lungfish (writer, with Lowell Ganz; also di-
rector, actor), 1992.

Publication

Wake Me When It’s Funny: How to Break into Show
Business and Stay There, 1995
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TV Shows and the People Who Created Them, Boston: Lit-
tle, Brown, 1992

Newcomb. Horace, and Robert S. Alley, The Producer’s
Medium: Conversations with Creators of American TV, New
York: Oxford University Press, 1983

Martin, Quinn (1922-1987)

U.S. Producer

Quinn Martin, among the most prolific and consistent
television producers, helped to create and control some
of television’s most successful and popular series from
the 1950s through the 1970s. At various times in the
1960s and 1970s, Martin simultaneously had as many
as four series on various networks.

Martin’s early television career consisted of writing
and producing for many shows at Ziv Television and at
Desilu Productions. He produced the Desilu Playhouse
two-hour television movie “The Untouchables,” which
served as the basis for the series. Under Martin, The
Untouchables became a huge hit for the American
Broadcasting Company (ABC). Martin left after the
first two seasons to form his own production company,
QM Productions. The first series from QM, The New
Breed, was unusual for Martin in that it was unsuccess-
ful. During the years at Desilu and the first years of
QM, Martin surrounded himself with a cadre of writ-
ers, directors, and producers who would later ably
serve him when he was juggling the production sched-
ules of several series. Alan Armer, George Eckstein,

Walter Grauman, and John Conwell are but a few of
the names to appear again and again in the credits of
QM productions.

QM and Martin entered into an era of considerable
success in the 1960s. Among the shows to come from
QM during this period were The Fugitive, Twelve O’-
clock High, The FBI, and The Invaders, all broadcast
on ABC. Indeed, the relationship between QM and
ABC was enormously beneficial to both despite re-
peated charges that they rode to their mutual successes
on a wave of violent programming that began with The
Untouchables and continued as a central stylistic fea-
ture in QM programs.

It was also during this period that two aspects of
Martin’s approach to television production emerged.
First was the QM segmented-program format: a teaser;
an expository introduction that often employed the
convention of a narrator; a body broken into acts I, II,
IT1, and IV; and an epilogue, using an off-screen narra-
tor to explain or offer insight into the preceding action.
So recognizable did this convention become that it was
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Quinn Martin, 1965.

Courtesy of the Everett Collection/CSU Archives

parodied in the 1982 sitcom Police Squad. Second,
Martin compartmentalized his productions. This was
done not only out of necessity, resulting from the vol-
ume of television being produced by the company, but
also because of the trusted individuals with whom
Martin populated QM. At QM, the writers, producers,
and postproduction supervisors had very well defined
tasks and would rarely stray beyond the parameters es-
tablished by Martin. John Conwell, casting director
and assistant to Martin for years, often referred to Mar-
tin as “Big Daddy” because of his paternalistic ap-
proach to production.

Additionally, as John Cooper reports, Alan Armer
credited Martin with changing the face of the telefilm
by moving from the soundstage to the outdoors and by
ensuring authenticity by employing night-for-night
shooting, as described in The Fugitive (see Cooper).
Too often producers would save a few dollars by sim-
ply darkening film footage shot during the day to sim-
ulate nighttime. Not Quinn Martin. He made money,
and he spent money. In 1965 Television Magazine
quoted Martin as saying that the 10 percent he would
have paid an agent (if he had retained one) was simply
rolled back into production.
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The successes of QM and Martin continued well
into the 1970s. Preeminent and longest running among
the QM shows of this era were The Streets of San
Francisco, Cannon, and Barnaby Jones, itself a spin-
off of Cannon. Martin had at least a half dozen other
series in prime time during the 1970s. During this pe-
riod, virtually every QM show dealt with law enforce-
ment and crime.

Since the first days of The Untouchables, Martin
had been criticized for using excessive violence in his
productions. A new criticism was now mounted
against Martin’s work because of the subject matter.
Critics claimed that Martin’s shows enforced the dom-
inant ideology of the inherent value of law and order.
They suggested that the bulk of Martin’s work legit-
imized a right-wing, conservative agenda. As Horace
Newcomb and Robert Alley indicate in The Pro-
ducer’s Medium, Martin openly acknowledged his
fondness for authority and his positive presentation of
institutions of police powers—individual, state, and
federal (see Newcomb and Alley).

Martin sold QM Productions to Taft Broadcasting
around 1978. Part of the agreement required Martin to
leave television production for five years and not to
compete with Taft. Martin became an adjunct profes-
sor at Warren College of the University of California,
San Diego. In the late 1980s, Martin became president
of QM Communications, which developed motion pic-
tures for Warner Brothers. He died in 1987, leaving a
production legacy of 17 network series, 20 made-for-
television movies, and a feature film, The Mephisto
Waliz. No one has yet surpassed his streak of 21 years
with a show in prime time.

JoHN COOPER

See also Arnaz, Desi; The FBI; The Fugitive; Pro-
ducer in Television; The Untouchables;
Westinghouse-Desilu Playhouse

Quinn Martin. Born Martin Cohn in New York City,
May 22, 1922. Educated at University of California,
Berkeley, B.A. 1949. Married: 1) Madelyn Pugh,
1958; child: Michael; 2) Muffet Webb, 1961; children:
Jill and CIiff. Served in U.S. Army Air Corps during
World War II. Began career as apprentice editor,
MGM; worked as film editor, writer, and head of post-
production for various studios, including Universal,
1950-54; writer and executive producer, Desilu Pro-
ductions’ Jane Wyman Theater, The Desilu Playhouse,
and The Untouchables, 1957-59; founder, president,
and chief executive officer, QM Productions, 1960-78;
sold QM Productions to Taft Broadcasting, 1978; chair
of the board, Quinn Martin Films; president, Quinn
Martin Communications Group, 1982-87; adjunct pro-
fessor of drama and in 1983 endowed the Quinn Mar-




tin Chair of Drama, Warren College, University of
California, San Diego; president, Del Mar Fair Board,
with jurisdiction over Del Mar Race Track, 1983-84;
president, La Jolla Playhouse, California, 1985-86.
Trustee: Buckley School, North Hollywood, Califor-
nia; La Jolla Playhouse. Recipient: TV Guide Award,
1963-64; Emmy Award, 1964. Died in Rancho Santa
Fe, California, September 6, 1987.

Television Series

1955-58 The Jane Wyman Theater (writer)
1958 The Desilu Playhouse (writer)
1959-63 The Untouchables

1961-62 The New Breed

1963-67 The Fugitive

1964-67 Twelve O’clock High

1965-74 The FBI

1967-68 The Invaders

1970-71 Dan August

1971-76 Cannon

1972-73 Banyon

1972-77 The Streets of San Francisco
1973-80 Barnaby Jones

1974 Nakia (coproducer)

1974-75 The Manhunter

1975 Caribe

1976 Bert D’Angelo/Superstar
1976-77 Most Wanted

1977 Tales of the Unexpected

Marx, Groucho

Made-for-Television Movies (selected)

1970 House on Greenapple Road
1971 Face of Fear

1971 Incident in San Francisco
1974 Murder or Mercy

1974 Attack on the 5:22

1975 The Abduction of St. Anne
1975 Home of Our Own

1975 Attack on Terror

1976 Brinks: The Great Robbery
1978 Standing Tall

Film

The Mephisto Waltz, 1971.

Further Reading

Barnouw, Erik, Tube of Plenty: The Evolution of American Tele-
vision, New York: Oxford University Press, 1975; 2nd re-
vised edition, 1990

Cooper, John, The Fugitive: A Complete Episode Guide,
1963-1967, Ann Arbor, Michigan: Popular Culture Ink,
1994

Marc, David, and Robert J. Thompson, Prime Time, Prime
Movers: From I Love Lucy to L.A. Law—America’s Greatest
TV Shows and the People Who Created Them, Boston: Lit-
tle, Brown, 1992

Newcomb, Horace, and Robert S. Alley, The Producer's
Medium: Conversations with Creators of American TV, New
York: Oxford University Press, 1983

Robertson, Ed, The Fugitive Recaptured, Los Angeles:
Pomegranate, 1993

Marx, Groucho (1890-1977)

U.S. Comedian

Although often remembered as the quipping leader of
the team of brothers who starred in anarchic film
comedies of the 1930s and 1940s, Groucho Marx
reached a far larger audience through his solo televi-
sion career. As the comic quizmaster of the long-
running You Bet Your Life, Marx became an icon of
1950s television, maintaining a weekly presence in the
Nielsen top ten for most of the decade.

The familiar Groucho persona served as a comedic
anchor for the popular quiz-show format when the 60-
year-old Marx made the transition to television in 1950.
Groucho replaced his trademark greasepaint mustache

with a real one, but his attributes were otherwise un-
changed. The show simply let Groucho be Groucho. He
unleashed his freewheeling verbal wit in repartee with
contestants, scattered good-natured insults at his will-
ing participants, and lived up to his billing as “TV’s
King Leer” by greeting female guests with his charac-
teristic raised eyebrows and waggling cigar. Groucho's
personality and gift for gab drove the program, with the
quiz playing only a minor role. So immediate was his
success in the medium that Groucho received an Emmy
as Outstanding Television Personality of 1950 and was
on the cover of Time a year later.

1427




Marx, Groucho

Groucho Marx.
Courtesy of the Everett Collection

Groucho’s move to TV was not surprising, but the
magnitude of his success was. Like many of early tele-
vision’s “vaudeo” stars, he was a show business vet-
eran with roots in vaudeville and an established
presence on national radio. However, his radio career
had been erratic. He lacked a successful show of his
own until program packager John Guedel brought You
Bet Your Life to ABC Radio in 1947. Guedel modeled
the show on his other popular series, People Are Funny
and House Party, which featured host Art Linkletter
interacting with audiences. The format showcased
Groucho’s talents well. He gained a large listenership
and moved to the more powerful Columbia Broadcast-
ing System (CBS) after two seasons. Like other radio
hits, You Bet Your Life moved into television.

A pilot was made at CBS with Groucho simply
filmed performing one of his radio episodes. A bidding
war for Groucho’s services ensued (the star later wrote
that he chose the National Broadcasting Company
[NBC] over CBS because CBS’s William Paley dis-
pleased him by trying to appeal to their Jewish solidar-
ity). You Bet Your Life remained a staple of NBC’s
Thursday night TV lineup for 11 seasons and played
on the network’s radio stations each Wednesday until
1957. Television episodes were different editions of
performances aired on radio the previous evening.
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The show’s idiosyncratic production methods had as
much to do with the nature of Groucho’s performance
style as they did with the logistics of working in two
media simultaneously. Both the radio and the televi-
sion version of The Groucho Show (as it was retitled in
its final season) were somewhat pioneering in that they
were recorded and edited for later broadcast. Visually,
the TV edition was quite static, using a single set:
Groucho sitting on a stool chatting with contestants. A
multicamera system used two cameras to film the in-
terviews from each of four angles, including a slave
camera on Groucho. The look was simple, but the
setup allowed the producers to edit and sharpen Grou-
cho’s performances. He could venture into risqué ban-
ter, knowing that anything too blue for broadcast could
be cut. Dull bits of his unrehearsed, hour-long inter-
views were deleted, leaving only the comic highlights
for the 30-minute telecasts.

Putting the program on film (and paying a star’s
salary) gave You Bet Your Life a higher production cost
than other game shows. The investment was returned,
however, by both high ratings and the ability to repeat
episodes. During the 13-week summer hiatus, NBC
aired The Best of Groucho, helping to innovate the pro-
gramming convention of the rerun. When production
ceased in 1961, The Best of telefilms also went straight
into daily syndication for several years.

Throughout its run, You Bet Your Life’s formula re-
mained unchanged. Announcer and straight man
George Fenneman began, “Here he is: the one, the
only...,” prompting the studio audience to shout
“Groucho!” The quizmaster previewed the week’s “se-
cret woid,” and a wooden duck (in Groucho guise) de-
scended with $100 whenever the word was spoken.
Male and female contestants were paired up to talk
with Groucho, who often played matchmaker. The
show recruited entertaining, oddball contestants as
well as celebrities. Many performed vaudeville-style
numbers, making You Bet Your Life as much a variety
show as a talk or quiz program. After each interview,
Groucho posed trivia questions. Winners received
modest amounts of money, while losers received a
consolation prize for answering a variation of Grou-
cho’s famous query, “Who’s buried in Grant’s Tomb?”

The routine thrived because of Groucho’s rapport
with guests. He was a living encyclopedia of showbiz
patter, gags, and lyrics and possessed a genuine gift for
witty ad libs. Yet his material was more scripted than it
appeared. A staff of writers provided teleprompted
jokes. Working off these, Groucho maintained a palpa-
ble spontaneity, never meeting with the screened con-
testants before the show.

While You Bet Your Life was Groucho’s greatest
contribution to television, he was a popular TV racon-
teur until the latter years of his life. After a short-lived




series revival on CBS (Tell It to Groucho) and appear-
ances on British TV in the early 1960s, he hosted vari-
ety programs, did cameos, and sat in on panel shows.
However, he found his most comfortable niche as a
talk show personality with an intellectual edge. His
acerbic manner fit well with fringe late-night program-
ming, such as Les Crane’s controversial talk show (on
its 1964 premiere Groucho served as a metacritic to
political dialogue among William F. Buckley, John
Lindsay, and Max Lerner). Of more lasting impor-
tance, Groucho served as an interim host for The
Tonight Show when Jack Paar stepped down, and he
introduced Johnny Carson when he debuted as host.
Groucho also developed a famous friendship with
Tonight Show writers Dick Cavett and Woody Allen,
thereby influencing a new generation of TV and film
comedians.

In the 1970s, Groucho’s celebrity was revived by a
surprisingly successful resyndication of You Ber Your
Life (though later imitations of it by Buddy Hackett
and Bill Cosby flopped). Books, films, and records by
and about Groucho also sold well. His popularity ex-
tended to both those nostalgic for a past era and those
who made his antiauthority comedy style part of the
younger counterculture.

This contradiction was appropriate for the per-
former who was simultaneously an insightful intellec-
tual critic and a pop icon. Groucho is attributed with a
memorable put-down of television: “I find television
very educational. The minute somebody turns it on, I
go into the library and read a good book.” Yet, in true
contrarian fashion, when promoting his own show’s
premiere, he added a seldom-quoted rejoinder : “Now
that I'm a part of television, or ‘TV’ as we say out here
on the Coast, | don’t mean a word of it.”

DAN STREIBLE

Groucho Marx. Born Julius Henry Marx in New York
City, October 2, 1890. Married: 1) Ruth Johnson, 1922
(divorced, 1942); children: Miriam and Arthur; 2)
Catherine Gorcey, 1945 (divorced, 1950); child:
Melinda; 3) Eden Hartford, 1953 (divorced, 1969).
With brothers Chico, Harpo, and Zeppo, formed com-
edy team, the Marx Brothers, successful in film come-
dies; served as host for radio and television game show
You Bet Your Life. Recipient: Emmy Award, 1950.
Died in Los Angeles, California, August 19, 1977.

Television Series

1950-61 You Bet Your Life (The Groucho Show)
1962 Tell It to Groucho
Films

The Cocoanuts, 1929; Animal Crackers, 1930; Mon-
key Business, 1931; Horsefeathers, 1932; Duck

Marx, Groucho

Soup, 1933; A Night at the Opera, 1935; A Day at
the Races, 1937, The King and the Chorus Girl,
1937; Room Service, 1938; At the Circus, 1939; Go
West, 1940; The Big Store, 1941; A Night in
Casablanca, 1946; Copacabana, 1947; Mr. Music,
1950; Love Happy, 1950; Double Dynamite, 1951,
A Girl in Every Port, 1952; Will Success Spoil Rock
Hunter?, 1957; The Story of Mankind, 1957 Ski-
doo, 1968.

Radio
You Bet Your Life, 1947-57.

Stage
Minnie’s Boys (co-author), 1970.

Publications

Beds, 1930

Many Happy Returns: An Unofficial Guide to Your
Income-Tax Problems, 1942

Time for Elizabeth: A Comedy in Three Acts, with
Norman Krasna, 1949

Groucho and Me, 1959

Memoirs of a Mangy Lover, 1963

The Groucho Letters, 1967

The Marx Bros. Scrapbook, with Richard J. Anobile,
1973

The Groucho Phile: An lllustrated Life, 1976

The Secret Word Is Groucho, with Hector Arce, 1976

Love, Groucho: Letters from Groucho Marx to His
Daughter Miriam, edited by Miriam Marx Allen,
1992

Further Reading

Arce, Hector, Groucho, New York: Putnam, 1979

Chandler, Charlotte, Hello, I Must Be Going: Groucho and His
Friends, Garden City, New York: Doubleday, 1978

Gehring, Wes D., Groucho and W.C. Fields: Huckster Comedi-
ans, Jackson: University Press of Mississippi, 1994

Groucho, London: Gollancz, 1954

Kanfer, Stefan, editor, The Essential Groucho: Writings by, for,
and about Groucho Marx, New York: Vintage, 2000

Marx, Arthur, Son of Groucho, New York: D. McKay, 1972

Marx, Arthur, My Life with Groucho: A Son’s Eye View, Lon-
don: Robson, 1988

Marx, Arthur, Arthur Marx’s Groucho: A Photographic Jour-
ney, Pomona, California: Phoenix Marketing Services, 2001

Marx, Arthur, and Robert Fisher, Groucho: A Life in Revue,
New York: S. French, 1988

National Broadcasting Company, Educational Television and
Groucho Marx, New York: NBC, 1957

Oursler, Fulton, “My Dinner with Groucho: It Came with Japes
and Tears, Everything but the Duck,” Esquire (June 1989)

Stoliar, Steve, Raised Eyebrows: My Years Inside Groucho's
House, Los Angeles, California: General Publishing Group,
1996

Tyson, Peter, Groucho Marx, New York: Chelsea House, 1995
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Mary Tyler Moore Show, The

Mary Tyler Moore Show, The

U.S. Situation Comedy

The Mary Tvler Moore Show premiered on the
Columbia Broadcasting System (CBS) in September
1970 and during its seven-year run became one of the
most-acclaimed television programs ever produced.
The program represented a significant change in the
situation comedy, quickly distinguishing itself from
typical plot-driven storylines filled with narrative pre-
dictability and unchanging characters. As created by
the team of James Brooks and Allan Burns, The Mary
Tyler Moore Show presented the audience with fully
realized characters who evolved and became more
complex throughout their life on the show. Storylines
were character based, and the ensemble cast used this
approach to develop relationships that changed over
time.

The program starred Mary Tyler Moore, who had
previously achieved success as Laura Petrie on The
Dick Van Dyke Show. As Mary Richards, a single
woman in her 30s, Moore presented a character differ-
ent from other single TV women of the time. She was
not widowed or divorced or seeking a man to support
her. Rather, the character had just emerged from a live-
in situation with a man whom she had helped through
medical school. He left her on receiving his degree,
and she relocated to Minneapolis, Minnesota, deter-
mined to “make it on her own.” This now common
concept was rarely depicted on television in the early
1970s despite some visible successes of the women’s
movement.

Mary Richards found a job in the newsroom of fic-
tional television station WIM, the lowest-rated station
in its market, and there she began her life as an inde-
pendent woman. She found a “family” among her co-
workers and her neighbors. Among her at-work friends
were Lou Grant (Ed Asner), the crusty news director;
Murray Slaughter (Gavin MacLeod), the cynical news
writer; Ted Baxter (Ted Knight), the supercilious an-
chorman; and, later, Sue Ann Nivens (Betty White),
the man-hungry “Happy Homemaker.” Sharing her
apartment house were Rhoda Morgenstern (Valerie
Harper), Mary’s best friend, and Phyllis Lindstrom
(Cloris Leachman), their shallow landlady. This en-
semble pushed the situation comedy genre in new di-
rections and provided the show with a fresh feel and
look.
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The “workplace family,” while not new to television
sitcoms (Our Miss Brooks and The Gale Storm Show
were among earlier incarnations of this subgenre), was
redefined in The Mary Tyler Moore Show. Here were
characters easily defined by traditional familial quali-
ties—Lou as the father figure, Ted as the problem
child, Rhoda as the family confidante, and Mary as the
mother/daughter around whom the entire situation re-
volved. But the special nature of these relationships
gave the show its depth and humor. Never static, each
character changed in ways previously unseen in the
genre. One of the best examples occurred when Lou
divorced his wife of many years. His adjustment to the
transition from married to divorced middle-aged man
provided rich comic moments but also allowed view-
ers to see new depths in the character, glimpse behind
the gruff facade into Lou’s vulnerability, and grow
closer to him. This type of evolution occurred with all
the cast members, providing writers with constantly
shifting perspective on the characters. From those per-
spectives, new storylines could be developed, and
these fresh approaches helped renew a genre grown
weary with repetition and familiar techniques.

Similarly, the program set the standard for a new
subgenre of situation comedy: the working-woman sit-
com. Beginning as a determined but uncertain inde-
pendent woman, Mary Richards came to represent
what has since become a convention in this type of
comedy. Unattached and not reliant on a man, Mary
never rejected men as romantic objects or denied her
hopes to one day be married. Unlike Rhoda, however,
Mary did not define her life through her search for
“Mr. Right.” Rather, she dated several men and even
spent the night with a few of them (another new devel-
opment in TV sitcoms). Working-woman sitcoms
since, including Kate and Allie and Murphy Brown,
owe a debt to Mary Richards.

The program became an anchor of CBS’s Saturday
night schedule and, along with All in the Family,
M*A*S*H, The Bob Newhart Show, and The Carol
Burnett Show, was part of one of the strongest nights of
programming ever presented by a network. From
September 1970 until its final airing in September
1977, The Mary Tyler Moore Show was usually among
the top 20 shows. It garnered three Emmy Awards as




The Mary Tvler Moore Shc

Outstanding Comedy Series (in 1975, 1976, and
1977). Moore, Asner. Harper, Knight, and White all
won Emmys for their performances, and the show’s
writing and directing were similarly honored several
times.

The show was the first from MTM Productions, the
company formed by Moore and her then husband,
Grant Tinker. MTM went on to produce an impressive
list of landmark situation comedies and dramas, in-
cluding The Bob Newhart Show, Newhart, The White
Shadow, Hill Street Blues, Si. Elsewhere, and L.A. Law.
The characters from The Mary Tyler Moore Show pro-
vided the focus for several successful spin-offs in the
1970s: Rhoda, Phyllis, and Lou Grant. The latter was
significant in that it represented the successful continu-
ation and transformation of a character across genre
lines. In the new show, Asner played Grant as a news-

Mary Tyler Moore Show, The

Mary Tyler Moore, Gavin MacLeod, Ed Asner, Ted Knight, Betty
White. Georgia Engel, 1970-77
Courresy of the Evererr Collection

paper editor in a serious, hour-long, issue-oriented
drama. MTM Productions developed a reputation, be-
gun in The Mary Tvler Moore Show, for creating what
became known as “quality television,” television read-
ily identifiable by its textured, humane, and contempo-
rary themes and characters.

Traits of The Mary Tvier Moore Show have become
standard elements of many situation comedies since its
airing. Because numerous writers and directors
worked at MTM (and on The Mary Tyler Moore Show
in particular) and then moved on to develop their own
productions, the program’s influence is notable in sit-
coms such as Taxi, Cheers, and Night Court.

The Mary Tyler Moore Show was also one of the
first sitcoms to bring closure to its story. In its last
episode in 1977, the entire WIM news staff, with the
exception of the very expendable Ted Baxter, was
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fired. Mary’s neighbors Rhoda and Phyllis had de-
parted previously for their own programs. Now the rest
of her “family” was being broken up. Ironically, televi-
sion brought them together, and now the vagaries of
television were separating them—in the “real” world
as well as in their own fictional context. In the final
moments, Mary, Lou, Murray, Ted, Ted’s wife Geor-
gette, and Sue Ann mass together in a teary group hug
and exit. Then Mary turns out the lights in the news-
room for the last time. It was a fitting conclusion to a
program that had become very comfortable and very
real in ways few other programs ever had.

GEOFFREY HAMMILL

See also Asner, Ed; Brooks, James L.; Burns, Al-
lan; Comedy, Domestic Settings; Comedy, Work-
place; Family on Television; Gender and
Television; Lou Grant; Moore, Mary Tyler; Tinker,
Grant; Workplace Programs

Cast
Mary Richards Mary Tyler
Moore
Lou Grant Edward Asner
Ted Baxter Ted Knight
Murray Slaughter Gavin
MacLeod
Rhoda Morgenstern (1970-74) Valerie Harper
Phyllis Lindstrom (1970-75) Cloris
Leachman
Bess Lindstrom (1970-74) Lisa Gerritsen
Gordon (Gordy) Howard
(1970-73) John Amos
Georgette Franklin Baxter
(1973-77) Georgia Engel

Sue Ann Nivens (1973-77)
Marie Slaughter (1971-77)
Edie Grant (1973-74)
David Baxter (1976-77)

Betty White
Joyce Bulifant
Priscilla Morrill
Robbie Rist

Producers
James L. Brooks, Alan Burns, Stan Daniels, Ed Wein-
berger

Programming History

168 episodes

CBS

September 1970-December 1971 Saturday
9:30-10:00

December 1971-September 1972 Saturday
8:30-9:00

September 1972-October 1976 Saturday
9:00-9:30

November 1976-September 1977 Saturday
8:00-8:30

Further Reading

Alley, Robert S., and Irby B. Brown, Love Is All Around: The
Making of The Mary Tyler Moore Show, New York: Delta,
1989

Bathrick, Serifina, “The Mary Tyler Moore Show: Women at
Home and at Work,” in MTM: “Quality Television,” edited
by Jane Feuer, Paul Kerr, and Tise Vahimagi, London:
British Film Institute, 1984

Dow, Bonnie, “Hegemony, Feminist Criticism, and The Mary
Tyler Moore Show,” Critical Studies in Mass Communica-
tion (September 1990)

Rabinovitz, Lauren, “Sitcoms and Single Moms: Representa-
tions of Feminism on American TV,” Cinema Journal (Fall
1989)

M*A*S*H

U.S. Comedy

M*A*S*H, based on the 1970 movie of the same name
directed by Robert Altman, aired on the Columbia
Broadcasting System (CBS) from 1972 to 1983 and
has become one of the most-celebrated television se-
ries in the history of the television medium. During its
initial season, however, M*A*S*H was in danger of
being canceled because of low ratings. The show
reached the top-ten program list the following year and
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never fell out of the top-20 rated programs during the
remainder of its run. The final episode of M*A*S*H
was a two-and-a-half-hour special that attracted the
largest audience to ever view a single television pro-
gram episode.

In many ways, the series set the standard for some
of the best programming to appear later. The show
used multiple plotlines in half-hour episodes, usually




M*A*S*H, Larry Linville, Loretta Swit, Alan Alda, McLean
Stevenson, Wayne Rogers, William Christopher, Gary
Burghoff, Jamie Farr, 1972-83.

©20th Century Fox/Courtesy of the Everett Collection

with at least one story in the comedic vein and another
dramatic. Some later versions of this form—for exam-
ple, Hooperman (American Broadcasting Company
[ABC], 1987-89) and The Days and Nights of Molly
Dodd (National Broadcasting Company [NBC],
1987-89)—would be known as the “dramedy,” half-
hour programs incorporating elements of both comedy
and drama. Other comedies would forgo the more seri-
ous aspects of M*A*S*H but maintain its focus on
character and motive, whereas some dramatic pro-
gramming, such as St. Elsewhere and Moonlighting,
would draw on the mixture of elements to distinguish
themselves from more conventional television.
M*A*S*H was set in South Korea, near Seoul, dur-
ing the Korean War. The series focused on the group of
doctors and nurses whose job was to heal the wounded
who arrived at this “Mobile Army Surgical Hospital”
by helicopter, ambulance, or bus. The hospital com-
pound was isolated from the rest of the world. One
road ran through the camp; a mountain blocked one
perimeter and a minefield the other. Here the wounded
were patched up and sent home—or back to the front.
Here, too, the loyal audience came to know and re-
spond to an exceptional ensemble cast of characters.
The original cast assumed roles created in Altman’s
movie. The protagonists were Dr. Benjamin Franklin
“Hawkeye” Pierce (Alan Alda) and Dr. “Trapper” John
Mcintyre (Wayne Rogers). Pierce and MclIntyre were
excellent surgeons who preferred to chase female
nurses and drink homemade gin to operating and who
had little, if any, use for military discipline or author-
ity. As a result, they often ran afoul of two other medi-
cal officers, staunch military types, Dr. Frank Burns
(Larry Linville) and senior nurse Lieutenant Margaret
“Hot Lips” Houlihan (Loretta Swit). The camp com-

M*A*S*H

mander, Lieutenant Colonel Henry Blake (McLean
Stevenson), was a genial bumbler whose energies were
often directed toward preventing Burns and Houlihan
from court-martialing Pierce and Mcintyre. The camp
was actually run by Corporal Walter “Radar” O’Reilly
(Gary Burghoff), the company clerk who could sponta-
neously finish Blake’s sentences and hear incoming
helicopters before they were audible to other human
ears. Other regulars were Corporal Max Klinger
(Jamie Farr), who, in the early seasons, usually dressed
in women’s clothing in an ongoing attempt to secure a
medical (mental) discharge, and Father Francis Mulc-
ahy (William Christopher), the kindly camp priest who
looked out for an orphanage.

In the course of its 11 years, the series experienced
many cast changes. Trapper John McIntyre was “dis-
charged” after the 1974-75 season because of a con-
tract dispute between the producers and Rogers. He
was replaced by Dr. B.J. Hunnicutt (Mike Farrell), a
clean-cut family man quite different from Mclintyre’s
lecherous doctor. Frank Burns was given a psychiatric
discharge in the beginning of the 1977-78 season and
was replaced by Dr. Charles Emerson Winchester
(David Ogden Stiers), a Boston blueblood who dis-
dained the condition of the camp and tent mates Pierce
and Hunnicutt. O’Reilly’s departure at the beginning
of the 1979-80 season was explained by the death of
his fictional uncle, and Klinger took over the company
clerk position.

Perhaps the most significant change for the group
occurred with the leave-taking of Henry Blake. His
exit was written into the series in tragic fashion. As his
plane was flying home over the Sea of Japan, it was
shot down and the character killed. Despite the “real-
ism” of this narrative development, public sentiment
toward the event was so negative that the producers
promised never to have another character depart the
same way. Colonel Sherman Potter (Harry Morgan), a
doctor with a regular-army experience in the cavalry,
replaced Blake as camp commander and became both
more complex and more involved with the other char-
acters than Blake had been.

Although set in Korea, both the movie and the series
M*A*S*H were initially developed as critiques of the
Vietnam War. As that war dragged toward conclusion,
however, the series focused more on characters than
situations—a major development for situation comedy.
Characters were given room to learn from their mis-
takes, to adapt, and change. Houlihan became less the
rigid military nurse and more a friend to both her sub-
ordinates and the doctors. Hawkeye changed from a
gin-guzzling skirt chaser to a more “enlightened” male
who cared about women and their issues, a reflection
of Alda himself. Radar outgrew his youthful inno-
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cence, and Klinger gave up his skirts and wedding
dresses to assume more authority. This focus on char-
acter rather than character type set M*A*S*H apart
from other comedies of the day, and the style of the
show departed from the norm in many other ways as
well in terms of both its style and its mode of produc-
tion.

While most other contemporary sitcoms took place
indoors and were produced largely on videotape in
front of a live audience, M*A*S*H was shot entirely
on film on location in southern California. Qutdoor
shooting at times presented problems. While shooting
the final episode, for example, forest fires destroyed
the set. causing a delay in filming. The series also
made innovative uses of the laugh track. In early sea-
sons, the laugh track was employed during the entire
episode. As the series developed. the laugh track was
removed from scenes set in the operating room. In a
few episodes, the laugh track was removed entirely,
another departure from sitcom conventions.

The most striking technical aspect of the series is
found in its aggressively cinematic visual style. In-
stead of relying on straight cuts and short takes,
episodes often used long shots, with people and vehi-
cles moving between the characters and the camera.
Tracking shots moved with action and changed direc-
tion when the story was “handed off” from one group
of characters to another. These and other camera
movements, wedded to complex editing techniques,
enabled the series to explore character psychology in
powerful ways and to assert the preeminence of the en-
semble over any single individual. In this way,
M*A*S*H seemed to be asserting the central fact of
war, that individual human beings are caught in the
tangled mesh of other lives and must struggle to retain
some sense of humanity and compassion. This ap-
proach was grounded in Altman’s film style and en-
abled M*A*S*H to manipulate its multiple storylines
and its mixture of comedy and drama with techniques
that matched the complex, absurd tragedy of war itself.

M*A*S*H was one of the most innovative sitcoms
of the 1970s and 1980s. Its stylistic flair and narrative
mix drew critical acclaim, while the solid writing and
vitally drawn characters helped the series maintain
high ratings. The show also made stars of it perform-
ers—none more so than Alda, who went on to a suc-
cessful career in film. The popularity of M*A*S*H was
quite evident in the 1978-79 season. CBS aired new
episodes during prime time on Monday and pro-
grammed reruns of the series in the daytime and on
Thursday late night, giving the show a remarkable
seven appearances on a single network in a five-day
period. The series produced one unsuccessful spin-off,
After M*A*S*H, which aired from 1983 to 1984. The
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true popularity of M*A*S*H can still be seen, for the
series is one of the most widely syndicated series
throughout the world. Despite the historical setting,
the characters and issues in this series remain fresh,
funny, and compelling in ways that continue to stand

as excellent television.

JEFF SHIRES

See also Alda, Alan; Gelbart, Larry; Vietnam on

Television; War on Television

Cast

Capt. Benjamin Franklin Pierce
(Hawkeye)

Capt. John Mclntyre
(Trapper John) (1972-75)

Lt. (later Major) Margaret
Houlihan (Hot Lips)

Maj. Frank Burns (1972-77)

Cpl. Walter O'Reilly (Radar)
(1972-79)

Lt. Col. Henry Blake (1972-75)

Father John Mulcahy (pilot only)
Father Francis Mulcahy

Dr. Sydney Friedman

Cpl. Maxwell Klinger (1973-83)

Col. Sherman Potter (1975-83)

Capt. B.J. Hunnicutt (1975-83)

Maj. Charles Emerson
Winchester (1977-83)

Lt. Maggie Dish (1972)
Spearchucker Jones (1972)
Ho-John (1972)

Ugly John (1972-73)

Lt. Leslie Scorch (1972-73)

Gen. Brandon Clayton (1972-73)
Lt. Ginger Ballis (1972-74)

Nurse Margie Cutler (1972-73)
Nurse Louise Anderson (1973)

Lt. Nancy Griffin (1973)
Various Nurses (1973-77)
Gen. Mitchell (1973-74)
Nurse Kellye (1974-83)
Various Nurses (1974-78)
Various Nurses (1976-83)
Igor (1976-83)

Nurse Bigelow (1977-79)

Alan Alda
Wayne Rogers

Loretta Swit
Larry Linville

Gary Burghoff
McLean
Stevenson
George Morgan
William
Christopher
Alan Arbus
Jamie Farr
Harry Morgan
Mike Farrell

David Ogden
Stiers
Karen Philipp
Timothy Brown
Patrick Adiarte
John Orchard
Linda
Meiklejohn
Herb Voland
Odessa
Cleveland
Marcia
Strassman
Kelly Jean
Peters
Lynette Mettey
Bobbie Mitchell
Robert F. Simon
Kellye Nakahara
Patricia Stevens
Judy Farrell
Jeff Maxwell
Enid Kent



Sgt. Zale (1977-79) Johnny Haymer
Various Nurses (1978-83) Jan Jordan
Various Nurses (1979-83) Gwen Farrell

Various Nurses (1979-81)
Various Nurses (1979-80)

Connie lzay
Jennifer Davis

Various Nurses (1980-83) Shari Sabo

Sgt. Luther Rizzo (1981-83) G.W. Bailey

Roy (1981-83) Roy Goldman

Soon-Lee (1983) Rosalind Chao

Various Nurses (1981-83) Joann Thompson

Various Nurses (1992-83) Deborah
Harmon

Producers

Larry Gelbart, Gene Reynolds, Burt Metcalf, John
Rappaport, Allan Katz, Don Reo, Jim Mulligan,
Thad Mumford, Dan Wilcox, Dennis Koenig

Programming History
251 episodes
CBS

September 1972-September 1973  Sunday
8:00-8:30
September 1973-September 1974  Saturday
8:30-9:00
September 1974-September 1975  Tuesday
8:30-9:00
September 1975-November 1975  Friday
8:30-9:00
December 1975-January 1978 Tuesday
9:00-9:30
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January 1978-September 1983 Monday

9:00-9:30
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Mass Communication

The term “mass communication” is used in a variety of
ways that, despite the potential for confusion, are usu-
ally clear from the context. These include (1) reference
to the activities of the mass media as a group, (2) the
use of criteria of “massiveness” to distinguish among
media and their activities, and (3) the construction of
questions about communication as applied to the activ-
ities of the mass media. Significantly, only the third of
these uses does not take the actual process of commu-
nication for granted.

“Mass communication” is often used loosely to re-
fer to the distribution of entertainment, arts, informa-
tion, and messages by television, radio, newspapers,
magazines, movies, recorded music, the Internet, and
associated media. This general application is appropri-
ate only as designating the most common features of
such otherwise disparate phenomena as broadcast tele-
vision, cable, video playback, theater projection,
recorded song, radio talk, advertising, and the front
page, editorial page, sports section, and comics page of
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the newspaper. In this usage, “mass communication”
refers to the activities of the media as a whole and fails
to distinguish among specific media, modes of com-
munication, genres of text or artifact, production or re-
ception situations, or any questions concerning actual
communication. The only analytic purpose served is to
distinguish mass communication from interpersonal,
small-group, and other face-to-face communication
situations.

Various criteria of massiveness can also be brought
to bear in analyses of media and mass communication
situations. These criteria may include size and differ-
entiation of audience, anonymity, simultaneity, and the
nature of influences among audience members and be-
tween the audience and the media.

Live television spectaculars of recent decades may
be the epitome of mass communication. These include
such serious events as the funerals of John Fitzgerald
Kennedy, Martin Luther King Jr., or Princess Diana
and entertainment spectaculars such as the Olympic
Games, the Super Bowl, and the Academy Awards.
These transmissions are distributed simultaneously
and regardless of individual or group differences to au-
diences numbering in several tens or even a few hun-
dreds of millions. Outside their own local groups,
members of these audiences know nothing of each
other. They have no real opportunities to influence the
television representation of the events or the interpre-
tation of those representations by other audience mem-
bers.

By contrast, the audience for most cable television
channels is much smaller and more differentiated from
other audience groups. The audience for newspapers,
magazines, and movies is less simultaneous, as well as
smaller and more differentiated, and holds out the po-
tential for a flow of local influences as people talk
about articles and recommend movies. The audience
for Internet web pages and downloadable files may be
so thoroughly distributed in time and space that there
is never more than one audience member at a time. Yet
the audience members for streaming files of Internet
radio or TV may be having experiences very similar to
broadcast radio or TV audiences, even if there are
fewer of them, more widely dispersed. When televi-
sion shows prompt viewers to check their web pages,
these programs are trying to steer the audience in a
way that would reduce its unpredictability and hence
one aspect of its massiveness. Compared to a letter,
phone call, conversation, group discussion, or public
lecture, all these media produce communication im-
mensely more massive on every criteria.

All the criteria used in defining mass communica-
tion are potentially confused when one is engaged in a
specific research project or critical examination. The
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most confounding problem is encountered when deter-
mining the level of analysis. Should the concern be
with a single communication event or with multiple
events but a single communication channel? Should
the focus be on multiple channels but a single
medium? Does the central question concern a moment
in time or an era, a community, a nation, or the world?

Radio provides an excellent example of the impor-
tance of these choices. Before television, network ra-
dio was the epitome of mass communication; it was
national, live, and available and listened to every-
where. Today it is difficult to think of radio this way
because the industry no longer works in the same man-
ner. Commercial radio stations depend on local and re-
gional sources of advertising income. Essentially, all
radio stations are programmed to attract a special seg-
ment of a local or regional audience, and even when
programming national entertainment materials, such as
popular songs, stations emphasize local events, per-
sonalities, weather, news, and traffic in their broadcast
talk. Radio is an industry characterized by specialized
channels, each attracting relatively small, relatively
differentiated audiences. However, the average home
in the United States has five and half radios, more than
twice the number of televisions. Cumulatively, the
U.S. audience for radio is just as big, undifferentiated,
and anonymous as that for television, and because ra-
dio is normally live and television is not, the reception
of radio communication is more simultaneous than
that of television. Is radio today, then, a purveyor of
mass communication? It depends on whether the con-
cern is with the industry as a whole or with the pro-
gramming and audience of a particular station.

Most uses of the term *“mass communication” fall
into one of these first two categories, either to refer to
the activities of the mass media as a whole or to refer
to the massiveness of certain kinds of communication.
Both uses have in common that they take issues of
communication for granted and instead place emphasis
on size, on the massiveness of the distribution system
and the audience. Attention is given to what are called
the “mass media” because they are the institutional and
technological systems capable of producing mass au-
diences for mass-distributed “communications.” Com-
munication, then, ends up implicitly defined as merely
a kind of object (message, text, artifact) that is repro-
duced and transported by these media. For some pur-
poses, this may be exactly the right definition.
However, it diminishes our ability to treat communica-
tion as a social accomplishment, as something people
do, rather than as an object that gets moved from one
location to another. If communication is something
people do, then it may or may not be successful, may
or may not be healthy and happy. If communication




means “to share,” for example, rather than “to trans-
mit,” then what, if anything, of importance is shared
when people watch a television show?

Scholars of mass communication are often more in-
terested in communication as a social accomplishment
than they are in the media as mass-distribution sys-
tems. This interest is based on an intellectual indepen-
dence from existing habits of terminology and. most
important, independence from media institutions as
they exist. The term “mass,” however it may be de-
fined, is then treated as a qualification on the term
“communication,” however it may be defined. Such
intellectual exercises, of course, can work out in a
great variety of ways, but a few examples will suffice.

At one extreme, if “communication” is defined so
that interaction between parties is a necessary crite-
rion, as in “communication is symbolic interaction,”
and “mass” is defined as an aggregate of noninteract-
ing entities, then “mass communication” is an oxy-
moron and an impossibility. At the opposite extreme, if
the term *“mass communication” is defined as involv-
ing any symbolic behavior addressed “to whom it may
concern,” then choices of clothing, furniture, and ap-
pliance styles, body posture, gestures, and any other
publicly observable activity may well count as mass
communication. Both of these extremes may seem like
mere intellectual games, but they are important pre-
cisely because their intellectuality frees them of the
practical constraints under which we operate in other
realms. The contribution of such intellectual games is
precisely to stimulate new thinking. Perhaps pausing
to consider the idea that mass communication may be
an impossibility could help us understand some of the
paradoxes and incoherencies of contemporary Ameri-
can culture.

Consider a third example in which we use a model
of communication to evaluate industry practices. Defi-
nitions of “mass communication™ that take communi-
cation for granted and focus simply on the massiveness
of the medium are always in danger of implicitly
adopting, or certainly failing to question, the assumed
criteria of evaluation already used in industries. In
commercial television, as in any of the other commer-
cial media, what is assumed is that television is a busi-
ness. The conventions of the industry are to evaluate
things solely in business terms. Is this television show
good for business? Would increasing network news to
an hour be a good business decision? Would noncom-
mercial, educational programming for children be a
successful business venture? In such an environment,
it is an important intervention to point out that these in-
dustries are communicators as well as businesses. As
such, they can and should be held to communicative
standards. The public has a right to ask whether a tele-
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vision show is good for communication, whether an
hour of network news would be a successful form of
communication, and whether there is a communication
need for noncommercial, educational children’s pro-
gramming. As the terms of the questions shift, so, of
course, may the answers. Becoming aware of such
possibilities begins with being sensitive to the defini-
tions of such terms as “mass communication.”

ERIC ROTHENBUHLER

See also Advertising; Americanization; Audience
Research; Cable Networks; Market; Narrowcast-
ing; Political Processes and Television; Public In-
terest, Convenience, and Necessity; Satellite;
United States: Cable Television
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Mastermind
U.K. Quiz Show

Mastermind, a long-running quiz show of an unusually
challenging academic character, was first screened by
the British Broadcasting Corporation (BBC) in 1972
and defied all expectations to become staple peak-time
viewing over the next 25 years. Made for next to noth-
ing and generally filmed on location in a university set-
ting, no one guessed at the outset that the program
would break out of the cult niche to which it seemed
fated (give its initial late-night viewing time) and, in
short order, overtake even the long-established rival
University Challenge.

The structure of the quiz was relatively straightfor-
ward, with four “contenders” (rather than “contes-
tants”) being given two minutes to answer as many
questions as they could about a topic of their own
choosing. These specialist subjects varied from the rel-
atively conventional (“British moths,” “English cathe-
drals” or “the works of Dorothy L. Sayers”) to the
more esoteric (such as “old time music hall” or “the
Buddhist sage Niciren”). The general rule was that any
subject was admissible as long as it was of a broadly
academic nature and wide enough to provide scope for
a torrent of exacting questions. After the specialist
rounds, each of the four contenders were tested for a
further two minutes in a similar fast-paced round of
general knowledge questions, which seemed to get
more difficult as the round wore on. The series as a
whole was run on a knockout system, with highest
scorers (and highest-scoring losers) progressing to
later stages of the tournament. Winners were required
to choose different specialist subjects when reappear-
ing but were allowed to return to an earlier topic if they
managed to get as far as the grand final. The eventual
winner of the competition was presented with a special
cut-glass bowl to take home.

The challenge facing the contenders was vastly in-
tensified by the intimidating atmosphere that charac-
terized the program. As well as having to maintain
concentration in such daunting surroundings, partici-
pants were required to sit in an isolated pool of light in
an intimidating black leather chair at the total mercy of
the quizmaster. Audiences maintained complete si-
lence as each contender faced a barrage of questions
designed to reveal the depth (or lack thereof) of their
knowledge. Even the opening title music, a piece by
Neil Richardson titled “Approaching Menace,” was
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suitably threatening. The forbidding atmosphere of the
program, with its spotlighted victim seated in a dark-
ened room and exposed to intellectual torture, owed
much to its creator, BBC producer Bill Wright. Wright
had been a prisoner of war during World War II, and
his idea for the program came out of his experience of
interrogation by the German Gestapo, who had ac-
cused him of being a spy.

The presenter throughout the entire duration of the
program was the Icelandic-born Scottish journalist
Magnus Magnusson, who was already well known as a
broadcaster on a variety of cultural topics. His politely
sympathetic manner offered contenders some crumbs
of reassurance, but once the stopwatch started, there
was nowhere to retreat from his relentless inquisition.
On occasion, it all proved too much, and some partici-
pants caved in completely, barely registering ascore in
the face of such pressure—acutely embarrassing, but
certainly making for memorable television. One luck-
less participant in 1990 ended up with a record-low
score of just 12 points. Magnusson’s catchphrases
“I’ve started, so I'll finish” (a mantra recited whenever
the buzzer ending the round sounded in the middle of a
question) and the formulaic reply “Pass” mouthed by
participants when they did not know the answer were
readily absorbed into everyday language.

Though initially considered to be too high-brow for
peak-time audiences, the program escaped its late-
night slot through a happy accident. When a Galton
and Simpson comedy series called Casanova '73 was
removed from the schedule at short notice after BBC 1
Controller Bill Cotton Jr. and Director of Programs
Alasdair Milne found opening episodes of the latter
too offensive to be shown, Mastermind was put on in
its peak-time slot as a short-term emergency replace-
ment. The response was immediate, and the program’s
right to a permanent place in the peak-time schedule
was recognized. By 1974 Mastermind was topping the
ratings alongside The Generation Game. By 1978 it
was attracting audiences of 20 million.

Thus established, the program was henceforth run
on an annual basis (with the single exception of 1982,
when no contest was held). Despite the lack of big
cash prizes and the fearsome grilling they stood to
face, hundreds of people auditioned for the show each
season. They came from a wide range of backgrounds,




by no means all academic. Winners over the years
ranged from Sir David Hunt (1977), who was a former
ambassador to Brazil, to London taxi driver Fred
Housego (1980), who capitalized on his newfound
fame to appear in further quizzes and other programs,
and train driver Christopher Hughes (1983). All win-
ners automatically became members of the Master-
mind Club, which staged annual reunions and a quiz of
quizzes chaired by Magnusson himself. One excep-
tional Christmas show featured Magnusson himself in
the chair, going through the ordeal he had presided
over for so many years. Afterward, he freely admitted
how demanding it was to be a contender and how
much he admired those who had been through it before
him.

The series was finally deemed to have run out of
steam in 1997, after 25 years, and ended after a final
contest filmed at St. Magnus Cathedral in Orkney. As
well as all the usual spin-offs in the form of board
games, books, and so forth, the program’s legacy may
be detected in many subsequent shows, notably those
in which contenders are asked seriously challenging
questions in tense, hushed surroundings.

In November 2001, the black leather chair was
dusted off once more for a revived version of the show

Maude

to be screened on Discovery Channel, with Clive An-

derson inheriting the post of quizmaster.
In June 2003, Mastermind was brought back on the
air, showing on BBC 2 and hosted by John Humphrys.
DAVID PICKERING

See also Quiz and Game Shows; University Chal-
lenge
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Hosted by Magnus Magnusson
Discovery Channel

November 2001~

BBC 2

June 2003-
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Maude

U.S. Situation Comedy

Maude, the socially controversial, sometimes radical
sitcom featuring a strong female lead character played
by Bea Arthur, ran on the Columbia Broadcasting Sys-
tem (CBS) from 1972 to 1978. Like its predecessor All
in the Family, Maude was created by Norman Lear’s
Tandem Productions. Maude Findlay was first intro-
duced as Edith’s liberal, outspoken cousin from subur-
ban Tucahoe, New York, on an episode of All in the
Family in 1972 before spinning off later that year to
her own series set in upper-middle-class Tucahoe,
where she lived with her fourth husband, Walter Find-
lay, her divorced daughter Carol, and Carol’s young
son Phillip. The Findlays also went through three
housekeepers during the run of the series, the first of
whom, Florida Evans, left in 1974 to her own spin-off,
Good Times. These three shows, among others, com-
prised a cadre of 1970s Norman Lear urban sitcoms

that raised social and political issues and dealt with
them in a manner as yet unexplored in television sit-
coms. Maude enjoyed a spot in the top-ten Nielsen rat-
ings during its first four seasons despite being
subjected to day and/or time changes in the CBS
schedule that continued throughout the entire run of
the program.

Like many of Lear’s productions, Maude was a
character-centered sitcom. Maude Findlay was opin-
ionated like Archie Bunker, but her politics and class
position were completely different. Strong willed, in-
telligent, and articulate, the liberal progressive Maude
spoke out on issues raised less openly on Lear’s highly
successful All in the Family. While questions of race,
class, and gender politics reverberated throughout both
series, certain specific issues, such as menopause, birth
control, and abortion, were more openly confronted on
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Maude, Bea Arthur, 1972-78.
Courtesy of the Everett Collection

Maude. In a two-part episode that ran early in the se-
ries, the 47-year-old Maude finds out that she is preg-
nant and decides, with her husband Walter, that she
would have an abortion, which had just been made le-
gal in New York State. Part 2 of the double episode
also deals with men and birth control, as Walter con-
siders getting a vasectomy. Thousands of viewers
wrote letters in protest of the episode because of the
abortion issue. In other episodes, Maude gets a face-
lift; Walter’s business goes bankrupt, and he deals with
the resulting bout with depression; in yet another pro-
gram, Walter confronts his own alcoholism. The real-
ism of Maude, though conforming to the constraints of
the genre, made it one of the first sitcoms to create a
televisual space where highly charged, topical issues
and sometimes tragic contemporary situations could
be discussed.

Maude represented a change in television sitcoms
during the early 1970s. Many 1960s sitcoms reflected
the context and values of white middle America, where
gender and family roles were fixed and problems en-
countered in the program rarely reached beyond the
confines of nuclear family relationships. Despite varia-
tions on that theme in terms of alternative families
(Family Affair and My Three Sons) and an added su-
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pernatural element (Bewitched and I Dream of Jean-
nie), the context was middle to upper middle class,
mostly suburban, and white. However, cultural up-
heaval in the 1960s, the political climate of the early
1970s, shifting viewer demographics, and the matura-
tion of television itself were responsible for a depar-
ture from the usual fare. By the early 1970s, a growing
portion of the viewing audience, baby boomers, were
open to new kinds of television, having come of age
during the era of the civil rights movement, Vietnam
protests, and various forms of consciousness raising.
However, the changing tastes of the audience and the
social climate of the early 1970s cannot by themselves
account for the rise of socially conscious television
during this period. The sitcom had also matured, and
producers such as Norman Lear, familiar generally
with American humor and specifically with the rules of
television sitcom, decided to make television comedy
that was more socially aware. Like All in the Family,
Maude set out to explode the dominant values of the
white middle-class domestic sitcom, with its tradi-
tional gender roles and nonwhite stereotypes, by
openly engaging in debates where various political
points of view were embodied in the sitcom characters.
Such debates were the staple of Maude throughout
its six-year run. In an early episode, Maude hires
Florida Evans, a black woman, to be housekeeper.
Maude goes out of her way to prove her progressive at-
titude to Florida by insisting the housekeeper act as if
she is one of the family. Florida, along with Walter and
Carol, points out to Maude the foolishness of her ex-
treme behavior. In the end, Maude recognizes her un-
derlying condescension toward Florida, who, as witty
and outspoken as Maude, retains her dignity and de-
cides to remain as the Findlay housekeeper on her own
terms. The interaction between Maude and Florida in
this episode was a comment on the issues and attitudes
about race that stemmed from the civil rights efforts of
the 1960s. Maude’s attitudes and behavior were indica-
tive of white liberal politics during a time when race re-
lations in the United States were being reconfigured.
Another reconfiguration was taking place within the
arena of women’s rights. In one of the final episodes of
the show, Maude is given the opportunity to run for the
New York state senate, but Walter refuses to consider
the possibility. He offers Maude an ultimatum, and af-
ter mulling over her decision, she decides to let Walter
leave. This episode, like many others, reflected a femi-
nist sensibility emerging within the country and can be
viewed as a platform for discussions about the chang-
ing roles of women and the difficulties they encoun-
tered as they were faced with new challenges and more
choices. Maude’s character agonized over the conflict
between tradition and her own career aspirations.




The show’s ratings began to fall after its fourth season,
and by 1978, Bea Arthur announced that she would leave
the show. The end of Maude marked another shift in the
domestic sitcom, away from open political debate and
toward a renewal of the safer, more traditional family-
centered sitcoms of an earlier period in television history.

KATHERINE Fry

See also All in the Family; Arthur, Beatrice; Gen-
der and Television; Lear, Norman
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Bert Beasley (1975-77) J. Pat O’Malley
Victoria Butterfield (1977-78) Marlene
Warfield
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Norman Lear, Rod Parker, Bob Weiskopf, Bob
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Maverick

Programming History

142 episodes

CBS
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Maverick
U.S. Western

A subversive western with a dark sense of humor,
Maverick soared to sixth place in the Nielsen ratings
during its second season with a 30.4 share, and it won
an Emmy Award for Best Western Series in 1959. Pro-
duced by Warner Brothers (WB) and starring the then
relatively unknown James Garner as footloose frontier
gambler Bret Maverick, soon to be joined by Jack
Kelly as Bret’s brother Bart, this hour-long series fol-
lowed the duplicitous adventures and, more often, mis-

adventures of the Mavericks in their pursuit of money
and the easy life.

Starting out as a straight western drama (the first
three episodes, “The War of the Silver Kings,” “Point
Blank,” and “According to Hoyle,” were directed by
feature western auteur Budd Boetticher), the series
soon developed a comedy streak after writer Marion
Hargrove decided to liven up his script-writing work
by inserting the simple stage direction: “Maverick
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Maverick, James Garner, 1981-82.
Courtesy of the Everett Collection

looks at him with his beady little eyes.” Other
scriptwriters then followed suit. Garner, in particular,
and Kelly joined in with the less-than-sincere spirit of
the stories, and Maverick took a unique turn away
from the other, more formal and traditional WB-
produced westerns then on the air (Lawman, Colt .45,
Cheyenne, and Sugarfoor).

The series was created by producer Roy Huggins
and developed out of a story (co-written with Howard
Browne) in which Huggins tried to see how many TV
western rules he could get away with breaking; the
script, ironically, was filmed as an episode of the
“adult” Cheyenne series (“The Dark Rider”) and fea-
tured guest star Diane Brewster as a swindler and prac-
ticed cheat, a role she was later to take up as a
recurring character, gambler Samantha Crawford, dur-
ing the 1958-59 season of Maverick. “Maverick is
Cheyenne, a conventional western, turned inside out,”
said Huggins. “But with Maverick there was nothing
coincidental about the inversion.” The Maverick
brothers were not heroes in the traditional western
sense. They were devious, cowardly cardsharps who
exploited easy situations and quickly vanished when
faced with potentially violent ones. A popular part of
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their repertoire for evading difficult moments was the
collection of “Pappyisms” that corrupted their speech.
When all else failed, for example, they were likely to
quote their mentor’s excuse: “My old Pappy used to
say, ‘If you can’t fight "em, and they won’t let you join
’em, best get out of the county.’”

Following the success of Cheyenne on the American
Broadcasting Company (ABC) from its premiere in
1955, the network asked WB’s TV division to give
them another hour-long western program for their Sun-
day evening slot. Maverick premiered on September
22, 1957, and pretty soon won over the viewers from
the powerful opposition of the Columbia Broadcasting
System’s (CBS’s) The Ed Sullivan Show and the Na-
tional Broadcasting Company’s (NBC’s) The Steve
Allen Show, two programs that had been Sunday night
favorites from the mid-1950s. With Garner alone star-
ring in early episodes, WB found that it was taking
eight days to film a weekly show. They decided to in-
troduce another character, Bret’s brother, in order to
keep the production on schedule. This strategy resulted
in a weekly costarring series when Jack Kelly’s Bart
was introduced in the “Hostage” episode (November
10, 1957). With separate production units now work-
ing simultaneously, WB managed to supply a steady
stream of episodes featuring either Bret or Bart on al-
ternate weeks. Occasionally, both Maverick brothers
were seen in the same episode, usually when they
teamed up to help each other out of some difficult situ-
ation or to outwit even more treacherous characters
than themselves.

The series also reveled in colorful characters as well
as presenting wild parodies of other TV programs of
the period. During the early seasons, recurring guest
characters popped in and out of the plots to foil or as-
sist the brothers: Dandy Jim Buckley (played by Efrem
Zimbalist, Jr.), Gentleman Jack Darby (Richard Long),
Big Mike McComb (Leo Gordon), and Bret’s regular
antagonist, the artful conwoman Samantha Crawford
(Brewster). Among the more amusing episodes were
“Gun-Shy” (second season), a send-up of Gunsmoke
featuring a hick character called Mort Dooley; “A Cure
for Johnny Rain” (third season), spoofing Jack Webb’s
Dragnet with Gamer doing a deadpan Joe Friday
voice-over; “Hadley’s Hunters” (fourth season), which
had Bart enlist the help of Ty Hardin (Bronco), Will
Hutchins (Sugarfoot), Clint Walker (Cheyenne), and
John Russell and Peter Brown (Lawman)—all playing
their respective characters from the WB stable of west-
ern TV series (and with Edd “Kookie” Byrnes from
WB’s 77 Sunset Strip as a blacksmith); and “Three
Queens Full” (fifth season), a wicked parody of Bo-
nanza in which the Subrosa Ranch was run by Joe
Wheelwright and his three sons, Moose, Henry, and




Small Paul. In addition, two other episodes (“The
Wrecker” and “A State of Siege™) were loose adapta-
tions of Robert Louis Stevenson stories, albeit trans-
lated into the Maverick vein.

In 1960 actor James Garner and his WB studio
bosses clashed when Garner took out a lawsuit against
the studio for breach of contract arising out of his sus-
pension during the January—June writers’ strike of that
year. To justify its suspension of Garner, WB tried to
invoke the force majeure clause in Garner’s contract;
this clause dictated that if forces beyond the control of
the studio (i.e., the writers’ strike) prevented it from
making films, the studio did not have to continue pay-
ing actors’ salaries. It had been no secret at the time
that Garner had wanted to be released from his con-
tract (“Contracts are completely one-sided affairs. If
you click, [the studio] owns you,” he stated). Finally,
in December 1960, the judge decided in favor of Gar-
ner. During the course of the testimony, it was revealed
that during the strike WB had obtained—under the
table—something in the number of 100 TV scripts and
that at one time the studio had as many as 14 writers
working under the pseudonym of “W. Hermanos”
(Spanish for “brothers™).

Garner then went on to a successful feature film ca-
reer but returned to series television in the 1970s with
Nichols (1971-72) and the popular The Rockford Files
(1974-80). He appeared as a guest star along with Jack
Kelly in the 1978 TV movie/pilot The New Maverick,
which produced the short-lived Young Maverick
(1979-80) series, minus Garner; he also starred in the
title role of Brer Maverick (1981-82), which he copro-
duced with WB. A theatrical film version, Maverick,
was produced in 1994 with Mel Gibson starring as
Bret Maverick and Garner appearing as Bret's father;
Richard Donner directed the WB release.

As a replacement for Garner in the fourth season of
the original series, WB brought on board Roger
Moore, as cousin Beauregard, a Texas expatriate who
had lived in England (a WB contract player, Moore
had been transferred from another WB western series,
The Alaskans, which had run only one season from
1959). When Moore departed after just one season, an-
other Maverick brother, Robert Colbert’s Brent Maver-
ick, a slight Garner/Bret look-alike, was introduced in
the spring of 1961 to alternate adventures with Bart.
Colbert stayed only until the end of that season, leav-
ing the final (and longest-remaining) Maverick, Jack
Kelly, to ride out the last Maverick season (1961-62)
alone, except for some rerun episodes from early sea-
sons.

The series came to an end after 124 episodes, and
with it a small-screen western legend came to a close.
Perhaps the ultimate credit for Maverick should go to

Maverick

creator-producer Roy Huggins for the originality to
steer the series clear of the trite and the ordinary and
for not only trying something different but also execut-
ing it with a comic flair.

TISE VAHIMAGI
See also Garner, James; Huggins, Roy; Westerns

Cast

Bret Maverick (1957-60)

Bart Maverick

Samantha Crawford (1957-59)

Cousin Beauregard Maverick
(1960-61)

Brent Maverick (1961)

James Garner
Jack Kelly
Diane Brewster

Roger Moore
Robert Colbert

Producers
Roy Huggins, Coles Trapnell, William L. Stuart

Programming History

124 episodes

ABC

September 1957-April 1961
September 1961-July 1962

Sunday 7:30-8:30
Sunday 6:30-7:30
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Max Headroom

Max Headroom

U.S. Science Fiction Program

Max Headroom was one of the most innovative sci-
ence fiction series ever produced for American televi-
sion, an ambitious attempt to build on the cyberpunk
movement in science fiction literature. The character
of Max Headroom, the series’ unlikely cybernetic pro-
tagonist, was originally introduced in a 1984 British
television movie, produced by Peter Wagg and starring
Canadian actor Matt Frewer. The American Broadcast-
ing Company (ABC) brought the series to U.S. televi-
sion in March 1987, refilming the original movie as a
pilot but recasting most of the secondary roles. The
ABC series attracted critical acclaim and a cult follow-
ing but lasted for only 14 episodes. The anarchic and
irreverent Max went on to become an advertising
spokesman for Coca-Cola and to host his own talk
show on the Cinemax cable network.

The original British telefilm appeared just one year
after the publication of William Gibson’s Neuro-
mancer, the novel that brought public attention to the
cyberpunk movement and introduced the term “cy-
berspace” into the English language. Influenced by
films such as The Road Warrior and Bladerunner, the
cyberpunks adopted a taut, intense, and pulpy writing
style based on brisk yet detailed representations of a
near future populated by multinational corporations,
colorful youth gangs, and computer-hacker protago-
nists. Their most important theme was the total fusion
of human and machine intelligences. Writers such as
Gibson, Bruce Sterling, Rudy Rucker, and Pat Cadigan
developed a shared set of themes and images that were
freely adopted by Max Headroom.

Set “20 minutes in the future,” Max Headroom de-
picts a society of harsh class inequalities, where preda-
tors roam the street looking for unsuspecting citizens
who can be sold for parts to black-market “body
banks.” Max inhabits a world ruled by Zic-Zac and
other powerful corporations locked in a ruthless com-
petition for consumer dollars and television rating
points. In the opening episode, Network 22 dominates
the airwaves through its use of blipverts, which com-
press 30 seconds of commercial information into three
seconds. Blipverts can cause neural overstimulation
and (more rarely) spontaneous combustion in more se-
date viewers. Other episodes center around the high
crime of zipping (interrupting a network signal) and

neurostim (a cheap burger pack giveaway that hypno-
tizes people into irrational acts of consumption). We
encounter blanks, a subversive underground of have-
nots who have somehow dodged incorporation into the
massive data banks kept on individual citizens.

At the core of this dizzying and colorful world is
Edison Carter, an idealistic Network 24 reporter who
takes his portable minicam into the streets and the
boardrooms to expose corruption and consumer ex-
ploitation, which, in most episodes, lead him back to
the front offices of his own network. Edison’s path is
guided by Theora Jones, his computer operator, whose
hacker skills allow him to stay one step ahead of the
security systems—at least most of the time—and
Bryce Lynch, the amoral boy wonder and computer
wizard. Edison is aided in his adventures by Blank
Reg, the punked-out head of a pirate television opera-
tion, BigTime Television. Edison’s alter ego, Max
Headroom, is a cybernetic imprint of the reporter’s
memories and personality who comes to “life” within
computers, television programs, and other electronic
environments. There he becomes noted for his sputter-
ing speech style, his disrespect for authority, and his
penchant for profound non sequiturs.

Critics admired the series’ self-reflexivity, its will-
ingness to pose questions about television networks
and their often unethical and cynical exploitation of
the ratings game, and its parody of game shows, polit-

Max Headroom, Matt Frewer, 1987.
Courtesy of the Everett Collection




ical advertising, televangelism, news coverage, and
commercials. Influenced by Music Television (MTV),
the series’ quick-paced editing and intense visual style
were also viewed as innovative, creating a televisual
equivalent of the vivid and intense cyberpunk writing
style. This series’ self-conscious parody of television
conventions and its conception of a “society of specta-
cle” was considered emblematic of the “postmodern
condition,” making it a favorite of academic writers as
well. Their interest was only intensified by Max’s
move from science fiction to advertising and to talk
television, where this nonhuman celebrity (commod-
ity) traded barbed comments with other talk
show-made celebrities, such as Doctor Ruth, Robin
Leach, Don King, and Paul Shaffer. Subsequent series,
such as Oliver Stone’s Wild Palms or VR, have sought
to bring aspects of cyberpunk to television, but none
have done it with Max Headroom’s verve, imagina-
tion, and faithfulness to core cyberpunk themes.
HENRY JENKINS

Cast
Edison Carter/

Max Headroom Matt Frewer

Theora Jones Amanda Pays

Ben Cheviot George Coe

Bryce Lynch Chris Young

Murray Jeffrey Tambor

Blank Reg William Morgan Sheppard
Dominique Concetta Tomei

Ashwell Hank Garrett

McDonald, Trevor

Edwards Lee Wilkof
Lauren Sharon Barr
Ms. Formby Virginia Kiser
Producers

Phillip DeGuere, Peter Wagg, Brian Frankish

Programming History

ABC

March 1987-May 1987  Tuesday 10:00-11:00
August 1987-

October 1987 Friday 9:00-10:00
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McDonald, Trevor (1939-)

British Broadcast Journalist

Trevor McDonald is the comforting face of nighttime
news. As Big Ben chimes ten o’clock, McDonald
looks up from his news desk and, with considerable
gravitas, reads out the news headlines for Independent
Television News (ITN). Although this act is under-
taken in newsrooms across Britain, he occupies a very
particular position in the media firmament. McDonald
not only is one of the most respected elder statesmen
of news broadcasting, regardless of race, but also has
been an abidingly positive role model for countless
young black Britons growing up in a society where

skin color still matters. He was born in Trinidad and
came to Britain in 1969 to work for the British Broad-
casting Corporation (BBC) World Service, joining ITN
a few years later as its first black reporter. McDonald
has quietly got on with doing his job, courting neither
controversy nor fame but a settled life doing what he
does best. Because of his extreme visibility as, still,
one of a few black media professionals who are regu-
larly on television, he has been criticized for not using
his privileged position more overtly to combat racism
and discrimination. However, as he argued in the Ra-
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dio Times, although he is aware of “racial undercur-
rents in this country...l have been very lucky and
found none at all.”

His most important contribution to television is
probably his exemplary professionalism as a black
newscaster and journalist who manifests a positive
role to younger generations, in counterpoint to many
of the more stereotyped media portraits of black com-
munities in Western societies. He also offers a profes-
sional image to those who know nothing of black
people other than their vicarious experiences of televi-
sion. As evidence to his illustrious career, he was
awarded TRIC’s “Newscaster of the Year” and, in
1993, Order of the British Empire. He was knighted in
1999. Although he will probably retire in 2005, Sir
Trevor’s enduring appeal among ITV’s news watchers
has enabled him to sign a new contract that once again
makes him the face of ITN’s revived News at Ten bul-
letin.

KAREN Ross

Trevor Mcdonald. Born in San Fernando, Trinidad,
August 16, 1939. Attended schools in Trinidad. Mar-
ried: 1) Josephine (divorced); 2) Sabrina; children:
Timothy, Jamie, and Joanne. Reporter, local radio,

Trinidad, 1959; announcer, sports commentator, and
assistant program manager; joined Trinidad Televi-
sion, 1962; producer for the Caribbean Service and
World Service in London, BBC, 1969; reporter, ITN,
1973-78; sports correspondent, ITN, 1978-80; diplo-
matic correspondent, ITN, 1980-82; diplomatic corre-
spondent and newscaster, Channel 4 News, 1982-87,
diplomatic editor, Channel 4 News, 1987-89; news-
caster, ITN’s News ar 5.40, 1989-90; newscaster,
ITN’s News at Ten since 1990. Order of the British
Empire, 1992; knighted 1999. Recipient: TRIC News-
caster of the Year, 1993.

Television (selected)

1982-89 Channel 4 News
1989-90 News at 5.40
1990- News at Ten
Publications

Viv Richards—A Biography, 1984

Clive Lloyd—A Biography, 1985

Queen and Commonwealth, 1986

Fortunate Circumstances (autobiography), 1993

McGovern, Jimmy (1949-)

British Writer

As the creator of Cracker, the writer Jimmy McGovern
made one of the most influential contributions to
British television drama in the 1990s, fundamentally
shifting the locus of the crime series from action and
consequence toward psychology and motivation. Else-
where, his work has encompassed a broad generic
range while retaining a powerful and distinctive voice,
exploring themes of guilt, loss, and working-class
identity. Underlying these concerns is a disconcerting
sense of moral ambiguity and a readiness to challenge
an audience’s liberal assumptions on such taboos as
racism, sexism, and homophobia. McGovern uses tele-
. vision, he admits, as “a kind of confessional” (Butler,
p- 22).

Born into a working-class Catholic family in Liver-
pool, the fifth of eight children, and educated at a
Jesuit-run grammar school, McGovern moved through
a succession of jobs before deciding in his early 20s to
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train as schoolteacher. His brief teaching career (at
Quarry Bank Comprehensive, the school earlier at-
tended by John Lennon) would later provide the basis
for the serial Hearts and Minds, about an idealistic
probationary teacher struggling to inspire his pupils
while battling professional demoralization and cyni-
cism. It was while teaching that he began to submit
plays to local theaters and radio and, through this, met
the producer Phil Redmond, who was setting up
Brookside, the house soap opera for the new Channel
4. Over the next seven years, he wrote approximately
80 scripts for the series and, on leaving, had a small
stock of stories that he had been unable to introduce
but that he now began to develop. The idea for a story
about a Catholic priest surfaced in his early single
drama, Traitors, an account of the Gunpowder Plot of
1605 focusing on the dilemma of a priest who opposes
the plan but, because he has heard of it through a con-




fession, is powerless to act on his concerns. McGovern
returned to this event in 2004 with Gunpowder, Trea-
son and Plot, a sweeping historical account, backed by
a large budget and a cast led by Robert Carlyle (whose
early career is closely linked to McGovern’s work) as
King James 1. The moral dilemma of Traitors was also
at the center of Priest, originally written as a serial but
produced by the British Broadcasting Corporation
(BBC) as a single film and given a limited theatrical
release in which an inner-city priest struggled with his
own homosexuality and with the knowledge, again
gleaned through confession, that one of his parish-
ioners is being abused by her father.

A further story idea from Brookside was to produce
one of the most compelling threads in McGovern’s
later work. In 1989, 94 soccer fans, supporters of the
Liverpool Football Club, were crushed to death and a
further 170 seriously injured on an overcrowded ter-
race at the Sheffield Wednesday ground at Hillsbor-
ough. For McGovern, the significance underlying this
tragedy lay not only in the culpability of the police and
the conduct of the subsequent enquiry but also in the
contempt displayed toward the Liverpool crowd by the
tabloid press and in particular the Sun newspaper. Mc-
Govemn’s storyline involving a commemorative burn-
ing of the Sun was ruled out of Brookside, but his
anger over the event and his reflection on the class
prejudices that it revealed would form the basis of one
of the most powerful episodes of Cracker, in which a
working-class young man began a campaign of mur-
ders to avenge the Hillsborough victims, transforming
himself into the image of a shaven-headed delinquent
as a response to the institutional stereotyping of his
class. Having met some of the bereaved families dur-
ing the making of this episode, McGovern went on to
confront the impact of the event and its aftermath in
the drama documentary Hillsborough. As well as ex-
ploring the political question of institutional responsi-
bility (and contributing to the campaign for a public
inquiry into the event), the play found its dramatic core
in the lives of three families and in the emotional fall-
out of grief, pain, and self-reproach that follows sud-
den and violent bereavement.

Although McGovern claimed to have felt restricted
by the overriding concern for factual accuracy in writ-
ing drama documentary, he twice returned to the form.
Dockers was an account of a lengthy but largely un-
publicized strike in 1995 by Liverpool dockworkers
against deteriorating working conditions that had re-
sulted in hundreds of men being fired and replaced. In
concentrating on the effect of the political upheaval on
family relationships and friendships, it drew much of
its insight from McGovern’s co-authorship with a writ-
ing workshop made up of men and women involved in

McGovern, Jimmy

the original dispute. Sunday commemorated the 30th
anniversary of the “Bloody Sunday” shooting of
demonstrators in Northern Ireland in 1972. McGov-
ern’s deeply emotional account, told through the lives
of a small group of young men and women and again
highlighting themes of family, friendship, and loss,
contrasted tellingly with the spare, documentary style
of Paul Greengrass’s Bloody Sunday, which was re-
leased in the same week.

The chain of grief and recrimination that follows a
sudden death runs through The Lakes. As McGovern
himself had once done, a young Liverpudlian, Danny,
arrives to work in a seemingly peaceful rural commu-
nity and, when the community is torn apart by the
drowning of three young girls, becomes the scapegoat
for the guilt and feuding that lurks beneath the surface.
At one level, the serial opens up to examination a par-
ticular aspect of class conflict in British society; at an-
other, it is concerned with one of McGovern’s most
personal themes, the guilt and emotional wreckage
produced by addiction. He had written about drug ad-
diction in the early play Needle, but in The Lakes, as in
Cracker, the compulsion is gambling, a habit from
which McGovern suffered in his early adulthood and
which here feeds Danny’s sense of implication in the
guilt felt at the loss of the girls and threatens his re-
demptive relationship with a young woman from the
community.

McGovern writes from the depths of his own emo-
tional experience. In the character of Fitz from
Cracker, the brilliant but deeply flawed forensic psy-
chologist, he has created one of the most resonant fig-
ures of British television drama. Fitz’s intellectual
acuity and mordant wit, his obsessiveness, and his in-
stinctive ability to winkle a confession out of his sus-
pect are rooted not only in the ability to identify with
the criminal mind but also in a knowledge of his own
guilt as gambler, drinker, chauvinist, and liar. Yet there
is a political dimension to this lapsed figure, embodied
in the idea of what McGovern has described as “post-
Hillsborough man” (Day-Lewis, p. 67), a haunting
sense of intellectual cynicism born out of the erosion
of moral certainty in Britain during the ideologically
evacuated period of the 1980s.

JEREMY RIDGEMAN

See also Cracker; Hillsborough; Redmond, Phil

Jimmy McGovern. Born in Liverpool, England,
1949. Educated St. Francis Xavier Grammar School,
Liverpool. Worked as laborer, bus conductor, and in-
surance clerk, then trained as schoolteacher; taught
three years, Liverpool. Early plays written for local
theater and BBC Radio, then six years as scriptwriter
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on soap opera Brookside. After three single dramas,
had major success with crime series Cracker. Several
other series and single dramas or films for television
(some with theatrical release). British Academy of
Film and Television Arts TV Award, Best Single
Drama (1997), for Hillshorough; Edgar Allan Poe
Award, Best TV Series (1995, 1997), for Cracker;
Royal Television Society Television Award, Best
Drama Serial (1994), for Cracker, and Writers’ Award
(1995) for Hearts and Minds and Go Now,; Writers’
Guild of Great Britain Award, Best TV Drama Series
(1996), for Cracker, and Best TV Play or Film (1997),
for Hillsborough.

Television Series

1983-89 Brookside

1990 El C.1.D., “A Proper Copper,”
“Christmas Spirit,” “Piece of Cake”

1993-95 Cracker

1995 Hearts and Minds

1997 The Lakes

1999 The Lakes (series 2)

2004 Gunpowder, Treason and Plot

Television Plays
1990 Traitors
1990 Needle

1991 Gas and Candles
1995 Priest

1995 Go Now

1996 Hillsborough
1999 Dockers

2002 Liam

2002 Sunday

Stage Plays

The Hunger, Taig, True Romance, City Echoes, Block
Follies
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McGrath, John (1935-)

British Writer, Director

John McGrath’s career was marked by an absolute
commitment to working-class politics in theater, film,
and television. McGrath’s theatrical career spans Lon-
don’s Royal Court and the Liverpool Everyman to his
own 7:84 Theatre Company (“7% of the population
own 84% of the wealth™), while his film credits extend
from Russell’s Billion Dollar Brain to rewrites on
FOX’s Adventures of Robin Hood. His TV career
opened with Kenneth Tynan’s formative arts program
Tempo, while his 1963 Granada documentary The En-
tertainers won critical plaudits. With Troy Kennedy
Martin and John Hopkins, McGrath shaped the British
Broadcasting Corporation’s (BBC’s) Z Cars into the
breakthrough cop drama of the 1960s, fired by moral
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uncertainty and Royal Court grittiness. McGrath hall-
marked the series with a profound compassion for his
protagonists, instituting a concern for real lives among
the social problems that were already, however com-
fortably, addressed by earlier genre offerings. The use
of 16-millimeter film allowed for actual locations, and
the shift from received pronunciation to the vernacular
of his native Merseyside opened the way, notably in
Stratford Johns’s performance as Inspector Barlow, for
subsequent generations of tough cop stories. McGrath
took the combination of entertainment formula and so-
cial concern that distinguished much of the best of the
BBC’s output in the 1960s to his work as producer and
director for BBC 2 experimental dramas by, among




others, Johnny Speight, Edna O’Brien, and his own
adaptation, with Ken Russell, of The Diary of a No-
body in the style of a silent comedy. Continuing to
work in theater, he eventually amassed over 40 scripts,
one of which became a successful movie, The Bofors
Gun, directed by Jack Gold, a chilling account of class
war and military service.

Appalled by bureaucracy and mismanagement in
the arts, he resigned from the 7:84 Theatre Company,
which he had founded, in 1981. In 1984, he started
Freeway Films, dedicated to producing programs and
features for his adopted homeland in Scotland. Charac-
teristically committed to social causes, to political en-
tertainment, and to the immediacy of performance
(whose demise, with the rise of videotape, he has not
ceased to mourn), Freeway began to produce, largely
for Channel 4, a series of programs, including Poets
and People, in which leading poets read their work to
audiences with whom they felt particular affinities in
housing estates and clubs. Sweetwater Memories,
based on McGrath’s military service in Suez, opened a
more personal vein in his writing, expanded on in the
1986 three-part series Blood Red Roses, coproduced
with Lorimar and subsequently cut for theatrical re-
lease. Roses follows the life of Bessie MacGuigan
from life in the rural hinterlands with her disabled fa-
ther, through unsuccessful marriage to a Communist
Party activist, to trades unionism among the women
workers of East Kilbride.

The remarkable trilogy on Scottish history and En-
glish colonialism—There Is a Happy Land, Border
Warfare, and John Brown's Body—is a record of the
epic productions performed at Glasgow’s Tramway
Theatre. In 1992 McGrath provided an election broad-
cast for the Labour Party, some of whose themes are
picked up in 1993’s The Long Roads, a picaresque ro-
mance that anchors a dissection of contemporary
mores in the reviving romance of an elderly couple
visiting their children, scattered through Thatcher's
Britain.

Despite major illness, McGrath completed the fea-
ture Mairi Mhor in 1994 and remained fiercely active
in theater and film as well as television. Unlike some
of his more famous theatrical contemporaries, he re-
tained a commitment to regionalism (and to national-
ism in the case of Scotland), turning to television as
the most effective way of bringing the power of drama
to the widest audience. McGrath died in January 2002,

SEAN CUBITT

See also Z Cars

John Peter McGrath. Born in Birkenhead, Cheshire,
England, June 1, 1935. Attended Alun Grammar

McGrath, John

School, Mold, Wales; St. John’s College, Oxford
(Open Exhibitioner), 1955-59, Dip. Ed. Served in
British Army (national service), 1953-55. Married:
Elizabeth MacLennan in 1962; two sons and one
daughter. Worked on farm in Neston, Cheshire, 1951;
play reader, Royal Court Theatre, London, and writer
for the theater, 1958—61; writer and director for BBC
Television, 1960-65; founder and artistic director,
7:84 Theatre Company, 1971-88; continued to write
for stage. television, and films; director, Freeway
Films, since 1983; Channel 4 Television, London,
since 1989. Judith E. Wilson Fellow, Cambridge Uni-
versity, 1979.

Television Series

1961 Bookstand (also director)
1962 Z Cars (also director)
1963 Tempo

1964 Diary of a Young Man

(with Troy Kennedy Martin)

Television Specials (selection)

1961 The Compartment (director)

1963 The Fly Sham (director)

1963 The Wedding Dress (director)

1964 The Entertainers (also director)

1965 The Day of Ragnarok (also director)
1966 Diary of a Nobody (with Ken Russell)
1972 Bouncing Boy

1977 Once upon a Union

1978 Z Cars: The Final Episode (director)
1979 The Adventures of Frank (also director)
1984 Sweetwater Memories

1986 Blood Red Roses (also director)

1987 There Is a Happy Land

Films

Billion Dollar Brain, 1967; The Bofors Gun, 1968;
The Virgin Soldiers (with John Hopkins and Ian La
Frenais), 1969; The Reckoning, 1970; Blood Red
Roses, 1986 (director); The Dressmaker, 1989; Car-
rington, 1995 (producer).

Stage

A Man Has Two Fathers, 1958; The Invasion (with
Barbara Cannings), 1958; The Tent, 1958; Why the
Chicken, 1959; Tell Me Tell Me, 1960; Take It,
1960; The Seagull, 1961, Basement in Bangkok,
1963; Events While Guarding the Bofors Gun,
1966; Bakke'’s Night of Fame, 1968; Comrade Ja-
cob, 1669; Random Happenings in the Hebrides,
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1970; Sharpeville Crackers, 1970; Unruly Ele-
ments, 1971; Trees in the Wind, 1971; Soft or a
Girl, 1971; The Caucasian Chalk Circle, 1972;
Prisoners of the War, 1972; Underneath, 1972 (also
director); Sergeant Musgrave Dances On, 1972;
Fish in the Sea, 1972; The Cheviot, the Stag, and
the Black, Black Oil, 1973 (also director); The
Game's a Bogey, 1974 (also director); Boom, 1974
(also director); Lay Off, 1975 (also director); Little
Red Hen, 1975 (also director); Oranges and
Lemons, 1975 (also director); Yobbo Nowt, 1975
(also director); The Rat Trap, 1976 (also director);
Out of Our Heads, 1976 (also director); Trembling
Giant, 1977; The Life and Times of Joe of England,
1977 (also director); Big Square Fields, 1979; Joe's
Drum, 1979 (also director); Bitter Apples, 1979; If
You Want to Know the Time, 1979; Swings and
Roundabouts, 1980 (also director); Blood Red
Roses, 1980 (also director); Nightclass, 1981 (also
director); The Caich, 1981; Rejoice!, 1982; On the
Pig’s Back (with David MacLennan), 1983; The
Women of the Dunes, 1983; Women in Power, 1983;
Six Men of Dorset, 1984; The Baby and the Bath-
water: The Imperial Policeman, 1984; The Alban-
nach, 1985; Behold the Sun, 1985; All the Fun of
the Fair (with others), 1986; Border Warfare, 1989;
John Brown's Body, 1990; Watching for Dolphins,
1991; The Wicked Old Man, 1992; The Silver Dar-
lings, 1994.

Publications

Events While Guarding the Bofors Gun, 1966

Random Happenings in the Hebrides, 1972

Bakke's Night of Fame, 1973

The Game's a Bogey, 1975

Lirtle Red Hen, 1977

Fish in the Sea, 1977

Yobbo Nowt, 1978

Joe’s Drum, 1979

Two Plays for the Eighties, 1981

The Cheviot, the Stag, and the Black, Black Oil, 1981

A Good Night Out: Popular Theatre: Audience, Class
and Form, 1981

The Bone Won't Break: On Theatre and Hope in Hard
Times, 1990

Further Reading

Ansorge, Peter, Disrupting the Spectacle, London: Pitman,
1975

Bigsby, C.W.E., “The Politics of Anxiety,” Modern Drama (De-
cember 1981)

Craig, Sandy, editor, Dreams and Deconstructions, Ambergate,
Derbyshire, England: Amber Lane Press, 1980

Itzin, Catherine, Stages in the Revolution, London: Eyre
Methuen, 1980

McKay, Jim (1921-)

U.S. Sportscaster

There are few commentators with accolades to match
those of Jim McKay or whose career is marked by an
equally impressive list of broadcasting “firsts.” In
1947 McKay was the first on-air television broadcaster
seen and heard on the airwaves of Baltimore, Mary-
land. Twenty-one years later, in 1968, McKay earned
distinction as the first sports commentator honored
with an Emmy Award. McKay built on his reputation
of excellence and went on to receive a total of 13
Emmy Awards and further distinguished himself as the
first and only broadcaster to win Emmy Awards for
both sports and news broadcasting, as well as for writ-

ing.
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McKay’s first reporting job was with the Baltimore
Evening Sun. In 1947 the Sun’s leadership invested in
Baltimore’s first TV station, WMAR-TV, and McKay
was chosen as that station’s first on-camera personal-
ity. McKay did everything but run WMAR-TV—
functioning as the station’s producer, director, writer,
and news and sports reporter. His reputation as a hard-
working and skillful journalist earned him an opportu-
nity to host a New York City-based Columbia
Broadcasting System (CBS) variety show, and McKay
became a strong presence in the largest media market
in the world. Although CBS gave McKay his broad-
casting break, it was ABC Sports, under the leadership




Jim McKay.
Courtesy of Jim McKay

of Roone Arledge, that provided McKay the opportu-
nity to flourish. During the 1950s, McKay covered
events ranging from international golf and horse-
racing events to college football. McKay and Ameri-
can Broadcasting Company (ABC) colleague Howard
Cosell, gave ABC the most comprehensive sports pro-
gramming available on television.

In fact, McKay’s assignment as an Olympic com-
mentator would make McKay one of the most recog-
nizable sports personalities throughout the world. His
most memorable Olympic Games were those at Mu-
nich, where his experience as a seasoned reporter was
put to the test. While preparing to take a swim on his
first day off at the games, McKay received word that
gunshots were fired in the Olympic Village. He ran to
the ABC studio, threw clothes on over his swimsuit,
and for the next 16 hours delivered to the world award-
winning coverage of the Black September terrorists’
attack on Israeli athletes in Munich’s Olympic Village.

McKay received two Emmy Awards for his work
during the 1972 games, one for his coverage of the
games and the other for his reporting on the terrorism.
He was also the 1972 recipient of the George Polk Me-
morial Award, given annually to the one journalist
whose work represents the most significant and finest
reporting of the year. The Munich coverage was also
recognized with his receipt of the Officer’s Cross Or-
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der of Merit, bestowed by the former West German
Federal Republic.

Although ABC lost the Olympics contract following
the 1988 games, the National Broadcasting Company
(NBC) invited McKay to cross network lines and join
its 2002 Olympic coverage as a special correspondent.
This historic crossover marked McKay’s 12th time to
report on the Olympic Games. It is no wonder why
McKay is known as “Mr. Olympics” throughout the
television industry.

McKay is perhaps best known for his role as host for
ABC's Wide World of Sports, which began with McKay
as its host in 1961. Now, some 35 years later, ABC'’s
Wide World is the most successful and longest-running
sports program in the history of television. Through
his work with ABC's Wide World, McKay became the
first American television sports reporter to enter the
People’s Republic of China during China’s policy of
isolationism.

McKay’s pioneering work in the field has not gone
unrecognized. His multiple Emmy Awards are a tribute
not only to his excellence but also to his versatility. In
fact, among his most impressive Emmy is one from
1988, given for his opening commentary scripts of
ABC Sports’ coverage of the 1987 Indianapolis 500,
the British Open, and the Kentucky Derby; a 1990
Award, another first, for Lifetime Achievement in
Sports; and a 1992 Emmy for his sports special Ath-
letes and Addiction: It’s Not a Game.

In addition to his role on Wide World, McKay an-
chors most major horse-racing events, such as the
Kentucky Derby, the Preakness Stakes, and the Bel-
mont Stakes. In 1987, McKay was chosen as a member
of the Jockey Club, horse racing’s governing body.
McKay and his wife, Margaret, are steadfast support-
ers of Maryland’s horse-racing industry and culture,
He is founder of the Maryland Million, a million-
dollar horse-racing spectacular for Maryland thor-
oughbreds. They are also part owners of the Baltimore
Orioles baseball team.

JoHN TEDESCO

See also Arledge, Roone; Sports on Television;
Sportscaster

Jim McKay. Born James Kenneth McManus in
Philadelphia, Pennsylvania, U.S.A., September 24,
1921. Educated at Loyola College, Baltimore, Mary-
land, B.A. 1943. Married: Margaret Dempsey, 1948;
children: Mary Edwina and Sean Joseph. Served in
U.S. Navy, 1943-46. Reporter, Baltimore Evening
Sun, 1946-47; writer-producer-director, Baltimore
Sunpapers’ WMAR-TV, 1947-50; variety show host,
sports commentator, CBS-TV, 1950-61; host, ABC
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Wide World of Sports, 1961; television commentator,
all Olympiads, 1960-88; founder and chair, Maryland
Million horse-racing program, from 1986. H.H.D.,
Loyala College, 1981. Recipient: 13 Emmy Awards;
George Polk Memorial Award, 1973; Federal Republic
of Germany Officer’s Cross Order of Merit, 1974,
Olympic Medal, Austria, 1977; Thoroughbred Breed-
ers of Kentucky Engelhard Award, 1978, 1990; Mary-
land Racing Writers Humphrey S. Finney Award,
1985; named to Sportscasters Hall of Fame, 1987; Na-
tional Turf Writers Award, 1987; Peabody Award,
1989; U.S. Olympic Hall of Fame, 1989; Television
Academy Hall of Fame, 1995; Medal of Olympic Or-
der, the highest award of the International Olympic
Committee, 1998.

Television Series

1950 The Real McKay
1955 Make the Connection (moderator)
1957-60 The Verdict Is Yours (actor)

1958-59
1961-

This Is New York
ABC'’s Wide World of Sports

Television Special
1992 Athletes and Addiction: It’s Not a Game

Publications

My Wide World, 1973
The Real McKay, 1998

Further Reading

Considine, T., The Language of Sport, New York: World Al-
manac Publications, 1982

Gunther, Marc, The House That Roone Built: The Inside Story
of ABC News, Boston: Little, Brown, 1994

Spence, Jim, Up Close and Personal: The Inside Story of Net-
work Television Sports, New York: Atheneum, 1988

Sugar, Bert Randolph, “The Thrill of Victory™: The Inside Story
of ABC Sports, New York: Hawthorn, 1978

McKern, Leo (1920-2002)

Australian Actor

Trained and critically acclaimed in theater, a success-
ful character actor in movies, Australian performer
Leo McKern made his most indelible mark in televi-
sion. In the mind of many audiences, he became irrev-
ocably intertwined with the title character of Rumpole
of the Bailey, the irascible British barrister created by
author John Mortimer. Starring as the wily, over-
weight, jaded but dedicated defense attorney for seven
seasons, McKern brought an intelligent, acerbic style
to the character that was applauded by critics, audi-
ences, and creator Mortimer. The actor’s performance
thus ascribed qualities to the character just as the char-
acter was inscribed on McKern’s acting persona. More
than once McKern vowed he would not return to the
series because of the inevitable typecasting. Yet he was
always persuaded otherwise by Mortimer, who himself
vowed that no one but McKern would play the role of
Horace Rumpole.

The program, which began in 1978 in the United
Kingdom and was soon exported to the United States
via the Public Broadcasting Service’s (PBS’s) Mys-
tery! series, featured McKern as an attorney who pro-
foundly believed in a presumption of innocence, the
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validity of the jury system, and the importance of a
thorough defense. It was a position unabashedly in
support of civil liberties. In the course of each show,
Rumpole typically dissected the stodgy and inefficient
machinations of fellow barristers, judges, and the legal
system in Britain. His resourcefulness and unortho-
doxy matched that of the title character in U.S. televi-
sion’s Perry Mason, but with his askew bow tie and
white wig, his sidelong looks and interior monologues,
Rumpole was more colorful and complicated.

As the program was shown around the world
through 1996, McKern could not escape what he
called the “insatiable monster” of television, which
blotted out memories of earlier performances. How-
ever, that did not stop the Australian periodical The
Bulletin from naming McKern one of Australia’s top
55 “human assets” in 1990. And, in fact, television
did offer McKern another distinctive, if more transi-
tory, role much earlier than Rumpole. In The Pris-
oner, a British drama aired in the United Kingdom
and the United States in the late 1960s, McKern was
one of the first authority figures to repress the series’
hero.




Leo McKern.
Courtesy of Leo McKern

The Prisoner, still a cult classic dissected on many
websites and Internet chat groups, was created by the
then enormously popular actor Patrick McGoohan and
was intended as an indictment of authoritarian subju-
gation of the individual. In the title role, McGoohan
was kept prisoner in a mysterious village by the state,
represented most forcefully by the person in charge of
the village, who was called Number 2. Engaging in a
battle of wills and wits with Number 6 (McGoohan),
Number 2 typically died at episode’s end, to be re-
placed by a new Number 2 in the next show. McKern
played Number 2 in the series’ second program, “The
Chimes of Big Ben,” and helped set the tone of serious
banter and political conflict. His character, killed at the
end of the episode, was resurrected the next season at
the end of the series in two episodes, “Once upon a
Time™ and “Fallout,” to demonstrate a change of posi-
tion in favor of the hero and opposed to the state. Not
completely unlike Rumpole, McKern's Number 2 was
a system insider who understood principles better than
the rest of the establishment (if only belatedly).

With its use of fantastic technology to keep Number
6 from escaping, The Prisoner was ostensibly a sci-
ence fiction program. The science fiction motif also in-
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formed a TV guest appearance McKern made some
years later in the U.S. program Space: 1999, which
aired in 1975. In that episode, “The Infernal Machine,”
McKern was again part of a larger entity, this time not
the “state™ but a living spacecraft. As the companion of
“Gwent,” McKern mediated with human beings (no-
tably Martin Landau and Barbara Bain, recent Mis-
sion: Impossible veterans) on a lunar station. His
character was slightly cynical, critical, bantering, and
attached to the entity he served, like the later Rumpole.
Among McKern’s decades of television experience,
these roles were notable on three levels: their connec-
tion to general recurring themes; their development of
a recognizable, familiar character function; and their
demonstration of the actor’s particular talents. For in-
stance, the “Companion” episode on Space 1999
evoked both the “Companion” episode on the original
1967 Star Trek, in which Glenn Corbet’s character was
kept alive by fusion with an alien presence, and the
Trill character of “a symbiotic fusion of two species”
on Star Trek: Deep Space Nine. In addition, the threat-
ening power of the state and of technology of The Pris-
oner prefigured a reliable theme of the popular 1990s
program The X-Files.

The Rumpole role is the one most connected with a
number of recurring character functions on television.
The deep commitment covered by a veneer of cyni-
cism is a staple of police officers and other investiga-
tors throughout U.S. television history. The belief in
the civil liberties of the individual is the core of lawyer
programs such as Perry Mason of the 1960s and Mat-
lock of the 1990s. The rumpled insider, “only by virtue
of superior competence,” was the essence of Columbo
of the 1970s. The British Rumpole is a rather more
complex example of a U.S. television perennial.

However well written it might be, the Rumpole role
would not have the cachet it has among fans if not for
the actor. Critics cited McKem’s intelligence, energy,
and remarkably flexible baritone as the heart of the
character. McKern’s varied, multimedia career—from
movies such as the lightweight Beatles’ Help! to the
epic Lawrence of Arabia to plays such as Othello—
may not be remembered by most fans, but the depth of
talent required for such diversity is critically acknowl-
edged in reviews of Rumpole of the Bailey.

Ivy GLENNON

See also Rumpole of the Bailey

Leo McKern. Born Reginald McKern in Sydney, Aus-
tralia, March 16, 1920. Attended Sydney Technical
High School. Married: Joan Alice Southa (Jane Hol-
land), 1946; children: Abigail and Harriet. Engineering
apprentice, 1935-37; commercial artist, 1937-40;
served in Australian Army Engineering Corps,
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194042, debut as actor, 1944; settled in the United
Kingdom, 1946; participated in tour of Germany,
1947; appeared at Old Vic Theatre, London, 1949-52
and 1962-63, at the Shakespeare Memorial Theatre,
Stratford-upon-Avon, 1952-54, and at the New Not-
tingham Playhouse, 1963-64; has appeared in numer-
ous films and television productions, including the
popular Rumpole of the Bailey series, 1978-92. Officer
of the Order of Australia, 1983. Died in Bath, England,
July 23, 2002.

Television Series

1955 The Adventures of Robin Hood
(two episodes)

196768 The Prisoner (three episodes)

1975 Space: 1999 (one episode)

1978-92 Rumpole of the Bailey

1983 Reilly: Ace of Spies

Made-for-Television Movies

1967 Alice in Wonderland

1979 The House on Garibaldi Street
1980 Rumpole’s Return

1985 Murder with Mirrors

1992 The Last Romantics

Television Specials (selected)

1965 The Tea Party

1968 On the Eve of Publication
1983 King Lear

1985 Monsignor Quixote

1988 The Master Builder
1993 A Foreign Field
Films (selected)

All for Mary, 1955, X—the Unknown, 1956; Time
Without Pity, 1957, The Mouse That Roared, 1959,
Mr. Topaze, 1961; The Day the Earth Caught Fire,
1962; Lawrence of Arabia, 1962; Hot Enough for
June, 1963; A Jolly Bad Fellow, 1964; King and
Country, 1964; The Amorous Adventures of Moll
Flanders, 1965; Help!, 1965; A Man for All Sea-
sons, 1966; Nobody Runs Forever, 1968; Decline
and Fall...of a Birdwatcher!, 1968; Ryan’s Daugh-
ter, 1971; Massacre in Rome, 1973; The Adventure
of Sherlock Holmes’ Smarter Brother, 1976; The
Omen, 1976; Candleshoe, 1977, Damien: Omen 1],
1978; The Blue Lagoon, 1980; The French Lieu-
tenant’s Woman, 1983; Ladyhawke, 1984; The
Chain, 1985; Travelling North, 1986; On Our Se-
lection, 1995; Molokai: The Story of Father
Damien, 1999.

Stage (selected)

Toad of Toad Hall, 1954; Queen of the Rebels, 1955;
Cat on a Hot Tin Roof, 1958, Brouhaha, 1958;
Rollo, 1959; A Man for All Seasons, 1960; The
Thwarting of Baron Bolligrew, 1965; Volpone,
1967; The Wolf, 1973; The Housekeeper, 1982;
Number One, 1984; Boswell for the Defence, 1989,
1991; Hobson’s Choice, 1995.

Publication

Just Resting, 1983

McLuhan, Marshall (1911-1980)

Canadian Media Theorist

Marshall McLuhan was perhaps one of the best-known
media theorists and critics of this era. A literary scholar
from Canada, McLuhan became entrenched in Ameri-
can popular culture when he decided that this was the
only way to understand his students at the University of
Wisconsin. Until the publication of his best-known and
most popular works, The Gutenberg Galaxy: The Mak-
ing of Typographic Man (1962) and Understanding
Media: The Extensions of Man (1964), McLuhan led a
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very ordinary academic life. His polemic prose (a style
frequently compared to that of James Joyce) irritated
many and inspired some. However cryptic, McLuhan’s
outspoken and often outrageous philosophies of the
“electric media” roused a popular discourse about the
mass media, society, and culture. The pop culture motto
“The medium is the message (and the massage)” and
the term “global village™ are pieces of what is known
affectionately (and otherwise) as “McLuhanism.”




Marshall McLuhan.
Photo courtesy of Nelson/Marshall McLuhan Center on Global
Communications

McLuhan was a technological determinist who
credited the electronic media with the ability to exact
profound social, cultural, and political influences. In-
stead of offering a thoughtful discourse regarding the
positive or negative consequences of electric media,
McLuhan preferred instead to pontificate about its in-
evitable impact, which was neither good nor bad but
simply was. McLuhan was primarily concerned that
people acknowledge and prepare for the technological
transformation. He argued that people subscribe to a
“rear-view mirror” understanding of their environ-
ment, a mode of thinking in which they do not foresee
the arrival of a new social milieu until it is already in
place. In McLuhan’s view, instead of “looking ahead,”
society has tended to cling to the past. He wrote, *“We
are always one step behind in our view of the world,”
and we do not recognize the technology that is respon-
sible for the shift.

McLuhan first began to grapple with the relation-
ship between technology and culture in The Mechani-
cal Bride: Folklore of Industrial Man (1951).
However, he did not elaborate on their historical ori-
gins until the publication of The Gutenberg Galaxy,
which traces the social evolution of modern humanity
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from tribal society. In his theory, this process encom-
passes four stages.

McLuhan defines tribal society as dependent on the
harmonious balance of all senses. Tribal society was
an oral culture; members used speech (an emotionally
laden medium) to communicate. As a result, nonliter-
ate societies were passionate, involved, interdepen-
dent, and unified. The “acoustic space” that enveloped
tribal society was eroded by the invention of the pho-
netic alphabet. McLuhan credits phonetic literacy for
the dissolution of tribal society and the creation of
“Western Man.”

Literacy inspired a more detached, linear perspec-
tive; the eye replaced the ear as the dominant sensory
organ. Western Man evolved into “Gutenberg Man”
with the arrival of the printing press in the 16th cen-
tury. According to McLuhan, the printing press was re-
sponsible for such phenomena as the industrial
revolution, nationalism, and perspectivity in art. The
printing press eventually informed a “Mechanical Cul-
ture.”

The linearity and individualization characteristic of
Mechanical Culture has been usurped by electric me-
dia. This process began with the invention of the tele-
graph. McLuhan considers the electric media as
extensions of the entire nervous system. Television is
perhaps the most significant of the electric media be-
cause of its ability to invoke multiple senses. Televi-
sion, as well as future technologies, have the ability to
“retribalize,” that is, to re-create the sensory unifica-
tion characteristic of tribal society.

In perhaps his most popular work, Understanding
Media: The Extensions of Man, McLuhan elaborates
on the sensory manipulation of the electric media. Like
most of his writing, Understanding Media has been
criticized for its indigestible content and often para-
doxical ideas. Ironically, it was this work that first cap-
tured the minds of the American public and triggered
McLuhan’s metamorphosis from literary scholar into
pop culture guru.

Understanding Media contains the quintessential
McLuhanism, “The medium is the message.”
McLuhan explains that the content of all electric media
is insignificant; it is instead the medium itself that has
the greatest impact on the sociocultural environment.
This perspective has been contested by representatives
of various schools in mass communication—in partic-
ular, empirical researchers have rejected McLuhan’s
grand theorizing, whereas critical cultural theorists
have argued that McLuhan undermines their agenda by
discounting the power relationships inherent in and
perpetuated by media content.

However, many judge McLuhan’s thesis to have
certain merit. His focus on the “televisual experience”
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and the role of the medium within contemporary life
has inspired much popular culture research. Within
this same framework, some theorists ponder the im-
pact of newer technologies, such as the Internet and
high-definition television.

In Understanding Media, McLuhan proposes a con-
troversial frame for judging media: “hot” and *“‘cool.”
These categorizations are puzzling, and contemporary
technology may render them obsolete. In simplest
terms, “hot” is exclusive, and “cool” is inclusive. Hot
media are highly defined; there is little information to
be filled in by the user. Radio is a hot medium; it re-
quires minimal participation. Cool media, by contrast,
are less defined and thus highly participatory because
the user must “fill in the blanks.” Television is the ulti-
mate “cool” medium because it is highly participatory.
This categorization is extremely problematic to those
who consider television viewing a passive activity.

To illustrate this concept, McLuhan analyzed the
Kennedy—-Nixon debates of 1960. Those who watched
the debates on television typically judged Kennedy the
winner; according to McLuhan, this televisual victory
was due to the fact that Kennedy exuded an objective,
disinterested, “cool” persona. However, Nixon, better
suited for the “hot” medium of radio, was considered
victorious by those who had listened to the debates on
radio.

The McLuhanism with the loudest echo in contempo-
rary popular culture is the concept of the “global village.”
It is a metaphor most invoked by the telecommunications
industry to suggest the ability of new technologies to link
the world electronically. McLuhan’s once-outrageous vi-
sion of a postliterate society, one in which global con-
sciousness was shaped by technology instead of
verbalization, has been partially realized by the Internet.
For McLuhan, television begins the process of retribal-
ization through its ability to transcend time and space, en-
abling the person in New York, for example, to
“experience” a foreign culture across the globe.

McLuhan contemplated the profound impact of
electronic technology on society. Loved or loathed, his
opinions penetrated academic, popular, and corporate
spheres. Within the context of popular culture theoriz-
ing, McLuhan’s commentaries will remain part of his-
tory. Mass communication researchers continue to
explore the relationship between media and society. In
doing so, they delineate the significance of television
in global culture and amplify the ideas McLuhan con-
tributed to this discourse.

SHARON ZECHOWSKI

Marshall McLuhan. Born Herbert Marshall McLuhan

in Edmonton, Alberta, Canada, July 21, 1911. Educated
at University of Manitoba, B.A. 1933, M.A. 1934,
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Trinity Hall, Cambridge, B.A. 1936, M.A. 1939, Ph.D.
1942. Married: Corinne Keller Lewis, 1939; children:
Eric, Mary Colton, Teresa, Stephanie, Elizabeth O’Sul-
livan, Michael. Instructor, University of Wisconsin,
Madison, 1936-37; instructor of English, St. Louis
University, Missouri, 1937—44; associate professor of
English, Assumption College, Windsor, Ontario,
1944-46; instructor, 1946-52, professor of English, St.
Michael’s College, University of Toronto, 1952-79;
chair, Ford Foundation seminar on culture and commu-
nications, 1953-60; cofounder, Explorations magazine,
1954, co-editor, 1954-59, editor, 1964-79; director,
media studies for U.S. Office of Education and the Na-
tional Association of Education Broadcasters,
1959-60; director, Toronto University’s McLuhan Cen-
tre for Culture and Technology, 1963-66, 1969-79; ed-
itor, Patterns of Literary Criticism series, 1965-69;
consultant, Johnson, McCormick and Johnson, public
relations, Toronto, 1966-80; Albert Schweitzer Profes-
sor in the Humanities, Fordham University, Bronx,
New York, 1967-68; consultant, Responsive Environ-
ments Corporation, New York, 1968-80; consultant,
Vatican Pontifical Commission for Social Communica-
tions, 1973; Eugene McDermott Professor, University
of Dallas, Texas, 1975; Pound Lecturer, 1978; fellow,
Royal Society of Canada, 1964. D.Litt.: University of
Windsor, 1965; Assumption University, 1966; Univer-
sity of Manitoba, 1967; Simon Fraser University, 1967,
Grinnell College, 1967; St. John Fisher College, 1969;
University of Western Ontario, 1971; University of
Toronto, 1977, LL.D.: University of Alberta, 1971;
University of Toronto, 1977. Recipient: Canadian
Governor-General’s Prize, 1963; Niagara University
Award in culture and communications, 1967, Young
German Artists Carl Einstein Prize, West Germany,
1967, Companion, Order of Canada, 1970; President’s
Award, Institute of Public Relations, Great Britain,
1970; Assumption University Christian Culture Award,
1971; University of Detroit President’s Cabinet Award,
1972. Died in Toronto, Ontario, Canada, December 31,
1980.

Films
This Is Marshall McLuhan, 1968; Annie Hall (cameo
as himself), 1977.

Recording
The Medium Is the Massage, 1967.

Publications

The Mechanical Bride: Folklore of Industrial Man,
1951
Selected Poetry of Tennyson (editor), 1956




Explorations in Communications (editor with Edmund
Carpenter), 1960

The Gutenberg Galaxy: The Making of Tvpographic
Man, 1962

Understanding Media: The Extensions of Man, 1964

Voices of Literature, vols. 14 (editor with R.J.
Schoeck), 1964-70

The Medium Is the Massage: An Inventory of Effects,
with Quentin Fiore, 1967

Through the Vanishing Point: Space in Poetry and
Painting, with Harley Parker, 1968

War and Peace in the Global Village: An Inventory of
Some of the Current Spastic Situations That Could
Be Eliminated by More Feedforward, with Quentin
Fiore, 1968

Counterblast, 1969

The Interior Landscape: Selected Literary Criticism
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McQueen, Trina (1943-)

Canadian Broadcast Journalist, News Executive

In her 27 years with the Canadian Broadcasting Corpo-
ration (CBC), Trina McQueen’s singularly successful
career has constituted a series of “firsts” for women. In
1991 she became vice president of English television
news and current affairs and of CBC Newsworld (the
all-news cable channel), the first and only woman to
hold such a high-ranking position at the Canadian net-
work.

The following year, McQueen was made vice presi-
dent of regional broadcasting operations, which in-
cluded equity in portrayals across all broadcast
services and foreign bureaus. This move was widely
regarded as a demotion as well as a backward step for
the future of high-level female broadcast executives.
The network, however, denied that charge, and Mc-
Queen remained uncomplaining even after her depar-
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ture. The only other female vice president, however,
Donna Logan, who was head of English-language
CBC Radio, was also demoted, leaving the executive
suite all male. McQueen had been opposed to the
changes being initiated by the head office to move the
successful flagship nightly 10:00 news The National to
the all-news cable channel Newsworld. The switch
also involved canceling the acclaimed in-depth nightly
documentary news series that followed, The Journal,
and launching Prime Time News at 9:00 pm. CBC
brass brought in news head Tim Kotcheff from rival
network CTV to implement the changes, which proved
to be disastrous.

McQueen’s quiet, soft-spoken, and tactful negotiat-
ing manner combines with a toughness attested to by
longtime colleagues. She has been called *“something
of a Patton in Pollyanna’s clothing.” It was reported
that McQueen lost a power struggle for the position of
senior vice president of TV services to fast-rising wun-
derkind Ivan Fecan in a management arrangement in
which their duties, previously carried out by vice pres-
ident Denis Harvey, were split into two vice president
jobs. McQueen oversaw a thousand people and more
than 200 hours of information programming per week
in her position.

McQueen began in journalism at the entry level,
parlaying student jobs on newspapers to a stint with
the Journal (Ottawa). From there, she became the first
female reporter for CTV’s local Toronto station,
CFTO, and cohost for CTV’s current affairs magazine
show, W5. When CTV execs indicated that a woman
would not be hired as a national reporter, McQueen
quit and joined the public network, CBC, in 1967.
There she became the first female on-camera reporter
for The National news. After nine years as reporter,
producer, and assignment editor, she became the first
female executive producer of The National in 1976
when she was 33.

Having grown up watching The National in
Belleville, Ontario, she has said that it was a glorious
dream job for her. She presided over a virtual revolu-
tion of the news, replacing the old guard with the then-
new faces of Hike Duffy, Peter Mansbridge, and
Knowlton Nash. She guided the new management
through the 1980 Quebec referendum and two federal
elections in addition to daily news stories. She also
stood up to the chauvinists’ stereotypes of women in
news and won respect and success.

McQueen returned to news, after nine years in CBC
administration, as director of news and current affairs.
It was a time of huge budget cuts that decimated jobs,
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regional CBC stations, and employee morale. Then as
vice president, she also became manager of the CBC
broadcast center, the new downtown facility that gath-
ered together the disparate TV and radio production
entities that had inhabited various spaces throughout
Toronto. In addition, she was head of English network
finances and human resources.

In 1993, when the federal government handed down
more budget cuts for CBC, as it had every year since
1985, McQueen decamped for a job in the private sec-
tor. She became vice president and general manager of
the newly created Discovery Channel, Canada, largely
owned by Labatt Communications, Inc., the entertain-
ment arm of the giant beer conglomerate, which pro-
duces shows on science, technology, nature, the
environment. and world cultures. In 1999, however,
McQueen returned to CTV in the role of vice presi-
dent. She was eventually promoted to president and
then chief operating officer. In this capacity, she was
responsible for overseeing the CTV network of 27 lo-
cal stations, seven cable channels, and three produc-
tion companies. McQueen retired in 2002, although
she continues to work and perform volunteer activities
through her company, Hutton-Belleville Inc. She is
chair of the board of the Governor-General’s Perform-
ing Arts Awards. McQueen is also a professor at Car-
leton University. In 2003, McQueen was chosen to
lead the International Jury at the 24th Banff Television
Festival.

JANICE KAYE

See also National/The Journal

Trina McQueen. Born Catherine Janitch in Canada,
1943. Educated at Carleton University, Ottawa, On-
tario, Canada. Summer relief reporter for CBC Na-
tional News, 1967; reporter, Journal, Ottawa;
reporter, CFTO-CTYV, Toronto; cohost, W5 magazine
show, CTV; reporter, producer, and editor, The Na-
tional, from 1967, and executive producer, 1976; vice
president, news and current affairs and Newsworld
cable news service, CBC, 1991, and vice president of
regional broadcasting, 1992; general manager and
vice president, Discovery Channel, 1993. Named
vice president, then president and chief operating of-
ficer, of CTV, 1999. Retired in 2002. Member: Cana-
dian Broadcasters Hall of Fame and Canadian News
Hall of Fame. Recipient of Lifetime Achievement
Awards from the Canadian Journalism Foundation
and the Academy of Canadian Cinema and Televi-
sion.
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Media Conglomerates

The conglomeration of the media has greatly affected
the structure of the television industry worldwide, but
especially in the United States. The U.S. television in-
dustry is now largely contained within large, diversi-
fled, transnational media conglomerates that own
interests ranging from Internet services, outdoor ad-
vertising, magazines, and book publishing to video
games, theme parks, film, and music as well as televi-
sion interests such as programming, broadcast stations,
broadcast networks, cable networks, and cable opera-
tors. In the past, from the late 1950s until the early
1980s, three broadcast networks dominated U.S. tele-
vision (the National Broadcasting Company [NBC],
the Columbia Broadcasting System [CBS], and the
American Broadcasting Company [ABC]). In the
2000s, however, there are four major broadcast net-
works in the United States, including FOX, three mi-
nor broadcast networks (The WB, United Paramount
Network [UPN], and PAX), and over 100 cable and
satellite networks (or programming services). How-
ever, most of these networks are subsidiaries of a few
large media conglomerates. NBC is a subsidiary of
General Electric, CBS is owned by Viacom, the Walt
Disney Company owns ABC, and FOX is part of the
News Corporation. These conglomerates also own ca-
ble and/or satellite television programming services.
For example, Disney also owns the Entertainment and
Sports Network (ESPN) and Disney as well as inter-
ests in the Lifetime, E!, A&E, and the History Channel
cable networks; Viacom owns cable programmers Mu-
sic Television (MTV), Video Hits 1 (VHI), The
Nashville Network (TNN), Nickelodeon, and Show-
time; and News Corporation holdings include FX,
FOX News, and FOX Sports as well as satellite ser-
vices British Sky Broadcasting (BskyB) and StarTV.
Thus, although programming outlets have greatly di-
versified, ownership has consolidated, creating a new
form of postnetwork-era television oligopoly. Instead
of three major networks gathering a 90 percent share
of prime-time audiences as in the network era, today a
handful of media conglomerates utilize their affiliated
broadcast and cable programming services to aggre-
gate over 80 percent of prime-time audiences. How
and why have media conglomerates become so domi-
nant in the television and entertainment industries?
What follows is a brief overview of the broad trends
that have contributed to conglomeration, some specific

rationales for media and entertainment conglomera-
tion, and summary descriptions of key major media
conglomerates.

Beginning in the mid-1980s, a spate of major merg-
ers have reshaped the structure of the media and enter-
tainment industries: News Corporation acquired 20th
Century-Fox (1985); Sony bought CBS Records
(1987) and Columbia Pictures (1989); Time merged
with Wamer (1989); Universal was acquired first by
Matsushita (1990), then by Seagram (1996), then by
Vivendi (2000), then by General Electric (2003); Via-
com acquired Paramount (1994); Westinghouse
bought CBS (1995), which was later acquired by Via-
com (2000); Disney bought CapCities/ABC (1995);
and America Online (AOL) merged with Time Warner
(2001). Three broad trends contributed to this surge of
media conglomeration. First, increasing economic
globalization expanded foreign markets for entertain-
ment products as well as attracting capital investment
in U.S. entertainment firms from investors in Japan,
Australia, Canada, France, and Germany. Second, in
order to stimulate increased investment and technolog-
ical innovation within the media and communications
industries, policymakers in the United States and Eu-
rope have dismantled many of the regulatory standards
that had governed the media industries for the previous
half century. The Telecommunications Act of 1996, for
example, relaxed many rules concerning cross-
ownership of media and dropped limits on single-firm
ownership of multiple media outlets (ownership caps).
Policymakers expected that the subsequent wave of
consolidations and mergers among telephony, cable,
broadcasting, and film companies would stimulate in-
creased investment in new technologies and lower
prices for consumers. Underlying these policy changes
were expectations concerning the direction and rate of
technological change, the third broad trend affecting
conglomeration. New delivery technologies, including
VCRs, cable, satellite, and the networking potential of
the Internet, have opened new markets for entertain-
ment preducts. Digitization, the conversion of data
into computer code, has expanded as computing power
has increased and computing costs have decreased.
However, digitization is a two-edged sword for the en-
tertainment industries. Digitization provides cost effi-
ciencies because copying and transferring data is
easier and more accurate, yet it is precisely that ease
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and accuracy that threatens to undermine the entertain-
ment industries’ control over intellectual property
rights. Consequently, while technological change
promises to open new markets for entertainment, it
also threatens already existing markets. Thus, firms
that own interests in both “new” and “old” media tech-
nologies expect to reap the advantages of diversifica-
tion through conglomeration or, at the least, survive
the forthcoming upheavals wrought by technological
change.

However, in addition to the overall economic, polit-
ical, and technological factors affecting the media’s in-
dustrial structure, the entertainment industry is itself a
risky business, subject to high product failure rates and
shifting audience tastes. Success rates in the entertain-
ment industries are extremely low: only about 20 to 30
percent of films, roughly 10 percent of music record-
ings, and approximately 5 percent of television pilots
return a net profit. The high profit rates of a small num-
ber of entertainment products (the “hits”) must subsi-
dize the costs incurred in the production of the
majority of unprofitable entertainment products. Thus,
entertainment firms engage in a number of risk man-
agement strategies to survive these long odds, includ-
ing overproduction and high marketing expenditures.
A key risk management strategy is for a firm to grow
through mergers and acquisitions, the fastest way to
gain market share and market power. Market power
through mergers can increase a firm’s ability to negoti-
ate favorable terms with competitors, set prices, and
reduce competition, all of which improve a firm’s abil-
ity to weather the high product failure rates of enter-
tainment.

Mergers may be characterized as either horizontal,
vertical, or conglomerate. Horizontal integration is
when a firm acquires or merges with firms in the same
business, for example, when local television stations
merge into a station group. Vertical integration occurs
when a firm merges with its suppliers or buyers, or up
and down the product chain of production, distribu-
tion, and exhibition. For example, in the 1960s, the
networks (program distributors) vertically integrated
upstream into program production (program suppliers)
and downstream into program syndication (program
resales), thus controlling programming at each stage of
its product life. Conglomerate mergers occur when a
firm acquires a company that is neither in the same
business nor a direct supplier or buyer, as, for example,
when the major newspaper publisher News Corpora-
tion acquired the 20th Century-Fox film studio. The
horizontal, vertical, and conglomerate merger strate-
gies are all intended to create greater efficiencies of
scale and scope by consolidating overhead and admin-
istrative costs, cutting out intermediaries, and guaran-
teeing smoother production chains.

1460

Some conglomerates may be characterized as
loosely conglomerated because their subsidiaries are
in unrelated fields. For example, General Electric, the
conglomerate that owns NBC and the entity formerly
known as Universal or Vivendi/Universal, also owns
companies that make aircraft engines, medical sys-
tems, power plants, and plastics as well as financial
services companies, none of which are directly in-
volved in the television business. However, most me-
dia conglomerates are not loose but what Thomas
Schatz calls “tightly diversified™: they have a tight fo-
cus on media and entertainment yet are diversified
across fields such as film, television, music, book pub-
lishing, theme parks, and online services as well as be-
ing vertically integrated into production, distribution,
and exhibition. Tightly diversified conglomerates can
cross-collateralize losses from one business with gains
in another, cross-promote entertainment products
across different media, and sell products on multiple
distribution platforms (film, video, broadcast, and ca-
ble).

Most tightly diversified media conglomerates are
formed with at least one of the three following ratio-
nales. One rationale is to create “content synergies,”
that is, to build entertainment “franchises™ that can be
repurposed into multiple products including films,
television programs, videos, DVDs, books, comics,
toys, video games, theme park rides, music sound-
tracks, and so on. The Star Trek franchise, for example,
based on a television series, expanded to include addi-
tional television series (Next Generation and Enter-
prise), films, books, games, and merchandise. Star
Trek’s conglomerate owner, Viacom, produces, dis-
tributes, and promotes these through its various hold-
ings (Paramount, UPN, and Simon and Schuster).
Other television programs converted into franchises
include Mission Impossible, The Flintstones, and The
Brady Bunch, which have been resold on home video,
pay-per-view cable, premium cable, and broadcast
television. Owning and controlling a variety of content
producers and distributors enables a conglomerate to
capture the majority of the revenues from these multi-
ple product extensions.

A second major rationale for tight diversification is
to ensure distribution for a production company or to
ensure a supply of content for a distribution outlet. For
example, after losing key scheduling slots for its chil-
dren’s programming on the FOX network, Disney en-
sured that its programming would continue to be
distributed on network television by acquiring Cap-
Cities/ABC. Likewise, Viacom acquired Paramount in
part to guarantee a steady supply of films for its cable
network Showtime and then launched the broadcast
network UPN in 1995 to ensure a distribution outlet
for its Paramount-produced program Star Trek. This




type of vertical integration between film studios and
television distributors cut across previously existing
ownership boundaries between film and television
companies.

A third major rationale for tight diversification is to
secure content for new distribution technologies or to
acquire software for hardware. For example, Sony ac-
quired Columbia Pictures and CBS Records in part to
gain control of films, programs, and music for distribu-
tion on the consumer electronics technologies it manu-
factures. In the early 1980s, Sony’s Betamax home
video technology had lost the market to the competing
VHS technology in part because Hollywood film stu-
dios refused to license the rights to major films to Sony
for use on Betamax video. Acquiring Columbia Pic-
tures and CBS Records, now both renamed Sony, pro-
tects Sony’s hardware products from failing solely
because they lack the rights to film, television, and mu-
sic content. Each of these rationales for conglomera-
tion is intended to strengthen a firm’s performance in
high-risk environments; however, none can guarantee
the ultimate outcome.

Time Warner

Time Warner, at the time of this writing the largest me-
dia conglomerate, was created in 2001 when the online
services provider AOL parlayed its highly valued stock
into a friendly takeover of the “old media” company
Time Warner. Time Warner controls major television
interests, including one of the largest U.S. cable opera-
tors, Time Warner Cable. Warner Bros. Television and
its fellow subsidiaries produce programming shown on
a variety of broadcast and cable networks, including
Friends, ER, Gilmore Girls, The West Wing, Every-
body Loves Raymond, The Drew Carey Show, Six Feet
Under, and Smallville. Although Time Warner created
the WB broadcast network in a joint venture with Tri-
bune Broadcasting in order to gain a broadcast net-
work foothold, it is more dominant in cable networks.
Home Box Office (HBO), originally a Time company,
pioneered programming distribution by satellite, be-
coming one of the first and most successful nationally
distributed pay cable programmers. In 1995 Time
Warner acquired the Turner networks (Turner Network
Television, Turner Broadcasting System, Turner Clas-
sic Movies, and Cable News Network) to become the
conglomerate dominant in both cable networks and ca-
ble systems. The Turner, Cable News Network (CNN),
and HBO networks are also distributed in Asia and Eu-
rope. Time Warner’s other cable networks include Cin-
emax and the Cartoon Network.

Time Warner is also dominant in film (Warner Bros.
and New Line), music (Wamer Music Group), and
publishing (Time/Life). However, a key element in its
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conglomeration strategy was to meld Time Warner’s
cable operating systems (then second largest in the
United States) with AOL’s top brand name in online
services. By aggregating the more than 100 million
subscribers to AOL Time Warner’s Internet services,
cable systems, premium cable networks, and the Time
magazine group (including People, Sports llustrated,
In Style, and Entertainment Weekly), the merger was
expected to create a base for launching new entertain-
ment technology services, such as video-on-demand,
interactive television, and broadband Internet. How-
ever, by 2003, as Time Warner’s stock price suffered
severe declines, the merger was heavily criticized by
investors for pursuing the aim of media convergence at
the cost of its core businesses. In that year, “AOL” was
dropped from the corporate name.

Viacom

CBS spun off Viacom in 1971 when the Federal Com-
munications Commission (FCC) required the major
networks to divest their vertically integrated program
production and syndication subsidiaries. As Viacom ex-
panded, acquiring cable networks MTYV, Nickelodeon,
and VHI from Warner in the mid-1980s, it was then ab-
sorbed by Sumner Redstone’s holding company, Na-
tional Amusements, in 1987. Redstone led Viacom’s
battle for control over Paramount Communications,
which succeeded, bringing Paramount Studios and Si-
mon and Schuster publishers into the Viacom conglom-
erate. Paramount has produced numerous television
programs, including every Star Trek series, JAG,
Frasier, and That’s Life; other subsidiaries, Viacom
Productions and Spelling Productions, have produced
Sabrina, Charmed, 7th Heaven, and Beverly Hills
90210. In 1995 Viacom launched the minor broadcast
network UPN in part to guarantee broadcast exposure
for its expensive Star Trek series. Viacom also controls
premium cable networks Showtime and The Movie
Channel and basic cable networks Black Entertainment
Television, Comedy Central, and Spike as well as own-
ing an interest in the Sundance Channel. However, de-
spite these strengths in cable programming, Viacom
divested its cable operating systems in 1995 because
the maintenance and upgrading of cable systems were
too capital intensive. Instead, in 2000, Viacom sur-
prised observers by acquiring a major stake in the “old
media” of broadcasting by buying its former parent
company CBS and its subsidiaries, including Infinity
Broadcasting (one of the largest radio station groups)
and CBS Radio. With 34 owned-and-operated televi-
sion stations, one major and one minor broadcast net-
work, and major cable networks that are top rated in
their demographic categories, Viacom is one of the
most dominant conglomerates in the television indus-
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try. Viacom’s holdings also include theater chains in
Canada and Europe, Famous Music publishing, the Vi-
acom QOutdoor advertising group, theme parks (Great
America and Star Trek: The Experience), and the video
retailer Blockbuster.

The Walt Disney Co.

Founder Walt Disney had diversified his animation
production company into merchandising, theme parks
(Disneyland). and television production (The Wonder-
ful World of Disney) by the 1950s in part to survive the
competition with the major Hollywood studios. This
tightly diversified firm was almost broken apart and
sold in the early 1980s, until an investor installed
Michael Eisner as chief executive officer to revive the
Disney brand. Disney has remained focused on film
(Disney, Touchstone, Hollywood Pictures, Miramax,
Buena Vista, and Dimension). television production
(Walt Disney Television, Buena Vista Television. and
Network Television Production). and theme parks
(Disney World and Paris and Tokyo Disneylands). By
acquiring CapCities/ABC, Disney became a major
television distributor as well, gaining a national net-
work plus ten owned-and-operated stations. Disney
has also invested in cable networks. including Disney.
Toon Disney, Family Channel, and SoapNet as well as
having interests in the ESPN networks, Lifetime, E!,
A&E, and the History Channel. Walt Disney TV Inter-
national includes channels in Europe and Asia. Disney
also owns the ABC Radio Network, Radio Disney. and
ESPN Radio. Disney has interests in music (Buena
Vista Music Group), book publishing (Disney and Hy-
perion), and sports teams (Anaheim Angels and Ana-
heim Mighty Ducks) as well as numerous Internet
investments (Walt Disney Internet Group).

News Corporation

Originating as an Australian newspaper group, News
Corporation, under the leadership of Rupert Murdoch,
has diversified aggressively. Having acquired the film
and television studio 20th Century-Fox in 1985, News
Corporation launched the fourth major broadcast net-
work, FOX, in 1986. As the first conglomerate to inte-
grate a film studio and broadcast network, its FOX
network exploited those synergies. airing 20th
Century-Fox Television productions such as The Simp-
sons and The X-Files. For competing networks, 20th
Century-Fox produced programs such as Buffv the
Vampire Slaver, Dharma and Greg, Judging Amy, and
Roswell. News Corporation, like Viacom, pushed the
regulatory limits on ownership caps of local television
stations by acquiring several station groups and helped
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precipitate a debate on the appropriateness of owner-
ship caps in an era of cable and satellite television. Al-
though News Corporation does not own any U.S. cable
operators and only a few cable networks (FX and FOX
News), it is an international presence in satellite televi-
sion, which is more prevalent than cable in Europe and
Asia. News Corporation controls the majority interest
in the satellite services BSkyB (Europe), StarTV
(Asia). SkyPerfecTV (Japan), Sky Latin America, and
Sky Brazil and at this writing is planning to merge
with the largest U.S. direct broadcast service, DirecTV.
News Corporation has also invested in sports (Los An-
geles Dodgers), Internet services (FOX Interactive),
music (FOX Music), and one of the world’s largest
publishing companies (HarperCollins) as well as hun-
dreds of magazines and newspapers in the United
States. the United Kingdom, and Australia (New York
Post, The Times, The Sun, TV Guide, and The Weekly
Standard).

Sony

Headquartered in Japan, Sony is barred from owning
any U.S. broadcast stations or networks:; however, its
Columbia Tri Star Television subsidiary is a major pro-
ducer of network and syndicated programs, including
Bewitched, Seinfeld, Dawson’s Creek, The King of
Queens, Family Law, Ricki Lake, and soap operas Days
of Our Lives and The Young and the Restless. Sony’s
other media interests include its film studio (Sony, for-
merly Columbia Pictures), theater chains, Japan Sky
Broadcasting. Sony Online Entertainment, and its ma-
jor music group, Sony Music Entertainment, which in-
cludes the former CBS Records. Only a small
proportion of Sony’s revenues derive from its media
holdings; Sony is primarily an electronics manufactur-
ing company (Trinitron, Walkman, and PlayStation).
Sony’s game box, PlayStation, was designed as a multi-
media entertainment appliance for games, DVDs. CDs,
and Internet access in order to present a possible alter-
native to interactive television or PC appliances. The
principal purpose of Sony’s investments in media pro-
duction and distribution is to support its consumer elec-
tronics manutfacturing interests.

NBC-Universal

Vivendi Universal was a French-based conglomerate
that was originally in the water, construction, waste
management, and real estate business. Under the lead-
ership of Jean-Marie Messier. it expanded into Euro-
pean telephony (Cegetel and SFR) and cable and film
interests (Canal Plus) and by 2000 had acquired the
Universal holdings then owned by Seagram. a Cana-



dian beverage company. Having gained control of the
Universal film studios and theme park as well as the
single largest music company in the world, Universal
Music Group, Vivendi also recaptured the Universal
television production and distribution interests by
agreeing to repurchase USA Networks (including ca-
ble networks USA and the Sci-Fi Channel) back from
Barry Diller, who had bought them from Seagram. In
2003 Vivendi Universal agreed to sell the Universal
film and television interests to General Electric, which
has merged them with its NBC holdings (including
Bravo, Telemundo, MSNBC, and CNBC). Histori-
cally, Universal Television had been one of the largest
producers of television programs throughout the net-
work era (Kojak, Magnum, P.I., and Miami Vice). Re-
cent Universal television programs include Just Shoot
Me and The Steve Harvey Show. By integrating Uni-
versal’s massive film and television production sub-
sidiaries with NBC’s broadcast and cable networks,
General Electric joins the other fully vertically inte-
grated media conglomerates.

In summary, media conglomerates are structured to
take advantage of diversification as well as the effi-
ciencies and synergies of integration. However, the re-
wards of such efficiencies are sometimes outweighed
by the costs of unwieldy diversification, internal com-
petition, and debt service. Since entertainment is diffi-
cult to produce efficiently, media conglomeration is
more often a means toward market domination and ne-
gotiating leverage with fellow oligopolistic competi-
tors. The largest media conglomerates account for up
to 90 percent of the U.S. markets for film, television,
and music, thus creating production and distribution
bottlenecks that keep smaller competitors in check.

Investors have cyclically valued and devalued con-
glomeration, as can be seen in the peaking and crashing
of the merger waves of the 1890s, 1920s, and 1960s.
For example, many of the conglomerates that were
formed in the 1960s were broken up by leveraged buy-
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outs during the 1980s. Corporate raiders discovered
that selling conglomerates piecemeal provided greater
returns than keeping conglomerates whole. Conse-
quently, the structures of the previously mentioned me-
dia conglomerates may undergo yet another round of
restructuring if investment markets are devalued, if
there is a long-term economic downturn, or if policy-
makers decide to discourage conglomeration by en-
forcing new regulatory standards. However, given that
conglomeration does provide advantages of scale and
diversification in the highly volatile business of enter-
tainment, media conglomeration is likely to remain a
key risk management strategy for the time to come. The
ultimate impact of media conglomeration on cultural
and democratic processes is problematic. Hence, it is
essential that viewers, audiences, and consumers learn
more as to how and why media conglomeration occurs
in order to more effectively engage as citizens in the
political processes that shape the regulatory standards
affecting the structure of the media industries.
CYNTHiA B. MEYERS

See also AOL Time Warner; Mergers and Acquisi-
tions; News Corporation, Ltd; Sony Corporation;
Vivendi Universal
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Media Events

In contrast to the routine array of genres that charac-
terizes everyday television, media events have a dis-
ruptive quality. They have the power of interrupting
social life by canceling all other programs. But while
always characterized by live broadcasting, the term
“media events” evokes at least three different reali-

ties. In some cases, the notion is used in connection
with major news events (televised wars and assassina-
tions). In other cases, the notion is used in reference to
what Victor Turner would call “social dramas”: pro-
tracted crises whose escalation progressively monop-
olizes public attention. Thus, the O.J. Simpson trial or
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Elizabeth II as the Queen arrived for the coronation ceremony. her husband is to her left, June 2,

1953.
Couurtesy of the Everett Collection

the Anita Hill-Clarence Thomas controversy are tele-
vision equivalents of a genre whose most famous
example—the Dreyfus affair—had immense conse-
quences for the nature of the French public sphere. Fi-
nally, one may speak of media events concerning
expressive events: television ceremonies that typi-
cally last a few hours or, at most, a few days. This es-
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say focuses on media events of the third sort. events
that are consciously integrative and deliberately con-
structed with a view of orchestrating a consensus.
They are public rituals, emotional occasions. The
broadcast does not include the assassinations but the
ensuing funerals, not social dramas but their ritualized
oulcomes.



Forming a relatively coherent television “genre,”
these ceremonial events share semantic features. They
celebrate consensus, “history in the making,” acts of
will, and charismatic leaders. Formally, they disrupt
television syntax. They cancel the rule of “schedules,”
interrupt the flows of programming, and monopolize
many (if not all) channels while they themselves are
broadcast “live” from remote locations. In terms of
their pragmatics, they are viewed by festive communi-
ties. Audiences prepare themselves for the event,
gather, dress up, and display their emotions.

Like all “genres” but more explicitly than most, me-
dia events can be considered contracts. Thus, each par-
ticular event results from negotiations among three
major partners. First, organizers propose that a given
situation be given ceremonial treatment. Second,
broadcasters will transmit but also restructure the
event. Third, audiences will validate the event’s cere-
monial ambition or denounce it as a joke. In order for a
media event to trigger a collective experience, each of
these partners must actively endorse it. No broadcast-
ing organization can unilaterally decide to mount a
ceremonial event. This decision is generally that of na-
tional, supranational, or religious institutions. The au-
thority invested in such institutions is what turns
events that are essentially gestures into more than ges-
ticulations. It is what makes them media events and
not, as Daniel Boorstin would put it, “pseudoevents.”

Yet television is not utterly subservient to these in-
stitutions. In the ceremonial politics of modern democ-
racies, it stands as a powerful partner whose mediation
is necessary, given the scale of audiences. Television is
also a partner whose performance is controlled by pro-
fessional standards. As opposed to earlier “information
ceremonies,” media events can hardly dispense with
the presence of journalists. They cannot be confined to
what Jiirgen Habermas calls a “public sphere of repre-
sentation.” Thus, negotiations on the pertinence of an
event, discussions on the nature of the script, and the
option of mocking or ignoring it all distinguish demo-
cratic ceremonies from those of regimes where orga-
nizers control broadcasters and audiences.

Beyond the generic features they all share, media
events vary in terms of (1) the institutionalization or
improvisation of the ceremonial event, (2) the tempo-
ral orientation of the ceremony, and (3) the nature of
the chosen script. This last point is essential, given the
organizational complexity of media events and the
multiplicity of simultaneous performance involved.
Coordination is facilitated by the existence of major
dramaturgical models or scripts. Three such scripts can
be identified: coronations, contests, and conquests.

The script of coronations is by no means exclusive
to monarchic contexts. It characterizes all the rites of
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passage of the great: inaugurations, funerals, and ac-
ceptance (or resignation) speeches. Coronations are
celebrations of norms, reiterations of founding myths.
They invite ceremonial audiences to manifest their
loyalty to these norms and to the institutions that up-
hold them.

Contests stress the turning points of the democratic
curriculum. They celebrate the very existence of a fo-
rum open to public debate. Whether they are regularly
scheduled (e.g., presidential debates) or mounted in re-
sponse to political crises, contests are characterized by
their dialogic structure, by their focus on argumenta-
tion, and by their insistence on procedure. They point
to the necessity of interpreting and debating the norms.
They are celebrations of pluralism, of the diversity of
legitimate positions. Contests call for reflexivity. They
invite their audiences to an attitude of deliberation.

Conquests are probably the most consequential of
media events. They are also the rarest. They take the
form of political or diplomatic initiatives aiming at a
swift change in public opinion on a given subject. Ren-
dered possible by the very stature of their protago-
nists—Egypt’s Anwar Sadat going to Jerusalem or
Pope John Paul II visiting Poland—conquests reacti-
vate forgotten aspirations. They are attempts at
rephrasing a society’s history, at redefining the identity
of its members. They call on their audiences to be
“conquered” by the paradigm change that the ceremo-
nial actor is trying to implement, to suspend skepti-
cism. Conquests celebrate the redefinition of norms.

All three major ceremonial scripts address the ques-
tion of authority and of its legitimating principle. In
the case of coronations, this principle is “traditional.”
In the case of contests, it belongs to the “rational-
legal” order. As for conquests, they stress “charis-
matic” authority. This helps us understand the political
distribution of media events. Coronations are to be
found everywhere, for there are no societies without
traditions. Unless they are faked (and they often are),
contests can emerge only in pluralistic societies. The
charismatic dynamics of conquests is always subver-
sive, making them hardly affordable to those societies
that are afraid of change.

Compared to the types of public events that were
prevalent before the emergence of media events, the
latter introduce at least two major transformations.
These transformations affect both the nature of the
events and that of ceremonial participation.

Televised ceremonies are examples of events that
exist but do not need to “take place.” These events
have been remodeled in order not to need a territorial
inscription any longer. The scenography of former
public events was characterized by the actual en-
counter, on a specifiable site, of ceremonial actors and
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their audiences. That scenography has been replaced
by a new mode of “‘publicness’ inspired by cinema and
based on the potential separation (1) between actors
(2) of actors and audiences.

A second transformation affects ceremonial partici-
pation. This transformation turns the effervescent
crowds of mass ceremonies into domestic audiences.
Instead of mobilizing expressive publics, the media
event is celebrated by small groups. A monumental but
distant celebration triggers a multitude of microcele-
brations. Leading to a typically “diasporic ceremonial-
ity,” the immensity of television audiences translates
collective events into intimate occasions.

Television ceremonies or media events are neces-
sary inasmuch as they are among the few means avail-
able to individuals that assist and enable them to
imagine the societies in which they live. Dismissing
them as “political spectacles” would lead to two errors:
on the one hand, that of presupposing that the media-
tion they offer is superfluous; on the other, that of be-
lieving that the absence of political spectacle is an
ideal and a distinctive sign of modern democracies.

Democracies are distinct from authoritarian or total-
itarian regimes but not in terms of the presence or ab-
sence of a political ceremoniality. Democracies differ
from other regimes by the nature—not the existence—
of the ceremonies staged in their midst. Democratic
media events should therefore be differentiated from
other television events that are undoubtedly endowed
with a ceremonial dimension but are neither consen-
sual nor contractually derived. For example, the events
of terrorism are expressive events, enacted statements,
and forms of discourse. Their reception by some of
their audiences often involves celebration. However,
these forms of discourse receive no validation from the
institutions of the center or from those of civil society.
They differ form other ceremonial statements by not
being submitted to a process of legitimation that trans-
forms them into full-size events. Violence is what dis-
tinguishes terroristic events from milder exercises in
public relations, from other types of “pseudoevents.”
In a word, there are many repertoires of media events,
and the study of consensual, democratically inspired,
negotiated media events must be set in the context of
other, rougher media events that are dissentious, im-
posed, and deliberately antagonistic.

DANIEL DayaN
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Medic

U.S. Medical Drama

Medic, U.S. television’s first doctor drama to center on
the skills and technology of medicine, aired at 9:00
p.m. on the National Broadcasting Company (NBC)
from mid-September 1954 through mid-November
1956. The half-hour drama became known for an em-
phasis on medical realism that its creator and principal
writer, James Moser, brought to the episodes. Adver-
tisements for the series asserted that it “made no com-
promise with truth,” and journalistic articles about the
show repeated that theme. A Look magazine article in
1954 discussed Moser’s “well-documented scripts”
and emphasized that “details are checked, then double-
checked.” TV Guide called the program “a new kind of
TV shocker” and added that it was “telling the story of
the medical profession without pulling any punches.”

Medic was not the first television series about
medicine or physicians. Both The Doctor and Ciry
Hospital had aired, on NBC and the Columbia Broad-
casting System (CBS), respectively, during the
1952-53 television season. Medic is important be-
cause, much more than those two, it helped shape the
approach that producers and networks took to doctor
shows for the next few decades. The program was in
large part an anthology of medical cases. They were
introduced by Dr. Konrad Styner, played by Richard
Boone, who narrated the case and often participated
in it.

James Moser had picked up his interest in the details
of professions as a writer on Jack Webb's hit Dragnet
radio series, which prided itself on straightforwardly
presenting the facts of police cases. Moser’s interest in
a TV series about medicine had been stirred through a
stint writing the Doctor Kildare radio show, through
his creation of an NBC radio pilot about medicine with
Jack Webb that did not go to series, and through
watching his best friend, an intern at Los Angeles
County Hospital, make rounds on a wide array of com-
plex problems. Moser was aware of the strong popu-
larity that medical dramas such as Dr. Kildare and
Doctor Christian had enjoyed in the movies and on ra-
dio during the 1940s. He felt, however, that those and
other previous stories about medicine had not gone
deeply enough into the actual ways modern medicine
healed.

Consequently, the emphasis in Medic was on por-
traying physicians’ approaches to their patients accu-
rately; subplots and nuances of characterization were
minimal. Because Moser wanted accuracy and because
the program’s first sponsor, Dow Chemical, gave the
show a relatively small budget that precluded fancy
sets, he sought permission from the Los Angeles
Country Medical Association (LACMA) to film in ac-
tual hospitals and clinics. In return for their commit-
ment to open doors for the show, LACMA physicians
required that Moser and his executive producer sign a
contract that gave the association control over the
medical accuracy of every script.

As it turned out, Moser’s positive attitude toward
modern medicine meant that LACMA did not have to
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Medic, Richard Boone as Dr. Konrad Styner, 1954-56
Courtesy of the Everett Collection
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worry about Medic’s treatment of health care’s basic
setting, characters, and patterns of action. Neverthe-
less, at a time of growing anxiety about physicians’
power in the larger society, the LACMA committee
members insisted that the physician’s image in the
show fit organized medicine’s ideal image. They even
considered what a doctor drove and how he spoke (the
physician was almost always a man). Cars that were
too expensive and language with slang or contractions
were ruled out. This close involvement by organized
medicine in the creation of doctor shows was the be-
ginning of a relationship between organized medicine
and doctor-show producers that lasted with few excep-
tions through the 1960s.

Medic’s first episode revolved around a difficult
birth in which the mother died and the child lived; an
actual birth was filmed and televised. Other stories
dealt with such subjects as manic depression and
corneal transplants. Critics generally received the pro-
grams enthusiastically, but the series got mediocre rat-
ings against the hit / Love Lucy. Two controversies in
the second year, along with those mediocre ratings,
seem to have persuaded NBC executives to cancel the
series. The first controversy revolved around an
episode that showed a cesarean birth, incision and all.
Learning about the episode before it was broadcast,
Cardinal Spellman of the New York Archdiocese ar-
gued that such subjects were not for exposure on tele-
vision. He persuaded NBC to delete the operation,
much to Moser’s public anger.

The second controversy did not become public but
further soured the relationship between Moser and net-
work officials. It centered on a Medic episode about a
black doctor choosing between staying in the big city
where he trained or going home to practice in a small
southern town. In an era still steaming with antiblack
prejudice and crackling with tension over a recent U.S.

Supreme Court decision that mandated integration in
schools and other places, executives from southern af-
filiates considered the Medic episode a firebrand. They
told the network that they would not air the episode,
and NBC decided to shelve it.

Such flare-ups notwithstanding, Medic impressed
many television producers and network officials of its
day for its innovative blending of documentary and
dramatic traditions. Its legacy would be the stress on
clinical realism that medical series following it
adopted. In the 1960s, doctor shows melded that em-
phasis on realism with a greater concern than Medic
showed regarding the personality of the physicians, the
predicaments of their patients, and even some social
issues. James Moser’s next show after Medic, Ben
Casey, contributed strongly to this evolution in televi-
sion’s dramatic portrayal of medicine.

JoSEPH TUROW
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NBC

September 1954-November 1956  Monday
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Medical Video

Television has been used in medicine since early in
the medium’s history. In 1937, well before more com-
mon uses of television were in place, an operation
performed at Johns Hopkins University Hospital was
shown over closed-circuit television. From that time,
use of television and video has grown to become an
integral part of the medical profession and health care
industries. Most hospitals have a video division, and
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advances in technology are regularly incorporated
into medical video. In some instances, as with the
practice of endoscopy, video equipment first devel-
oped for medicine later finds additional use in the tele-
vision industry. The use of video in health care falls
into four general categories: medical training,
telemedicine, patient care and education, and public
information.




Surgeon performing laparoscopic surgery using laparoscopic
television camera.
Courtesy of University of lowa Hospitals and Clinics

The first regular instructional use of television in
medicine came in 1949, when television equipment
was installed at the University of Kansas Medical Cen-
ter to teach surgery. Using a mirror and a camera
mounted above the patient, the incision area could be
viewed in detail by many more students than could
otherwise be accommodated and without affecting the
sterile environment. With the introduction of videotape
recording, procedures could be recorded and reviewed
later. This innovation allowed for notable or excep-
tional cases to be archived and no longer restricted ob-
servation to physical presence at the time of surgery.
Television is especially important for training in situa-
tions where the field of operation is small, such as in
dentistry or microsurgery. In these instances, television
provides a view otherwise visible only to the doctor.

Beyond formal training in schools, television is also
important in the continuing education of health care
providers. By the early 1960s, broadcast stations
(sometimes with the signal scrambled) were being
used along with closed-circuit networks to distribute
programs to physicians in broad geographic areas.
This application has continued to take advantage of
available technologies, and medical programs are pro-
vided to health care providers through videocassettes
or a variety of wired and wireless networks. The op-
portunities presented by the introduction of cable tele-
vision and satellite receivers led to many attempts to
offer programming aimed at physicians, often spon-
sored by pharmaceutical advertisers. However, such
ventures as the Hospital Satellite Network, Lifetime
Medical Television, American Medical Television, and
Medical News Network all failed to attract a large
enough target audience (although those services avail-
able over cable television often attracted a number of
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lay viewers), and all had ceased operations by the mid-
1990s.

“Telemedicine” (or “telehealth”) refers to the use of
telecommunication systems to practice medicine and
provide health care when geographic distance sepa-
rates doctor and patient. The first documented use of
this method came in 1959 as part of a demonstration
project where closed-circuit, two-way interactive tele-
vision was used to provide mental health consultations
between the Nebraska state mental hospital and the
Nebraska Psychiatric Institute more than 100 miles
away in Omabha. In telemedicine, a nurse, nurse practi-
tioner, or physician assistant is typically present with
the patient to assist, while the physician is in another
location. For example, examination rooms specially
equipped with television cameras and monitors allow
for remote diagnostics and consultations between
physicians.

During the 1970s, several U.S. programs made use
of the National Aeronautics and Space Administra-
tion’s Applied Technology Satellites to improve health
care availability in Alaska, the Appalachian region,
and the Rocky Mountain states, where access to physi-
cians and health care facilities was extremely limited.
These and similar strategies have been developed fur-
ther with the use of satellites, fiber-optic and coaxial
cables, and microwave technologies, which can con-
nect medical facilities across towns or even around the
world. Such networks have important implications for
developing nations, offering the possibility of access
to higher-quality health care, often at a reduced cost.
As technology improves, new uses for television con-
tinue to be developed. In 2001, using a high-speed
video cable connection and robotics, surgeons in New
York City successfully removed the gallbladder of a
68-year-old woman in Strasbourg, France. Although
the video signal traveled a round-trip distance of more
than 14,000 kilometers, the speed of the connection
was such that the surgeon’s movements appeared on
his video screen within 155 milliseconds. With the de-
velopment and growth of the Internet, telemedicine is
increasingly adjusting to take advantage of the oppor-
tunities, although television continues to play an im-
portant role in “telehealthcare.” An added benefit of
telemedicine is that once the video networks are estab-
lished, they can also be used for administrative aspects
of medicine, such as for teleconferences or other meet-
ings.

Although hardly as dramatic as long-distance
surgery, patient care and education can also be greatly
improved through the use of television. For example,
educational videos can explain such matters as surgical
procedures before they are performed and proper
posthospital home care. Television is also used in pa-
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tient surveillance—for example, in intensive care
units—so that several areas can be monitored from a
central nurses’ station. Video can also contribute to
psychiatric examinations by allowing behavior to be
observed without intruding or introducing outside
stimuli.

Public information applications of television have
enabled hospitals and other health care providers to
aim programs at broader communities. The same
equipment used for education and training can also be
used in preparing materials for public outreach. Not
only do hospitals produce video news releases that are
provided to local television outlets, but some also syn-
dicate their own “health segments” to national or re-
gional broadcast stations. There are even examples of
hospitals that produce their own telethons to raise re-
search funds, often for diseases that afflict children.

As it has in so many other arenas, the convergence
of video and computers is having an impact in
medicine in areas such as picture archival and commu-
nication systems (PACS). Many medical technologies,
such as magnetic resonance and ultrasound imagers,
filmless radiology, and CT scanners, generate digital
images, and PACS then integrate the images with other
clinical information so that all relevant patient data are
available through the computer network. The Veterans
Administration Medical Centers in the United States
have 22 Veterans Integrated Service Network Tele-
medicine Networks that enable images and other data

to be shared in such areas as radiology, pathology, car-
diology, dermatology, dentistry, and nuclear medicine,
among others. The use of video, then, in conjunction
with computers and as a technology in its own right
will continue to be an important part of the health care
field.

J.C. TURNER
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Meet the Press

U.S. Public Affairs/Interview

Meet the Press, the longest-running television series in
the United States, consistently generates headlines
from its interviews with world-renowned guests in-
cluding national political leaders, foreign heads of
state or government, and Nobel Prize winners.

Meet the Press premiered on television on the Na-
tional Broadcasting Company (NBC) on November 6,
1947. This exceptionally successful program was the
first to bring Washington politics into American living
rooms. It also was a pioneer in color TV. In 1954 it
aired in color as a “test” program. Since NBC was
ahead in the development of color technology, that test
was likely the first color telecast by any network; six
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years later, Meet the Press became the first NBC pro-
gram to air regularly in color.

Lawrence E. Spivak first debuted Meer the Press as
a 1947 radio program to promote his magazine Ameri-
can Mercury. After Meet the Press moved to televi-
sion, Spivak continued to serve as producer, regular
panelist, and later moderator. He retired from the series
in November 1975.

Meet the Press originally aired in a 30-minute, live
press conference format, with a panel of newspaper
journalists interviewing a political news maker. On
September 20, 1992, Meet the Press expanded to a
one-hour interview program. According to Kathleen




Hall Jamieson, interview programs are successful be-
cause neither the follow-up by the reporter nor the
length of the candidates’ answers is artificially con-
strained. Meet the Press’s contemporary format con-
sists of two or three interview segments with guests of
national and international importance followed by a
roundtable discussion. Interviews are conducted in the
studio, on location, or via satellite. (In fact, on Septem-
ber 19, 1965, Meet the Press became the first network
television to broadcast a live satellite interview.) In the
present-day version, two or three journalists join host
Tim Russert during the initial questioning periods and
the roundtable discussion.

Russert joined Meet the Press as moderator on De-
cember 8, 1991. He came to the program with a thor-
ough understanding of Capitol Hill politics, having
previously served as counselor to New York Governor
Mario Cuomo and as special counsel and chief of staff
to U.S. Senator Daniel Patrick Moynihan. He also is
well aware of how journalists cover politics. He has
served as senior vice president and Washington, D.C.,
bureau chief for NBC since December 1988. He also
serves as a contributing anchor for MSNBC and as a
political analyst for the NBC Nightly News with Tom
Brokaw and for the Today show.

According to a former NBC producer, “Tim has an
enormous amount of power right now to make and in-
fluence [government] policy on Meet the Press.” On
Meet the Press, questions are asked of political person-
alities in hopes of moving the political process forward
or, at least, moving it along. Russert has interviewed
almost every major political figure of the 1990s and
the early 21st century. As of 2002, Bob Dole had been
the most frequent guest on Meet the Press, with 56 ap-
pearances over his career as a congressman, senator,
Republican National Committee chair, vice presiden-
tial candidate, and presidential nominee. Although a
topic of frequent discussion on the program, Senator
Hillary Rodham Clinton has never appeared on or ac-
cepted an interview for Meet the Press.

Meet the Press emerged early on as a leading pro-
gram for providing political accountability. In fact,
President John F. Kennedy was fond of calling it the
“51st state.” Meet the Press has become the most
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quoted news program in the world. When the show
premiered, it aired on Wednesday nights after 10 p.m.
Later, it was moved to Monday, then to Saturday. In
the mid-1960s, Meet the Press found its niche as a day-
time Sunday program. In 2002 it aired via network
feed on Sundays from 9 to 10 a.M. The national audi-
ence has grown more than 40 percent, making it the
most-watched Sunday morning interview program in
2002.

The 2002 executive producer of Meet the Press is
Nancy Nathan, with Betsy Fischer serving as the
show’s senior producer. The program originates from
Washington, D.C., but the show travels when world
events become major news. Sites have included the
Republican and Democratic national conventions, the
1993 Bill Clinton—Boris Yeltsin summit in Vancouver,
the 1990 Helsinki summit, the 1989 United States—
Soviet summit on the island of Malta, and the 1989
economic summit of industrialized nations in Paris.

Whether in Washington, D.C., or on location at an
event of political importance, the discussions aired on
Meet the Press often generate headlines in other media
outlets. Today, Meet the Press continues to engage
viewers in the political process.

Lori MELTON MCKINNON
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Melodrama

One of television's most diverse program types, the
melodramatic genre encompasses an extensive variety
of aesthetic formats, settings, and character types.
Melodramatic formats include the series, consisting of
self-contained episodes, each with a classic dramatic
structure of conflict/complication/resolution in which
central and supporting characters return week after
week; the serial, which features a continuing story-
line, carried forward from program to program (this is
typical of soap opera, both daytime and prime time);
the anthology, a nonepisodic program series constitut-
ing an omnibus of different self-contained programs,
related only by subgenre, and featuring different ac-
tors and characters each week (important examples in-
clude The Twilight Zone, a science fiction anthology,
and Alfred Hitchcock Presents, a mystery anthology);
and repertory, a nonepisodic series consisting of dif-
ferent programs featuring a group of actors who ap-
pear each week but in different roles (very rare on
television, the repertory is best represented by The
Richard Boone Show). Settings include the hostile
western frontier of Gunsmoke and Have Gun, Will
Travel and its urban analog—the mean streets of East
Side/West Side and, more recently, Hill Street Blues;
the gleaming corporate office towers of Dallus and
L.A. Law; the quiet suburban enclaves in which Mar-
cus Welby, M.D. made house calls in the 1970s; the
ostentatious exurban chateaus of Falcon Crest and the
numerous wealthy criminals outsmarted by the prole-
tarian cop Columbo; and the high-pressure, teeming
workplace peopled by dedicated professionals such as
the newspaper reporters in Lou Grant. The seemingly
endless variety of “heroic” and *“villianous™ character
types in television melodrama, whose weekly travails
and romantic interests ground the dramaturgy, are
drawn from the rich store of historical legend, the
front pages of today’s broadsheets and tabloids, and
the future projections of science fiction and science
fantasy: cowboys, sheriffs, bounty hunters, outlaws,
pioneers/settlers, police, mobsters, sleuths, science
fiction adventurers and other epic wanderers, spies.
corrupt entrepreneurs, doctors, lawyers, and intrepid
journalists.

Television melodrama has its direct roots in the
early 19th-century stage play in which romantic, sen-
sational plots and incidents were mixed with songs and
orchestral music. The word “melodrama™ evolved
from the Greek “melos,” meaning song or music, and
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“drama,” a deed, action, or play, especially tragedy. In
tragedy, the hero is isolated from society so that he or
she may better understand his or her own and the soci-
ety’s moral weakness; but once enlightened, the hero
cannot stave off the disaster embedded in the social
structure beyond the hero’s control. In contrast. the
melodramatic hero is a normative character represent-
ing incorporation into society. Northrop Frye, in
Anatomy of Criticism (1957), described a central
theme in melodrama as “the triumph of moral virtue
over villainy, and the consequent idealizing of the
moral views assumed to be held by the audience.”
Since melodrama exists within a mass-cultural frame-
work, it could, according to Frye. easily become “ad-
vance propaganda for the police state” if it were taken
seriously. Frye sidesteps this fear by positing that the
audience does not take such work seriously.

Peter Brooks, in The Melodramatic Imagination
(1976), finds melodrama acting powerfully in society,
reflecting the socialization of the deeply personal.
Brooks sees in the melodramatic aesthetic unremitting
conflict; possibly disabling, excessive enactment; and
ultimately clarification and cure. It is, according to
Brooks, akin to our experience of nightmare, where
virtue is seemingly helpless in the face of menace.
“The end of the nightmare is an awakening brought
about by confrontation and expulsion of the villain, the
person in whom evil is seen to be concentrated, and a
reaffirmation of the society of ‘decent people.’”

Melodrama demands strong justice, while tragedy,
in contrast, often includes the ambivalence of mercy in
its code. Melodrama provides us with models of clear
resolution for highly personalized. intensely enacted
conflict. Television melodrama may be considered a
contemporary substitute for traditional forms of social
control—the rituals of organized religion and, before
that, of “primitive mythologies”—that provided easily
understandable models of *primal, intense, polarized
forces.” It is thus a powerfully conservative social arti-
fact—a public ceremonial ritual, repositioned in poli-
tics and economics, drawing us into both the
prescriptions and the proscriptions of mainstream cul-
tural values.

The hero is central to melodrama. In classical Greek
dramaturgy, the term applied to an individual of super-
human strength, courage, or ability who was favored
by the gods. In antiquity, the hero was regarded as an
immortal intermediary between the gods and ordinary



people—a demigod who was the offspring of a god or
goddess and a human being. Later, the heroic class
came to include mortals of renown who were deified
because of great and noble deeds or for firmness or
greatness of soul in any course of action they under-
took. The hero was distinguished by extraordinary
bravery and martial achievement. Many heroes were
boldly experimental or resourceful in their actions.
Punishment of those who violated social codes was
harsh.

The world in which the classic hero operated was a
world of heightened emotional intensity—a harsh
world in which the norm included unending tests of
both physical and moral strength and the constant
threat of death. The hero represented a carefully de-
fined value system in which good triumphed over evil
in the end and in which the actions of the hero, with the
assistance of the gods, produced order and stability out
of chaos.

Heroes are “social types.” As Orrin Klapp notes in
Heroes, Villains, and Fools: The Changing American
Character (1962), heroes offer “roles which, though
informal, have become rather well conceptualized and
in which there is a comparatively high degree of con-
sensus.” Drawn from a cultural stock of images and
symbols, heroes provide models people try to approxi-
mate. As such, Klapp argues, heroes represent “basic
dimensions of social control in any society.”

Reflecting the increasingly technocractic nature of
contemporary American society, many “workplace”
melodramas on television have featured what Gary
Edgerton (1980) has termed the “corporate hero”—a
team of specialists which acts as a unit. The corporate
hero derives his or her identity from the group. He or
she is more a distinct “talent” than a distinct personal-
ity. Heroism by committee emphasizes the individual’s
need to belong to a group and to interact. The compos-
ite corporate hero tends to reinforce the importance of
social institutions in maintaining social order. When
violence is employed to this end, as in police or spy
melodrama, it is corporatized, becoming less a per-
sonal expression for the corporate hero than for the tra-
ditional individual hero. Major examples of the
corporate hero in television melodrama include Mis-
sion: Impossible, Charlie’s Angels, Hill Street Blues,
and L.A. Law.

Heroes could not exist on the melodramatic stage
without their dramaturgical counterparts—villains and
fools. While heroes exceed societal norms, villains, in
contrast, are negative models of evil to be feared,
hated, and ultimately eradicated or reformed by the ac-
tions of the hero; villains threaten societal norms.
Fools, on the other hand, are models of absurdity, to be
ridiculed; they fall far short of societal norms.

Melodrama

Within the television melodrama, these social types
operate as images or signs, constructed according to
our society’s dominant values, reinforcing commonly
held beliefs regarding the proper ordering of social re-
lations.

The aesthetic structure of television melodrama, as a
form of popular storytelling, is clearly linked to its dra-
maturgical predecessors. It employs rhythmic patterns
in its scene and act progression analogous to the metri-
cal positions in the poetic line of the mnemonically
composed classical Greek epic poetry. As in the grand
opera of the 19th century, television melodrama is or-
ganized into a series of distinct acts, each generally
signifying a change in either time or place, and linked
by orchestral transitions. Superfluous exposition is
eliminated. The spectator is offered a series of intense
highlights of the lives of the protagonists and antago-
nists. Orchestral music introduces actions, provides a
background for plot movement, and reinforces mo-
ments of heightened dramatic intensity. Television
melodrama, like grand opera, is generally constructed
to formula. Plot dominates, initiating excitement and
suspense by raising for its protagonists explicit ques-
tions of self-preservation and implicit questions of
preservation of the existing social order.

In 19th- and 20th-century literature, melodrama
came to signify “democratic drama.” Critics con-
demned the form as sensational, sentimental entertain-
ment for the masses. Rural-type melodrama—with its
beautiful, virtuous, impoverished heroine; its pure
hero; its despicable villain who ties the heroine to the
railroad tracks; and the rustic clown who aids the hero
(wonderfully satirized in the television cartoon “Dud-
ley Do-Right of the Royal Canadian Mounties,” origi-
nally a segment of The Bullwinkle Show)—gave way
to city melodrama focusing on the seamy underworld
and to suspenseful crime dramas, such as those of
Agatha Christie.

Television melodrama has drawn freely from all
these precursors both structurally and conceptually.
Highly segmented plots developed in four 12-minute
acts, each with a climax, and a happy ending usually
encompassed in an epilogue in which moral lessons
are conveyed to the audience (a function assumed by
the “chorus” in classical Greek drama), carried along
by background music and stress peaks of action and
emotional involvement. Suspense and excitement are
heightened by a sense of realism created through
sophisticated if formulaic visualizations (car chases
being obvious examples). Characterizations are gen-
erally unidimensional, employing eccentric protago-
nists and antagonists made credible by good acting.
Ideologically, the plot elements reinforce conven-
tional morality.
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The rhythm of the commercial television melo-
drama depends on a predictable structure motivated by
the flow of the sequence of program segment, music,
and commercial. As suspense builds and the plot thick-
ens, viewers are carried forward at various crucial
junctures by a combination of rapid visual cutting and
an intense buildup of the orchestral background music
and ambient sound that create a smooth transition to
the often frenetic, high-pitched commercials. This
rhythm produces a flow that the audience implicitly
understands and accepts as a genre convention in the
context of the pecuniary mechanisms that define the
regime of commercial television.

Raymond Williams, in Television: Technology and
Cultural Form, refers to melodramatic structuration as
commodified “planned flow.” By cutting down on ex-
position or establishing sequences that tend toward
lengthy and deliberate characterizations, the purveyors
of melodrama are able to break their tales into short-
ened, fast-paced, and often unconnected simple se-
quences that make the commercial breaks feel natural
to viewers.

The production imperatives of television-series
melodrama reinforce Williams’s concept of the com-
modification of flow. Noted producer/writers Richard
Levinson and William Link (Columbo, Mannix, and
Murder, She Wrote and made-for-television movies The
Execution of Private Slovik, The Storyteller, and That
Certain Summer) described these production proce-
dures in Stay Tuned (1983). The network commits itself
to a new television series in mid-April. The series pre-
mieres in early September, leaving four and a half
months’ lead time for producers to hire staff (including
writers and directors), prepare scripts, and begin shoot-
ing and editing. It takes four weeks, under the best con-
ditions, to complete an episode of a melodrama; with
luck, four shows will be “in the can” by the season’s
premiere, with others in varying stages of development
(at any time during the process, many series episodes
will be in development simultaneously, one being
edited, another shot, and another scripted). By October,
the initial four episodes will have been aired, and the
fifth will be nearly ready. If the show is renewed at mid-
season, the producer will need as many as 22 episodes
for the entire season. By December, there will be but a
matter of days between the final edit and the airing of
an episode, as inevitable delays shorten the turnaround
time. In addition to normal time problems, there are
problems with staff. Levinson and Link cite the fre-
quent problem of having a good freelance writer in de-
mand who agrees to write for one producer’s shows as
well as those of other producers. The writer with a track
record will be juggling an outline for one show, a first
draft for another, and a “notion” for a third.
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In the frenzied world of the daytime soap opera, ac-
tors get their scripts the night before the taping, begin
run-through rehearsals at 7:30 the next morning, do
three rehearsals before taping, and tape between 3:30
and 6:00 that afternoon. This hectic ritual is repeated
five days a week.

The prime-time melodrama production process is
driven by shortcuts, scattered attention, and occasional
network interference in content, created by the fear of
viewer response to potentially controversial material
that may range from questionable street language,
however dramatically appropriate, to sexual taboos
(proscriptions change over time as standards of appro-
priateness change in the wider culture). Simplicity,
predictability, and safety become the norms that frame
the creation and production of television melodrama.
Planned flow, the melodrama’s highly symbolic heroic
ideal, its formal conventions, and its reinforcement of
the society’s dominant values at any given cultural mo-
ment render the genre highly significant as a centrist
cultural mechanism stressing order and stasis.

Perhaps because it is such a staple—and stable—
form of television, melodrama has become a central
feature of almost any other program formations in the
medium, leading to “blurred” genres modified by
melodramatic conventions. Thus, police procedurals
such as NYPD Blue or Third Watch focus as often on
the private tribulations of characters as on their profes-
sional activities, though the two types of event fre-
quently intertwine and influence each other. One of the
more notable examples of this genre blending and
bending was Buffy the Vampire Slayer, which modifed
a comic-adventure theatrical release into a compelling
exploration of the lives of teens and young adults, pro-
viding powerful and poignant moments, such as in the
episode in which Buffy’s mother dies.

The use of melodrama as a modifying factor even
altered the concept of planned flow when cable chan-
nels began to produce serialized programming based
on familiar genres. Home Box Office’s (HBO’s) The
Sopranos, OZ, and The Wire have been cited as among
the most complex offerings in television history, each
of them trading on viewer knowledge of “mafia sto-
ries,” “prison stories,” or “police procedurals,” richly
embroidered with melodramatic overtones. Indeed, it
is likely that the sense of these basic story forms has
now been altered by these uninterrupted, randomly
available narratives, “rewritten” in melodramatic
form.

HAaL HIMMELSTEIN

See also Alfred Hitchcock Presents; Buffy the Vam-
pire Slayer; Charlie’s Angels, Dallas; East Side/West
Side; Gunsmoke; Have Gun, Will Travel; Hill Street
Blues; L.A. Law; Lou Grant; Marcus Welby, M.D.;




Mission: Impossible; NYPD Blue; The Sopranos;
The Twilight Zone
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Mercer, David (1928-1980)

British Writer

David Mercer, an innovative and controversial writer
for television, stage, and film, was a key figure in the
development of television drama in Britain during the
1960s and 1970s. Although he often said he got into
television by accident, his television plays first estab-
lished his reputation and offered a powerful and per-
sonal exploration of the possibilities of the medium.
Published soon after transmission, Mercer’s screen-
plays sparked lively critical and political debates.

Mercer came from a northern working-class family,
but his interest in the arts and in politics began after
World War II, when he was able to take advantage of
the extension of new educational opportunities. This
experience was central to his first television play,
Where the Difference Begins (1961), originally written
for the stage but accepted for broadcast by the British
Broadcasting Corporation (BBC). The “difference” in
the title referred to the younger generation’s break with
traditional socialist values. Mercer followed up with
two more plays, A Climate of Fear (1962) and The
Birth of a Private Man (1963), which dealt with char-
acters struggling to sustain a left-wing political vision
in the new “affluent” society.

Although Mercer’s early work showed the influence
of the *“’kitchen sink™ realism that had swept through
British theater, literature, and cinema in the late 1950s,
he soon joined other BBC writers and producers to

challenge what Troy Kennedy-Martin called the pre-
vailing “naturalism” of television drama. In Mercer’s
case, the result was a new verbal and visual freedom:
instead of talking heads and colloquial speech patterns,
the plays used condensed, witty, articulate dialogue
with striking, often subjective or allegorical images.
An example of such imagery occurs at the end of The
Birth of a Private Man, when Colin Waring, whose pri-
vate life had disintegrated in the face of his political
uncertainties, dies at the Berlin Wall in a hail of bullets
from both sides.

This antinaturalist style was recognized as an imag-
inative use of the medium but disturbed critics of all
political persuasions. Conservatives objected to Mer-
cer’s self-professed Marxist position, liberals found
the plays too explicit and lacking in subtlety, while or-
thodox left-wing critics questioned the emphasis on
the problems of Socialism—the compromises of the
British postwar Labour governments, the revelations
about Stalin’s atrocities, and the failures of Commu-
nism in Eastern Europe. The plays may be Marxist in
their stress on the need for a political revolution, but
the revolutionary impulse is usually blocked and be-
comes internalized as psychological breakdown. How-
ever, the impulse also emerges in Mercer’s pleasure in
breaking the rules of television drama, as he did em-
phatically in A Suitable Case for Treatment (1962), a
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broad farce in which the main character indulges in
“mad” visions of a retreat to the jungle away from the
complexities of his political and personal life. Mercer
later wrote the screenplay for the successful film ver-
sion of this play, Morgan: A Suitable Case for Treat-
ment (1966), directed by Karel Reisz.

The motif of “madness” in Mercer’s plays has much
in common with the antipsychiatry philosophy of R.D.
Laing, who claimed that schizophrenia is an essen-
tially sane response to a mad society. Laing was ex-
tremely influential in the 1960s, and he expressed
great interest in Mercer’s work, acting as consultant on
one of his most powerful television plays, /In Two
Minds (1967), a documentary-style drama that traces
the causes of a young woman’s schizophrenia to her
oppressive family life. The play was directed by Ken
Loach, who also directed the 1971 film version Family
Life (Wednesday'’s Child in the United States), based
on Mercer’s screenplay.

Mercer himself likened his plays to rituals exploring
the tensions and contradictions of fragmented person-
alities and ambiguous truths. They explore the rela-
tionships of the political and the personal in a society
that encourages conformity, inhibiting individual ex-
pression. He felt that television gave him greater free-
dom of expression than was possible in the
commercial theater or cinema, but he did continue to
work in other media. His influence can be seen in the
work of a younger generation of writers, such as
Trevor Griffiths, David Hare, and Stephen Poliakoff,
who have also drawn on the resources of television,
theater, and film to produce a powerful body of work
dealing with the intersection of personal and political
pressures in contemporary Britain.

Jim LEACH

David Mercer. Born in Wakefield, Yorkshire, En-
gland, June 27, 1928. Educated at King’s College,
Newcastle-upon-Tyne; Durham University, B.A. with
honors, 1953. Married twice; one daughter. Served
in Royal Navy, 1945-48. Laboratory technician,
1942-45; lived in Paris, 1953-54; supply teacher,
1955-59; teacher, Barrett Street Technical College,
1959-61; television dramatist, from 1961; screen-
writer, from 1965. Recipient: Writers Guild Award for
Television Play, 1962, 1967, 1968; Evening Standard
Award, 1965; BAFTA Award, 1966; French Film
Academy César Award, for screenplay, 1977; Emmy
Award, 1980. Died August 8, 1980.

Television Plays

1961 Where the Difference Begins
1962 A Climate of Fear
1962 A Suitable Case for Treatment
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1963 The Buried Man

1963 The Birth of a Private Man
1963 For Tea on Sunday

1963 A Way of Living

1965 And Did Those Feet?

1967 In Two Minds

1968 The Parachute

1968 Let’s Murder Vivaldi

1968 On the Eve of Publication
1970 The Cellar and the Almond Tree
1970 Emma’s Time

1972 The Bankrupt

1973 You and Me and Him

1973 An Afternoon at the Festival
1973 Barbara of the House of Grebe
1974 The Arcata Promise

1974 Find Me

1976 Huggy Bear

1977 A Superstition

1977 Shooting the Chandelier
1978 The Ragazza

1980 A Rod of Iron

Films

90 Degrees in the Shade (English dialogue), 1965;
Morgan: A Suitable Case for Treatment (film ver-
sion of In Two Minds), 1966; Family Life (film ver-
sion of In Two Minds), 1972; A Doll’s House (with
Michael Meyer), 1973; Providence, 1978.

Radio
The Governor’s Lady, 1960; Folie a Deux, 1974.

Stage

The Governor's Lady, 1960; The Buried Man, 1962;
Ride a Cock Horse, 1965; Belcher's Luck, 1966;
White Poem, 1970; Flint, 1970; After Haggerty,
1970; Blood on the Table, 1971; Let’s Murder Vi-
valdi, 1972; In Two Minds, 1973; Duck Song, 1974;
The Arcata Promise, 1974; Cousin Viadimir, 1978;
Then and Now, 1979; No Limits to Love, 1980.

Publications

“Huggy Bear” (short story), Stand (Summer 1960)

“Positivist™ (short story), Stand (Autumn 1960)

“Folie a Deux” (short story), Stand (Winter 1960)

The Governor’s Lady (play), 1962

“What Television Has Meant in the Development of
Drama in Britain,” with Lewis Greifer and Arthur
Swinson, Journal of the Society of Film and Televi-
sion Arts (Autumn 1963)

The Generations: A Trilogy of Plays. (includes Where
the Difference Begins, A Climate of Fear, The Birth




of a Private Man), 1964; as Collected TV Plays I,
1981

“Style in Drama: Playwright’s Postscript,” Contrast
(Spring 1964)

“The Long Crawl Through Time,” in New Writers 111,
1965

“An Open Letter to Harold Wilson,” Peace News
(February 1965)

Three TV Comedies (includes A Suitable Case for
Treatment, For Tea on Sunday, And Did Those
Feet), 1966

“The Meaning of Censorship: A Discussion,” with
Roger Manvell, Journal of the Society of Film and
Television Arts (Autumn 1966)

Ride a Cock Horse, 1966

The Parachute with Two More TV Plays: Let’s Murder
Vivaldi, In Two Minds, 1967

Belcher’s Luck, 1967

After Haggerty, 1970

Flint, 1970

On the Eve of Publication and Other Plays (television
plays; includes The Cellar and the Almond Tree,
Emma’s Time), 1970

On the Eve of Publication: Scripts 8 (June 1972)

Let’s Murder Vivaldi in The Best Short Plays 1974,
edited by Stanley Richards, 1974

The Bankrupt and Other Plays (includes You and Me
and Him, An Afternoon at the Festival, Find Me),
1974

Duck Song, 1974

Huggy Bear and Other Plays (includes The Arcata
Promise, A Superstition), 1977

Cousin Vladimir, with Shooting the Chandelier, 1978

Mercer, Rick

Then and Now, with The Monster of Karlovy Vary,
1979

Collected TV Plays 1-2 (includes Where the Differ-
ence Begins, A Climate of Fear, The Birth of a Pri-
vate Man, A Suitable Case for Treatment, For Tea
on Sunday, And Did Those Feet, The Parachute,
Let’s Murder Vivaldi, In Two Minds), 1981

No Limits to Love, 1981
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Mercer, Rick (1969-)

Canadian Actor, Writer, Political Satirist

Rick Mercer is one of Canada’s most respected televi-
sion writers and performers, and his career has suc-
cessfully melded the quintessentially Canadian
traditions of sketch comedy and political satire. But his
contribution to the social and cultural landscape of
Canada goes far beyond his considerable ability to en-
tertain. Whether directed toward the perceived social
and political arrogance of mainland Canada toward his
home province of Newfoundland or contained within a

wicked send-up of the network television production
industry, Mercer’s satire not only is informed by social
and political issues but also unmercifully dismantles
them, revealing the underlying pretensions, contradic-
tions, and absurdities. In 2000, for example, while still
appearing as a regular on the Canadian Broadcasting
Corporation’s (CBC’s) news satire This Hour Has 22
Minutes, Mercer called for a national referendum to
decide the issue of whether ultraconservative prime-
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ministerial candidate Stockwell Day should be forced
to change his first name to Doris. Mercer justified the
position by citing Day’s own platform, which included
support for staging a national referendum whenever as
few as 3 percent of Canadians called for one.

The roots of Mercer’s irreverent and antiestablish-
ment comedy lay in Newfoundland, both Mercer’s
birthplace and home to the legendary CODCO comedy
troupe. His early stage work found him in the same lo-
cal theaters as several of CODCO’s founding mem-
bers, including Mary Walsh and Cathy Jones, with
whom Mercer would later work on the long-running
CBC production This Hour Has 22 Minutes. Mercer
broke onto the national scene in the early 1990s, writ-
ing and performing several critically acclaimed one-
man plays that established the foundations for his
career as a “‘professional ranter.”

Mercer’s eight years on This Hour Has 22 Minutes
(named for the legendary Canadian public affairs pro-
gram This Hour Has Seven Days), built his reputation
as Canada’s most indignant and incisive comic actor.
But if its 1960s predecessor was often considered con-
troversial for topics and approaches to stories that ex-
plored the boundaries of journalistic autonomy, This
Hour Has 22 Minutes pushed the envelope even fur-
ther by pointedly subverting some of Canada’s most
entrenched public institutions, including broadcast
journalism itself. Mercer’s contributions were among
the show’s most subversive and the most popular. One
of the Mercer trademarks was “Streeters,” two-minute
tirades shot in grainy black-and-white film on the Hal-
ifax, Nova Scotia, waterfront, which featured an out-
raged Mercer venting the collective spleen of every
Canadian who had ever been angered by the duplicity
of federal politicians or the petty tyranny of bank
tellers.

“Talking to Americans” would take Mercer’s angry-
young-man act on the road. As a regular segment on
This Hour Has 22 Minutes, “Talking to Americans”
had Mercer traveling to major U.S. cities and recruit-
ing unsuspecting victims to participate in seemingly
benign “man on the street” interviews that collected
American opinions on Canada’s geography, politics,
and culture. Topics ranged from whether Canada
should be forced to outlaw the polar bear slaughter in
Toronto (though no polar bears live in this cosmopoli-
tan urban center of some 2.5 million people) to
whether Americans should embark on a bombing cam-
paign against Bouchard (not a place but a person: Lu-
cien Bouchard, the former leader of the Bloc
Quebecois, the party advocating separation from
Canada for French-speaking Quebec). The dismal fail-
ure of even American politicians to grasp fundamental
facts about Canada emerged in the now infamous
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“Jean Poutine” episode. At a press event held by
then—presidential candidate George W. Bush, Mercer
asked the Texas Republican to comment on the support
for his presidential run pledged by Canada’s prime
minister, Jean Poutine. Bush’s unfortunate public fail-
ure to recall that the Canadian leader’s real name is
Jean Chretien was compounded only by the fact that
“poutine” is actually a fast-food item, popular in Que-
bec, consisting of french fries covered in gravy and
melted cheese curds. This Hour Has 22 Minutes’ cam-
eras captured the entire episode, much to the delight of
the perpetually marginalized Canadian television audi-
ence.

An hour-long “Talking to Americans” compilation
special gained the highest ratings in Canadian broad-
casting history for a comedy show, while a text-based
version of Streeters was published in 1998. Mercer’s
eight years on This Hour would also net him 12 Gem-
ini Awards for writing and performing as well as sev-
eral Canadian Comedy Awards. He has also won
regional awards in Canada for journalism and for con-
tributions to the arts in Atlantic Canada.

While Mercer has proven his mettle as a stage actor,
political satirist, news commentator, and news maker,
in 1998 he turned his talents to writing and starring in
a situation comedy. Made in Canada gleefully lam-
poons the Canadian private television production in-
dustry. Richard Strong, Mercer’s character, is head of
production (a position earned by drugging and framing
his brother-in-law and boss) at “Pyramid/Prodigy Pro-
ductions,” where unbridled office politics and sleazy
corporate competition provide the backdrop for Mer-
cer’s character’s quest to destroy his enemies while
churning out lamentably bad Canadian television for
American syndication. Mercer has called the role a
modern-day Richard III and characteristically subverts
television convention by engaging the viewer in play-
ful side commentary made directly into the camera.
During the 200102 season, Made in Canada boasted
cameos from a virtual “Who’s Who” of Canadian film
and television actors, journalists, and media industry
executives, all of whom seemed only too happy to be
in on the joke that the series makes of the Canadian
private TV industry.

But if Mercer’s career sometimes appears as a
quixotic campaign to use television and journalism to
expose the many flaws and ironies in Canadian politi-
cal, social, and cultural life, it is also redolent with a
seemingly sincere fondness and curiosity about the na-
tion’s cultural heritage and institutions. As the host of
It Seems Like Yesterday for Canada’s History Televi-
sion Network, Mercer narrates half-hour retrospectives
looking at newsworthy weeks in 20th-century history,
emphasizing events and matters of particular impor-




tance to Canadians. In 1992 Secret Nation brought
Mercer together with a collection of fellow Newfound-
land artists, writers, and actors in a deft mystery ex-
ploring a fictional British-Canadian plot to sabotage a
referendum, forcing Newfoundland into confederation
with the rest of Canada in the 1940s. Mercer also rou-
tinely lends his considerable talents to hosting awards
shows and CBC specials, appearing as a special guest
on children’s programs and at comedy festivals.

JoDY WATERS

See also CODCO

Rick Mercer. Born October, 17, 1969, St. John’'s,
Newfoundland, Canada. Began career as a writer and
performer in local theater in St. John’s as a teenager,
later going on to work with founders of Newfound-
land’s famed CODCO theater troupe. First two one-
man shows, Show Me the Button, I'll Push It, and ['ve
Killed Before; I'll Kill Again became Canada-wide hits
in the early 1990s. Debuted on television in 1993 on
the news satire This Hour Has 22 Minutes. Departed in
2001 to write and star in Made in Canada. Hosted the
Canadian Juno Awards in 2001, the East Coast Music
Awards in 1998 and 1999, and the Gemini Awards in
2000.

Television Series

1993-2001  This Hour Has 22 Minutes
(writer and performer)
It Seems Like Yesterday
1998- Made in Canada (writer and performer)
Television Specials
1996 CBC New Year's Eve Comedy Special
(with cast of This Hour Has
22 Minutes)
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1997 CBC New Year’s Eve Comedy Special
(with cast of This Hour Has
22 Minutes)

1998 East Coast Music Awards

1999 East Coast Music Awards

2000 Gemini Awards

2001 Canadian Juno Awards

2001 “Talking to Americans”

Stage

Show Me the Buiton, I'll Push It, 1991; I've Killed
Before; I'll Kill Again, 1992; A Good Place to
Hide, 1995

Film

1992 Secret Nation

1991 Understanding Bliss
Publications

Streeters, 1998.
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Mergers and Acquisitions

Mergers and acquisitions have been a constant theme
in the U.S. television business since its commercial be-
ginnings. The vast majority of the dominant compa-
nies have been built by taking over other enterprises.
For example, all four of the original television net-
works developed as products of mergers. No better ex-
ample can be found than the complex formation of the
American Broadcasting Company (ABC). During

World War 11, when the federal government forced the
National Broadcasting Company (NBC) to divest itself
of one of its two radio networks, Edward Nobel’s Life-
savers company acquired the NBC Blue network and
renamed it ABC. For nearly a decade, ABC struggled
and would probably have not made a major impact in
television had not it been acquired by another com-
pany, United Paramount Theaters, in 1952. Leonard
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Goldenson, then head of United Paramount, took con-
trol of the merged units and sold movie theaters to fi-
nance the creation of ABC Television.

During this same early period, another television
company, Dumont, was able to mount a TV network
largely because it had been acquired by Hollywood’s
Paramount Pictures, and even the NBC and Columbia
Broadcasting System (CBS) television networks, usu-
ally thought of as secure corporate entities, relied on
mergers to increase their stable of owned-and-operated
television stations. As the three-network oligopoly of
ABC, CBS, and NBC solidified its position in the
American news and entertainment contexts and in the
wake of specific Federal Communications Commis-
sion (FCC) rulings on the allocation of spectrum
space, the television industry appeared to be estab-
lished and unchanging. Through the 1960s and 1970s,
the “Big Three” TV networks acquired few TV proper-
ties, and the only big news in the late 1960s was an “al-
most merger” as ITT tried and failed to take control of
ABC. The FCC carefully investigated that proposed
deal, and the delay caused the parties to abandon the
merger. CBS and NBC were satisfied to acquire ancil-
lary entertainment units, from baseball teams to book
publishers.

The stability of the three major TV network empires
was shattered in the mid-1980s, a time when the televi-
sion business was changing rapidly. Cable and home
video made major inroads into the landscape domi-
nated by terrestrially based broadcasters. Longtime
owners, such as William Paley of CBS, began to pon-
der retirement, and perhaps most significantly, the
FCC lowered the level of its threatened opposition to
proposed deals.

In 1986 General Electric (GE) purchased the Radio
Corporation of America (RCA) at a price in excess of
$6 billion and thus acquired NBC. GE, one of the
biggest corporations in the world, immediately sold off
the NBC Radio network and stations as well as RCA
manufacturing. GE’s stripped-down NBC then began
to expand into cable television, a move most strongly
exemplified by its acquisition of shares of the CNBC,
Bravo, American Movie Classics (AMC), and A&E
cable television networks.

Also in 1986, Laurence Tisch and his Loews invest-
ment company took over CBS. Earlier, as Ted Turner
attempted a hostile bid for CBS, longtime CBS chief
Paley looked for a “white knight” to save his beloved
company and in October 1985 asked Tisch to join the
CBS board of directors to thwart the Atlanta-based
broadcaster. The following year, Tisch took full control
and, to no one’s surprise, systematically began to sell
everything CBS owned in order to concentrate on tele-
vision. First to go was CBS Educational and Profes-
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sional Publishing, which included Holt, Rinehart and
Winston, one of the country’s leading publishers of
textbooks, and W.B. Saunders, a major publisher of
medical books. Next Tisch picked up $2 billion from
the Sony Corporation of Japan for CBS’s Music
Group, one of the world’s dominant sellers of popular
music.

ABC was the third of the Big Three to be merged
into another company. By the early 1980s, Leonard
Goldenson had transformed ABC into the top TV net-
work, but he had passed his 80th birthday and wanted
out of the day-to-day grind of running a billion-dollar
corporation. In 1986 Capital Cities, backed by Warren
Buffett’s Berkshire Hathaway investment group,
bought ABC for $3.5 billion. Capital Cities had long
ranked as a top group-owner of television stations, and
through the late 1980s and into the 1990s, the new
“CapCities,” led by chief executive officer Thomas
Murphy, moved ABC into cable television, most no-
tably by taking control of the cable sports network
ESPN (Entertainment and Sports Network).

At this same time, the cable television industry was
also in the process of consolidating. Giant companies
were created through acquisitions and mergers based
on the core of the cable television operation: the local
franchise. To take advantage of economies of opera-
tion, corporations merged cable franchises under sin-
gle corporate umbrellas, creating “multiple system
operators.” No two corporations did this better than
Time Warner and TeleCommunications, Inc. (TCI).

Time Warner was formed by the merger of two com-
munications giants in 1989; its assets approached $20
billion, and yearly revenues topped $10 billion. While
the colossus covered all phases of the mass media, its
heart was a vast nationwide collection of cable fran-
chises. However, this merger to end all mergers also
included Warner Brothers (one of Hollywood’s major
studios, a leading home video distributor, and one of
the world’s top six major music labels) and Time’s vast
array of publishing interests, from magazines as well
known as Time, Fortune, and Sports lllustrated to
Time-Life Books. In 1995 Time Warner acquired
Turner Broadcasting (which had itself acquired other
film libraries, production companies, and cable enti-
ties), making an already vast empire ever larger.

From the outside, to challenge the Big Three net-
works and these vast cable corporations, came Rupert
Murdoch and his News Corporation Ltd. From a con-
federation of independent stations around the United
States, Murdoch fashioned the FOX television net-
work. He began by taking over the Hollywood studio
20th Century-Fox and thus obtaining a steady source
of programming. Next he acquired the most powerful
nonnetwork collection of television stations, Metrome-




dia, for well in excess of $1 billion. These six over-the-
air television stations, plus a score more in smaller
markets that Murdoch would later acquire as legal
ownership maximums increased, could reach nearly
one-third of homes in the United States. As a capstone,
Murdoch spent well in excess of $1 billion for TV
Guide, the magazine that was best able to promote his
new television empire.

In 1990, with the Time Warner merger settled, Ru-
pert Murdoch on scene as a new player, and the new
owners for each of the Big Three TV networks, it
seemed it would be well into the next century before
the television industry in the United States would ex-
perience another important wave of mergers. Instead, a
frenzy of acquisition came in 1995, far sooner than
anyone expected. That summer, Disney acquired Capi-
tal Cities/ABC, adding not only a famous TV network
but also a score of FM and AM radio stations and two
dozen newspapers to the entertainment and theme park
company. Within a month, Tisch sold CBS to Westing-
house. At the time, Westinghouse stood as a major
manufacturer of industrial equipment in the United
States with but a single division owning and operating
television and radio stations. (Later in 1995 came the
previously mentioned acquisition of Turner Broadcast-
ing by Time Warner.)

A comnerstone event in the history of mergers and
acquisitions in the television business had taken place.
Critics stood up and asserted that this takeover wave
had created a very real threat: a few corporations con-
trolling television, the most important communications
medium of the late 20th century. Before 1995, analysts
had associated TV networks with one part of the busi-
ness (distribution run from New York) and Hollywood
with another (production of prime-time entertain-
ment). The 1995 merger movement changed all that,
consolidating all economic functions into single cor-
porations. Indeed, critics argued that the television in-
dustry seemed on the verge of domination by one unit:
“The ABC-CBS-NBC-FOX-Disney-Westinghouse-
News Corp Entertainment and Appliance Group.”

A primary concermn for critics of such alliances is the
reduction in forms of social and cultural expression.
They cite various form of vertical integration—includ-
ing the unification of production, distribution, and pre-
sentation of mediated material—as serious threats to
experimentation, variation, and diversity among social
and cultural groups. Profit margins, rather than the
needs and aspirations of groups and individuals, deter-
mine what is produced and exhibited. Moreover, be-
cause most of the major participants in the giant,
newly merged media corporations also have interna-
tional interests, critics point to the possibility of a re-
duction in cultural diversity, forms of expression, and
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dissemination of information on a global scale. In-
deed, the model of consolidation and merger outlined
here in the context of the United States is equally sig-
nificant among a shrinking handful of European and
Asian media conglomerates. Control of communica-
tion- and media-based corporations throughout the
world, then, is scrutinized as a form of extraordinary
political, economic, social, and cultural power.

The wave of mergers continued through the end of
the 20th century and the early 2000s. The biggest came
in January 2000, when America Online (AOL) merged
with Time Warner. This deal lasted only three years, as
AOL could never provide a synergistic thrust to the
benefit of Time Warner. In August 2003, “AOL” was
dropped from the company name.

The second-largest deal came in September 2003,
when NBC took control of Hollywood’s Universal stu-
dios. Therefore, at that point in time, all four major
networks (NBC, CBS, ABC, and FOX) were vertically
integrated with movie and television studios in a
merger worth an estimated $42 billion.

Mergers and acquisitions will continue in the future
as corporate players try to anticipate what it means to
operate in the new world of 500 channels and the In-
ternet. Future media mergers will most likely take one
of three forms.

First, corporations and companies not directly in-
volved in the television industry will wish to enter into
mergers with television companies or acquire them.
This was exemplified by the Westinghouse takeover of
CBS, continuing a trend that started in the mid-1980s
with GE taking over NBC. More often than not (and
surely in the case with Westinghouse), the outside cor-
porate entity acquires the television company because
it is struggling and seeking to reinvent itself.

Second, there will be an increase in vertical integra-
tion. Disney, a “software producer,” acquired ABC, a
top distributor of video, in part to enable Disney to
gain a guaranteed market for its future products.

The third merger strategy will be corporate diversifi-
cation. Corporate chief executive officers will seek to
spread risk over as many media enterprises as possible
in order to hedge bets in an ever-changing media mar-
ketplace. With divisions devoted to all forms of the
mass media, the diversified corporation can survive
through future recessions and ride the technological
wave of the future, whatever direction it may take.

It is likely that mergers and acquisitions will always
be a central activity in the television business as com-
panies maneuver to become the dominant player in one
media segment. Television, whether defined by net-
works (distributors) or Hollywood studios (producers),
has long been comprised of small, exclusive clubs. As
long as television remains a major industry, outsiders
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will attempt to buy in, current players will struggle to
protect what they have, and all will strive to minimize
risk. Simply put, it is cheaper to merge with and ac-
quire other companies than to start new companies
from scratch, a fact as true in the days of Sarnoff, Pa-
ley, and Goldenson as it is today.

DouGLAs GOMERY

See also American Broadcasting Company;
Columbia Broadcasting System; FOX Broadcast-
ing Company; Hollywood and Television; Media
Conglomerates; National Broadcasting Company;
Time Warner; Turner Broadcasting Systems; Net-
works: United States
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Messer, Don (1910-1973)

Canadian Musician, Television Performer

Don Messer was the star of his own music variety pro-
gram, Don Messer’s Jubilee, which ran on the Cana-
dian Broadcasting Corporation (CBC), Canada’s
public broadcaster, from 1958 to 1969. The program
featured the “Down-East” fiddling style of Messer and
his band as well as a medley of old-time favorite folk
songs sung by the show’s two lead singers, Marge Os-
borne and Charlie Chamberlain. During its run, it was
one of the most popular television programs in
Canada, and in the mid-1960s it ranked second only to
Hockey Night in Canada in national ratings.

Don Messer’s Jubilee, like many early television
programs, had its roots in radio. In 1934, Messer
formed a band, the Lumberjacks, in his native province
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of New Brunswick; along with lead singer Charlie
Chamberlain, he developed the musical format and
style that he would later translate to television. In
1939, he moved to Prince Edward Island, where the
band was joined by Marge Osborne. They changed the
band’s name to the Islanders. His television career be-
gan locally in the Maritimes in 1957. One year later,
Don Messer’s Jubilee was broadcast nationally as a
summer replacement for the country-and-western mu-
sic show Country Hoedown. Jubilee was an instant
success and remained consistently in the top ten
throughout its run. The show’s popularity was so
strong that its Canadian ratings in 1961 were even
higher than the formidable Ed Sullivan Show.



The show’s success, according to Messer himself,
lay in its sincerity and simplicity. The show’s style
contrasted sharply with the more “showbiz” variety
programs that were being made in Canada’s larger ur-
ban centers, which more often than not emulated the
more appealing U.S. programs. Jubilee offered its
Canadian viewers a “made-in-Canada” variety show. It
reflected what one commentator called “an echo of our
country and people as they used to be in simpler days.”

Don Messer was shy and retiring and rarely spoke in
front of the cameras, preferring to let the show’s an-
nouncer introduce the songs. The two lead singers ap-
peared more ordinary and down-home than glamorous
and glitzy. The show’s set, format, and staging were
simple, straightforward, and inexpensive to produce.
Settings were often fixed, and a “book™ (two flats
hinged together) was often used to provide variety. Ju-
bilee’s appeal was largely among Canada’s far-flung
rural population, reaching nearly one-half of Canadian
farm homes, and its greatest appeal was among the
fishing population of the Maritimes.

The decision to cancel the show in 1969 in favor of
a “younger look” brought such a storm of protest that
the CBC board of directors decreed that in the future
such popular shows were not to be canceled without
justifiable reasons. Attempts were quickly made to re-
vive the show on Hamilton’s local television station
CHCH, but without its national time slot, Jubilee
quickly lost its magic. Don Messer passed away three
years later on March 26, 1973.

The appeal of Don Messer’s Jubilee has survived to
this day. Since the 1970s, it has come to symbolize the

Mexico

“made-in-Canada” music variety show. Many artists
have had successful television careers using the for-
mula and sincere style that Messer pioneered. Shows
such as The Tommy Hunter Show, a country-western
music program; The Irish Rovers, featuring Irish folk
music; and Rita MacNeill and Friends, starring an-
other Maritime musician, have carved out successful
programs based on Messer’s own conviction that mu-
sicians wish to be judged only on their ability to make
music rather than the glitz and glamour of their pro-
gramming. In the mid-1980s, John Gray, composer
and songwriter of the stage play Billy Bishop Goes to
War, revived a stage play based on the television show
as a celebration of a Canadian cultural treasure.
MANON LAMONTAGNE

Don Messer. Born in Tweedside, New Brunswick,
Canada, 1910. Fiddler since age of seven; formed
group, the New Brunswick Lumberjacks, with Charlie
Chamberlain, and made first radio appearance, 1934,
regular radio and television appearances on CBC; host,
maritime regional musical variety program. Died
March 26, 1973.

Television Series
1958-69 Don Messer’s Jubilee (host/performer)
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Mexico

The first experimental television transmission in Mex-
ico—from Cuernavaca to Mexico City—was arranged
by Francisco Javier Stavoli in 1931. Stavoli purchased
a Nipkow system from Western Television in Chicago
with funding from the ruling party, the Mexican Revo-
lutionary Party, which became the current Institutional
Revolutionary Party. In 1934 Guillermo Gonzalez Ca-
marena built his own monochromatic camera; by 1939
Gonzalez Camarena had developed a trichromatic sys-
tem, and in 1940 he obtained the first patent for color
television in the world. In 1942, after Lee deForest
traveled to meet with him in order to buy the rights, he

secured the U.S. patent under description of the Chro-
moscopic Adaptors for Television Equipment. In 1946
Gonzalez Camarena also created XE1GGC-Channel 5,
Mexico’s first experimental television station, and
started weekly transmissions to a couple of receivers,
built by Gonzalez Camarena himself, installed at the
radio stations XEW and XEQ and at the Mexican
League of Radio Experimentors. The first on-air pre-
senter was Luis M. Farias, and the group of actors and
actresses performing in those transmissions were Rita
Rey, Emma Telmo, Amparo Guerra Margain, and Car-
los Ortiz Sanchez. Gonzalez Camarena also built the
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studio Gon-Cam in 1948, which was considered the
best television system in the world in a survey done by
Columbia College of Chicago.

In 1949, another broadcasting pioneer, Romulo
O’Farrill, obtained the concession for XHTV-Channel
4, the first commercial station in Mexico, which was
equipped with an RCA system. XHTV made the first
remote-control transmission in July 1950 from the Au-
ditorium of the National Lottery—a program televis-
ing a raffle for the subscribers of O’Farrill’s
newspaper, Novedades. The first televised sports
event, a bullfight, was transmitted the following day.
In September 1950, with the firm Omega and the
automobile-tire manufacturer Goodrich Euzkadi as the
first advertisers, XHTV made the first commercial
broadcast, the State of the Union Address of President
Miguel Aleman Valdes.

By the late 1980s, the entire telecommunications in-
frastructure in Mexico consisted of 10,000 miles of
microwaves with 224 retransmitting stations and 110
terminal stations, the Morelos Satellite System with
two satellites and 232 terrestrial links, 665 AM radio
stations and 200 FM radio stations, 192 television sta-
tions, and 72 cable systems.

From the time of the earliest experiments, the televi-
sion system in Mexico has been regulated by article 42
of the Mexican Constitution, which stipulates state
ownership of electromagnetic waves transmitted over
Mexican territory. This law is supplemented by article
7 of the 1857 Constitution, which deals with freedom
of the press, a perspective that became more restrictive
as article 20 of the 1917 Constitution. In 1926 the
Calles administration produced the Law of Electrical
Communications. And the first document that specifi-
cally addresses the television industry, the “decree
which sets the norms for the installation and operation
of television broadcasting stations,” was drafted by the
Aleman administration in 1950. The current Federal
Law of Radio and Television was originally formu-
lated in 1960 during the Lopez Mateos administration,
introducing limits to advertising. This law was drasti-
cally altered in 2002 by the Fox administration, com-
plying with the proposals of private broadcasters.

Even within the structure of these regulations, tele-
vision in Mexico has been dominated by a handful of
powerful individuals and family groups. The most sig-
nificant of these is the Azcarraga family. Television
station XEW began operations in 1951 under the direc-
tion of Emilio Azcarraga Vidaurreta, who already
owned the radio station with the same call letters, one
of 13 radio stations under his ownership in the north-
ern part of the country. Azcarraga had strong links with
the U.S. conglomerate Radio Corporation of America
(RCA) and had been the founding president of the
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Chamber of the Radiobroadcast Industry in 1941. He
was also influential in the creation of the Interamerican
Radiobroadcasting Association and, with Goar Mestre
of Cuba, was considered one of the two most powerful
media barons in Latin America. XHGC was founded in
1952 by Gonzalez Camarena, who was considered a
protégé of Azcarraga and had worked as a studio engi-
neer in his radio stations. Telesistema Mexicano was
born in 1954 with the integration of XEW-TV, XHGC-
TV, and, a year later, XHTV.

Although these stations and systems operated under
the laws requiring state ownership of the airwaves, in
1950 Mexico adopted a commercial model of financial
support. This decision came two years after, and de-
spite the conclusions of, the report issued by the Tele-
vision Committee of the National Fine Arts Institute.
The report criticized the commercial model of the
American television industry, favoring instead the
public television system of the United Kingdom.
The Television Committee had been formed at the re-
quest of President Aleman and was chaired by Sal-
vador Novo, who was assisted by Gonzalez Camarena.
In the judgment of the committee, commercial pro-
gramming was the “simple packaging of commodities
with no other aspiration.” Later, Novo would charac-
terize Mexican radio as “spiritual tequila” and televi-
sion as the “monstrous daughter of the hidden
intercourse between radio and cinema.”

In 1973, 23 years after having committed to this
model of commercial support, Television Via Satellite,
S.A. (Televisa), was created as a result of the fusion of
Telesistema Mexicano and Television Independiente
de Mexico (TIM). TIM was the media outlet of the
Monterrey Group, the most powerful industrial group
in the country, and consisted of XHTM-TV (which
started in 1968), two more stations in the interior, and
the additional 15 television stations of Telecadena
Mexicana, S.A. This network was founded by film
producer Manuel Barbachano Ponce in 1965 and was
purchased by TIM in 1970. The fusion of Telesistema
and TIM was preceded by strong criticisms of pro-
gramming and advertising by several public officials,
including President Luis Echeverria, in 1972,

Emilio Azcarraga Jean became the president of
Televisa after the death of Emilio Azcarraga Milmo in
1997, its founding and only president, except for a
short period in 1986 and 1987, when Miguel Aleman
Velasco—son of the president who opted for the com-
mercial model—replaced him. In addition to its domi-
nant role in the television industry, Televisa has
operations in sectors as diverse as the recording indus-
try, soccer teams (America, the winningest team in the
country’s history; Necaxa; and Real San Luis), a sports
stadium with a capacity for 114,000 spectators, a pub-




lishing house, newspapers, billboard advertising com-
panies, Cablevision, a cable television system, film
studios, video stores, and direct broadcast satellite,
among others. Moreover, the Televisa empire extends
beyond the boundaries of Mexico. Televisa’s board has
anew look after the exit of the Aleman, O’Farrill, Diez
Barroso, and Canedo families and the entrance new
names, such as Asuncion Aramburuzabala, cice chair-
woman; Alfonso De Angoitia, chief financial officer;
Raul Rodriguez, chief executive officer of radio; and
Pablo Vazquez, chief executive officer of Innova. Be-
sides the strategic alliance with Carlos Slim, the
wealthiest businessperson in Mexico, the list of for-
eign stockholders now includes Bill Gates, who holds
a 7 percent share.

The first experience of Televisa outside its home
country was the creation of what is known today as
Univision, a system of Spanish-language television
operations in the United States. The move of Azcar-
raga to the United States coincided with a new strategy
to grow internationally while diversifying in the na-
tional market. The original operation started in 1960 as
Spanish International Network Sales (SIN) with sta-
tions in San Antonio and Los Angeles and three more
besides the affiliates. The link between Televisa and
SIN/SICC was in a hiatus for some time after a lawsuit
focused on Azcarraga’s potential violation of U.S. reg-
ulations preventing foreign citizens from holding con-
trolling interests in U.S. media industries. Within a
matter of years, however, Televisa not only recovered
Univision but also added Panamsat in 1985 and made
substantial investments in Chile, Peru, Spain, and
Venezuela. Tele Futura was recently added to the cable
channel Galavision as U.S. outlets linked to Univision.

After being dominated by Televisa for 23 years, a
duopoly emerged with TV Azteca as the competitor.
The quasi monopoly of Televisa in the Mexican televi-
sion industry was broken in 1994, when the Salinas ad-
ministration privatized a media package that included
Channels 7 and 13 as well as a chain of film theaters.
The winning bid was presented by Ricardo Salinas
Pliego, president of the electronics manufacturer Elek-
tra and the furniture chain Salinas y Rocha. Salinas
Pliego won the bid despite having no experience in the
broadcast industry, a qualification required by rules is-
sued by the federal government. Among those who lost
the bid were families with a long history in the broad-
cast industry, such as the Sernas and the Vargas fami-
lies. Some of these irregularities were coupled with the
revelation by Raul Salinas de Gortari—brother of Car-
los Salinas de Gortari and the main suspect in the as-
sassination of Jose Francisco Ruiz Massieu—that he
had engaged in financial transactions with Salinas
Pliego shortly before and after the privatization. The

Mexico

revelation of this information by Televisa (quoting
U.S. newspapers and newscasts) caused a war of accu-
sations between Televisa and the Salinas Pliego group,
a war that calmed down after the intervention of the
secretary of the interior and President Ernesto Zedillo
himself.

Televisa had experienced a similar conflict in 1995
with Muldvision, the wireless cable firm owned by the
Vargas family. Multivision asked for the nullification
of several dozens of new concessions of stations given
to Televisa at the end of the Salinas administration.
Televisa counterattacked by accusing Multivision of
receiving concessions for wireless cable and other ser-
vices without following correct procedures. After initi-
ating mutual lawsuits, Televisa and Multivision
reached a truce with the mediation of the secretary of
the interior. The most spectacular conflict, however,
occurred between TV Azteca and CNI-Channel 40
when the former took over the transmission facilities
of Mount Ciquihuite of the latter with an armed com-
mando in December 2002 because of some disagree-
ments about the interpretation of a programming
contract. The Fox administration waited ten days be-
fore reacting. A judge gave the facilities back to CNI
and imprisoned eight employees of TV Azteca after
the federal authorities appeared to be afraid of acting
forcefully against TV Azteca.

In addition to these private, commercially supported
television systems, a smaller, public system is also in
place. The first public television station was Channel
11, started in 1958 by the Instituto Politecnico Na-
cional (National Polytechnical Institute). In 1972 the
Echeverria administration created Television Rural del
Gobierno Federal, which later became Television de la
Republica Mexicana, and purchased 72 percent of the
stock of XHDF-Channel 13 through SOMEX. It later
added Channels 7 and 22 and became Instituto Mexi-
cano de Television (Imevision). Although Imevision
was owned and operated by the government, it emu-
lated the programming of Televisa. The Salinas admin-
istration privatized Imevision, which became TV
Azteca, and handed XEIMT-Channel 22 to a group of
scholars, artists, and intellectuals.

Although there were some cable television opera-
tions in the northern state of Sonora by the late 1950s,
the industry has been dominated by Televisa through
Cablevision since its creation in 1970. This operation
has had its main competitor from direct broadcast
satellite delivery, primarily from Multivision, owned
by the Vargas family. Multivision has greater market
penetration and offers more channels than its counter-
parts in countries such as the United States. In 1996
Televisa created a joint venture with News Corpora-
tion, Rede Globo (Brazil), and TeleCommunications,
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Inc. (TCI), to create a direct broadcast satellite service
for Latin America. Multivision became part of the rival
operation DirecTV, along with the Cisneros Organiza-
tion (Venezuela) and Television Abril (Brazil). There
have been talks to merge both satellite services in the
near future.

Much of Televisa’s dominance in Mexican televi-
sion comes from its role as a production and distribu-
tion company. It provides over 12,000 hours of
television programming each year, of which only 13
percent are imports. Media scholar Florence Toussaint
says that the soul of Televisa resides in its program-
ming. She points out that the organization offers an ap-
parent diversity through the four channels (Channels 2,
4, 5, and 9 in Mexico City), with 118 titles in 455
hours each week. Toussaint argues, however, that
among and within all these programs, a singular dis-
course is being elaborated, one that propagates a deter-
minate view of the world. Plurality, she suggests, is not
its goal, and all the different shows in the various gen-
res are, in fact, similar. This is especially true of the
soap operas (telenovelas), the main programming form
of Mexican television. (The production and distribu-
tion of melodramatic telenovelas places Televisa
among the top five exporters of television program-
ming in the world; the programs are exported not only
to the Americas but also to countries that include
China and Russia.) This particular genre can be seen to
prescribe the gender roles and the aspirations that the
social classes should have. Bourgeois values and sym-
bols are the ideal, the goal, and the measure of failure
Or success.

Different critical perspectives move away from this
analysis, which assumes a passive audience. The alter-
native points of view, influenced by British and Amer-
ican cultural studies and the works of Jesus
Martin-Barbero, Nestor Garcia Canclini, Jorge Gonza-
lez, Guillermo Orozco, and Rossana Reguillo, point
out specificities of Latin American popular culture
found in the form. Telenovelas, for example, were
modeled after radionovelas, the primary of example of
which, El Derecho de Nacer (The Right to Be Born),
was broadcast at the beginning of the television era in
the 1950s. Although the first telenovela in its current
format was Senda Prohibida (Forbidden Road), other
forms of television drama appeared as early as 1951,
starting with the detective program Un muerto en su
tumba (A Dead Man in His Tomb). The first serial
drama was Los Angeles de la Calle (Street Angels),
which ran from 1952 to 1955.

Telenovelas expanded to prime time and included
male viewers as part of the target audience in 1981
with Colorina. Besides the melodrama, there are other
subgenres in the telenovela—the historical, the educa-
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tional, and the political—all of which, despite the ex-
plicit differences, have a melodramatic subtext. The
first antecedent to this strategy of subgenres was Max-
imiliano y Carlota (1956) and was fully initiated with
La Tormenta (The Storm) in 1967. Educational telen-
ovelas began in 1956 with a story focused on adult ed-
ucation, Ven conmigo (Come with Me). For the new
television network, TV Azteca, one of the most suc-
cessful programs among audiences and critics has
been the political telenovela Nada Personal (Nothing
Personal) produced by Argos. TV Azteca suffered a big
blow when Argos signed an agreement with Televisa’s
Cablevision to launch Channel 46-Zoom TV.

Before the privatization of TV Azteca, Channel 2,
with a programming based around felenovelas, had the
highest ratings in prime time at 26.8 (a 47 percent au-
dience share), followed by Channels 5 and 4, with a
younger target audience, with 17.3 (30.3 percent
share) and 8.7 rating (15.2 percent share), respectively.
TV Azteca, then Imevision, had a rating of 2.5 (4.3
percent share) and 1.8 (3.1 percent share) for Channels
13 and 7, respectively. By the summer of 2003, Tele-
visa prime-time audience share amounted to 69.6 per-
cent, airing 85 of the 100 most popular programs. In
2002, Televisa won the ratings war in every single
genre and continued in 2003 to lead the reality show
Big Brother II. Even after the departure of Jacobo
Zabludovsky after a quarter of a century of being the
most widely recognized journalist and media personal-
ity, Televisa’s newscast, now led by Joaquin Lopez
Doriga, doubles the ratings of TV Azteca.

These historical developments and the complex
structures of the Mexican television system have been
the subject of considerable critical analysis. Most ex-
aminations of the Mexican television industry adopt a
liberal pluralist approach. They claim that the relation
between the authorities and the television monopoly
has been fruitful for both parties, especially for the lat-
ter. They also stress that in this relation, the interests of
the masses have been overlooked. Few critics have
taken the simple view that the government and broad-
casting have identical objectives, but most do argue
that the different administrations have been tolerant
and weak, allowing the monopoly greater benefits than
its contributions to Mexican society. These analyses
focus on several central themes. They cite ownership
of media industries and management of news and in-
formation, criticizing the historical quasi-monopoly
and the progovernment bias of Televisa’s newscasts.
TV Azteca proved to be even more biased than its
competitor with the coverage of the 2000 presidential
campaign. Both networks did it again the following
year, when they failed to cover the Zapatista “Tour”
and spectacular entrance to Mexico City. The two




firms became strange bedfellows by organizing a
“peace concert” a few days before the Zapatista ar-
rival.

The Mexican system of broadcasting has developed
out of the shifting balance between the state, private
investors, and outside interests, originating in the
postrevolutionary period (1920—40) when foreign cap-
ital and entrepreneurs alike were looking for new in-
vestment opportunities. Whether the situation remains
the same—whether the same groups remain in control
of media industries in Mexico in the face of new tech-
nological developments—remains to be seen.

EDUARDO BARRERA
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Miami Vice

U.S. Police Drama

Miami Vice earned its nickname of “MTV cops”
through its liberal use of popular rock songs and a pul-
sating, synthesized music track created by Jan Ham-
mer. Segments of the program closely resembled
music videos, as quickly edited images, without dia-
logue, were often accompanied by contemporary hits
such as Tina Tumner’s “What’s Love Got to Do with
It?” As with music-oriented films such as Flashdance
(1983) and Footloose (1984), Miami Vice was a pro-
gram that could not have existed before Music Televi-
sion (MTV) began popularizing the music video in
1981.

Originally aired from 1984 to 1989, Miami Vice in-
corporated both current music and musicians (e.g.,
Phil Collins, Ted Nugent, Glenn Frey, and Sheena Eas-
ton), dressed its undercover police officers in stylish
fashions, and imbued every frame with an aura of
moral decay. It succeeded in making previous police
programs, such as Dragnet, look stodgy and old-
fashioned.

In Miami Vice, the city of Miami, Florida, was virtu-
ally a character in its own right. Each week’s episode
began with a catalog of Miami iconography: sunbaked
beach houses, Cuban-American festivals, women in
bikinis, and postmodern, pastel-colored cityscapes.
Executive producer Michael Mann insisted that signif-
icant portions of the program be shot in Miami, which
helped give Miami Vice its distinctive look. In this

tropical environment, two detectives in the vice de-
partment combated drug traffickers, broke up prostitu-
tion and gambling rings, solved vice-related murders,
and cruised the city’s underground in expensive auto-
mobiles.

Don Johnson and Philip Michael Thomas played the
program’s protagonists, James “Sonny” Crockett and
Ricardo “Rico” Tubbs, respectively. They were sup-
ported by Edward James Olmos as their tough, taciturn
lieutenant and Michael Talbott, John Diehl, Saundra
Santiago, and Olivia Brown as their colleagues on the
squad. The program’s narratives circulated among
these characters, but Crockett was at its center, and
Johnson received the lion’s share of the press about
Miami Vice.

Miami Vice was less about the solving of mysteries
then it was a contemporary morality play. Indeed,
Crockett and Tubbs were often inept detectives—mis-
takenly arresting the wrong person for a crime. Instead
of Columbo-like problem solving, the program stresses
the detectives’ ethical dilemmas. Each week, these
temptable men were situated in a world of temptations.
They were conversant in the language of the under-
world, skilled in its practices, and prepared to use both
for their own ends. It would not take much for them to
cross the thin line between their actions and those of
the drug lords and gangsters. One such ethical
dilemma frequently posed on the show was the issue of
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Miami Vice

Miami Vice, Don Johnson, Philip Michae! Thomas, 1984.
Courtesy of the Everett Collection

vigilante justice. Were the detectives pursuing the evil-
doers out of commitment to law and order or to exact
personal revenge? Often it was very hard to distinguish
the lawbreakers from the law enforcers. Indeed, one
Miami Vice season ended with Crockett actually be-
coming a bona fide gangster—his ties to law enforce-
ment neatly severed by a case of amnesia.

The Miami Vice world’s moral ambiguity linked it to
the hard-boiled detective stories of Raymond Chandler
and Dashiell Hammett and characters such as Sam
Spade and Philip Marlowe as well as the film noir
genre of the theatrical cinema. Television, with its de-
mand for a repeatable narrative format, could not
match the arch fatalism of these antecedents (a protag-
onist could not die at the end of a episode, as they often
do in hard-boiled fiction), but Miami Vice adapted the
cynical tone and world-weary attitude of hard-boiled
fiction to 1980s television. Moreover, one of the most
striking aspects of Miami Vice was its visual style,
which borrowed heavily from the film noir.

As Film Comment critic Richard T. Jameson has
commented, “It’s hard to forbear saying, every five
minutes or so, ‘I can’t believe this was shot for televi-
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sion!"” Miami Vice was one of the most visually styl-
ized programs of the 1980s, and it drew its stylistic in-
spiration from the cinema’s film noir. It incorporated
unconventional camera angles, high-contrast lighting,
stark black-and-white sets, and striking deep focus to
generate unusually dynamic, imbalanced, noir compo-
sitions that could have been lifted from Double Indem-
nity (1944) or Touch of Evil (1958). Miami Vice looked
quite unlike anything else on television at the time.
Miami Vice (along with Hill Street Blues and
Cagney and Lacey) was one of the groundbreaking po-
lice programs of the 1980s. Its influence can be
tracked in the moral ambiguity of NYPD Blue, the vi-
sual experimentation of Homicide: Life on the Street,
and the flawed police inspector Don Johnson plays in
Nash Bridges. Moreover, Miami Vice’s incorporation
of music video components has become a standard
component of youth-oriented television and cinema.
JEREMY G. BUTLER

See also Police Programs

Cast

Detective James “Sonny”
Crockett Don Johnson

Detective Ricardo Tubbs  Philip Michael Thomas

Lieutenant Martin Castillo Edward James Olmos

Detective Gina Navarro
Calabrese

Detective Trudy Joplin

Detective Stan Switek

Detective Larry Zito
(1984-87)

Izzy Moreno

Caitlin Davies (1987-88)

Saundra Santiago
Olivia Brown
Michael Talbott

John Diehl
Martin Ferrero
Sheena Easton

Producers
Michael Mann, Anthony Yerkovich, Mel Swope

Programming History
108 episodes; 3 2-hour episodes
NBC
September 1984
September 1984—

May 1986
June 1986-March 1988
April 1988-January 1989
February 1989-May 1989
June 1989-July 1989

Sunday 9:00-11:00

Friday 10:00-11:00
Friday 9:00-10:00
Friday 10:00-11:00
Friday 9:00-10:00
Wednesday 10:00-11:00
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Microwave

Microwave technology has been used extensively by
the broadcast and cable television industries as well as
in other telecommunications applications since the
early 1950s. Today, microwaves are employed by
telecommunications industries in the form of both ter-
restrial relays and satellite communications.

Microwaves are a form of electromagnetic radia-
tion, with frequencies ranging from several hundred
megahertz to several hundred gigahertz and wave-
lengths ranging from approximately 1 to 20 centime-
ters. Because of their high frequencies, microwaves
have the advantage of being able to carry more infor-
mation than ordinary radio waves and are capable of
being beamed directly from one point to another. In
addition to their telecommunications applications
(which include telephony and computer networking as
well as television), microwaves are used in cooking,
police radar, and certain military applications.

Microwave is a “line-of-sight” technology (i.e., be-
cause a microwave transmission cannot penetrate the
Earth’s surface, it will not extend beyond the horizon);
therefore, long-distance terrestrial transmission of
messages is accomplished via a series of relay points
known as “hops.” Each hop consists of a tower (often
atop a mountain) with one antenna (typically a
parabolic antenna) for receiving and another for re-
transmitting. Hops typically are spaced at 25-mile in-
tervals.

Prior to the widespread use of communications
satellites in television industries, terrestrial microwave
relays frequently were used to deliver programming
from broadcast networks to their affiliates or to deliver
special-event programming, such as sports, to local
stations. Beginning in the 1950s, terrestrial microwave
relays were employed to supplement expensive tele-
phone land lines for long-distance transmission of pro-

gramming. Microwave mobile units (vans with mi-
crowave transmitters attached) have also been used in
television news reporting since the late 1950s.

Microwave technology was critical to the develop-
ment of the community antenna television (CATV)
industry. Before microwave technology became avail-
able in the early 1950s, local CATV systems were lim-
ited in channel selection to those stations that could be
received over the air via tall “master” antennas. In
such situations, a CATV system could flourish only
within 100 to 150 miles of the nearest broadcast televi-
sion markets. Microwave relays, however, made it
possible for CATV systems to operate many hundreds
of miles from television stations. The new technology
thus was a boon to remote communities, especially in
the western United States, which could not have had
television otherwise.

Microwave also introduced the possibility for
CATYV operators to select which broadcast signals they
would carry, sometimes allowing them to bypass
closer signals in order to provide their customers with
more desirable programming—perhaps from well-
funded stations in large cities. For this reason, it was
microwave technology above all that prompted the
earliest efforts by the Federal Communications Com-
mission (FCC) to regulate CATV. By the late 1950s,
some concern had been voiced by broadcasters as to
the legality of the retransmission—and, in effect,
sale—of their signals by CATV systems and CATV-
serving microwave outfits. The most notable of these
complaints resulted in the U.S. Supreme Court case
Carter Mountain Transmission Co. v. FCC (1962). In
1965 and 1966, respectively, the FCC issued two bod-
ies of regulation to govern the rapidly growing CATV
industry. Both of these focused primarily on the legali-
ties of microwave-delivered CATV programming.
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The rules did very little, however, to curtail the
growth of CATV (more widely known as “cable televi-
sion” by the late 1960s), and microwave continued to
play a key role. Throughout the United States, the sig-
nals of several independent television stations, some of
which have become cable “superstations,” were deliv-
ered to cable systems by microwave. In addition, in
late 1972 and early 1973, Home Box Office (HBO) be-
gan serving customers in the Northeast via two exist-
ing microwave relay networks.

Historically, then, terrestrial microwave technology
accomplished many of the television programming
tasks for which communication satellites are used to-
day. Terrestrial relays still exist and serve many impor-
tant functions for television. In recent years, they have

also been enlisted for nontelevision applications, such
as computer networking and the relaying of long-
distance telephone messages. Some companies that be-
gan as terrestrial microwave outfits have also
diversified into satellite program delivery.

MEGAN MULLEN

See also Cable Television: United States; Distant
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Midwest Video Case

In the 1979 case of FCC v. Midwest Video Corp., the
U.S. Supreme Court held that the Federal Communica-
tions Commission (FCC) did not have the statutory au-
thority to regulate public access to cable television.
The legal decision, known more simply as the Mid-
west Video Case, marks the first time the Supreme
Court refused to extend the FCC’s regulatory power to
the cable industry. In May 1976, the FCC used its rule-
making authority to regulate the public’s access to ca-
ble television “air” time and production facilities.
Under the rules, cable television systems with 3,500 or
more subscribers were required to upgrade to at least
20 channels by 1986 and set aside up to four of those
channels exclusively for low-cost access by commu-
nity, educational, local governmental, and leased-
access users. Cable operators would have had to make
channel time and studios available on a first-come,
first-served basis to virtually anyone who applied and
without discretion or control over programming con-
tent.

At an FCC hearing and, later, before the District of
Columbia Court of Appeals, Midwest Video and other
cable systems objected to the FCC’s regulatory inter-
vention into their operations, arguing, among other
claims, that the commission’s cable access rules were
beyond the scope of the agency’s jurisdiction as set
forth in the Communications Act of 1934. Citing more
than a decade of favorable legal precedent, the FCC re-
jected the cable industry’s position as an overly narrow
interpretation of the commission’s jurisdiction.
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Although the Communications Act did not explic-
itly grant cable television jurisdiction to the FCC, the
Supreme Court had previously held in 1968 that FCC
regulations that are “reasonably ancillary to the effec-
tive performance of the Commission’s various respon-
sibilities for the regulation of television broadcasting”
fell within the commission’s mandate. In that case,
United States v. Southwestern Cable Co., the Court up-
held FCC rules that required cable systems to retrans-
mit the signals of local broadcast stations and seek
prior FCC approval before making certain program-
ming decisions. Similarly, in a 1972 case known as
United States v. Midwest Video Corp., the nation’s
highest court upheld FCC rules that required cable sys-
tems with 3,500 or more subscribers to create original
programming and provide studio facilities for the pro-
duction and dissemination of local cable programs.

Arguing specifically that the intent of the 1976 pub-
lic access rules was no different than the programming
rules at issue in the 1972 Midwest Video Case, the
FCC maintained that controlling public access to cable
was just a logical extension of its broadcasting author-
ity. The Supreme Court, however, disagreed. Although
the Court suggested that the public access rules might
violate cable operators’ First Amendment rights to free
speech and Fifth Amendment protections against the
“taking” of property without due process of law, the
justices declined to make a broad constitutional ruling.
Instead, the Court distinguished the public access rules
from the FCC’s previous cable rules by declaring the




public access rules to be in violation of section 3(h) of
the Communications Act of 1934, which limits the
FCC'’s authority to regulate “common carriers.”
Unlike broadcasters, common carriers are commu-
nication systems that permit indiscriminate and unlim-
ited public access. Although the FCC has authority to
regulate common carriers such as telephone networks
and citizens band (CB) radio, it is expressly prohibited
from subjecting broadcasters to common-carrier rules
under section 3(h). Because the Court ruled that public
control of local cable access would have, in effect,
turned cable systems into common carriers, Midwest
Video and the cable industry prevailed, at least as a
matter of federal law. In the wake of the Midwest
Video Case’s narrow ruling, state and local authorities
were still free to pass ordinances mandating set-asides
for public access channels as a precondition for the
granting or renewal of a cable franchise in a specific
community.
MicHAEL M. EpSTEIN

Miller, J.P. (James Pinckney)
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Miller, J.P. (James Pinckney) (1919-2001)

U.S. Television Writer

J.P. Miller began writing for television during that time
in the 1950s when a playwright fortunate enough to
see his work performed on a live network drama liter-
ally could become an overnight sensation. For Miller,
that night was October 2, 1958, when the Columbia
Broadcasting System (CBS) broadcast a live produc-
tion of his play “The Days of Wine and Roses™ during
its prestigious drama series Plavhouse 90. By the fol-
lowing morning, the newspapers already had heralded
his ascension to the elite ranks of television play-
wrights, ensuring that his name would be forever
linked with those of Paddy Chayefsky, Reginald Rose,
Rod Serling, Horton Foote, Gore Vidal, and Tad
Mosel. An Emmy nomination followed, along with a
lucrative offer from Hollywood for the film rights and
an opportunity to write the film adaptation, which
eventually became a 1962 movie directed by Blake
Edwards and starring Jack Lemmon and Lee Remick.
If J.P. Miller’s name is not recalled as quickly as that
of other television playwrights of his era, it is because
he was never as prolific as his colleagues or as eager to
carve out a place in the television and movie indus-
tries. He was ambivalent about the business, unwilling

to compromise, perhaps even spoiled by his early taste
of freedom under the guidance of producer Fred Coe.
After his initial burst of success on television and an
inevitable courtship by the movie industry, he returned
to New Jersey, where he spent 40 years working out of
his home. satisfied to write intermittently for movies,
television, and the stage while devoting much of his
energy to his own novels. Unlike most writers able to
sustain leng careers in television, Miller never wrote
for episodic television series or aspired to become a
producer. He was a playwright who wrote individual
television plays—not series episodes—and this craft,
honed in the live dramas of the 1950s, did not translate
easily to the conditions of the television industry after
1960. Still, Miller returned repeatedly to television,
where he earned three more Emmy nominations and
received the Emmy Award in 1969 for his CBS Play-
house teleplay “The People Next Door.” From the be-
ginning of his career to the end, Miller specialized in
scripts that were stark and somber, melancholy re-
minders that America is often a land of opportunities
lost. It is a unique and unlikely vision for a writer who
survived nearly four decades in television.
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J.P. Miller.
Photo courtesy of Sophie Miller Solarino

After World War Il (during which he served as a
lieutenant, earning a Purple Heart), Miller enrolled in
the Yale drama school, which he attended for only a
year before moving back to Houston. While in Hous-
ton, Miller divorced his first wife and then remarried,
failed as a salesman of furnaces and real estate, and
never strayed far from his dream of a career as a writer.
Soon he moved his young family back to New York,
where they lived in a small apartment in Queens. By
day, Miller sold refrigeration for air conditioners; by
night, he wrote plays that no one would read. Around
this time, however, a friend who was a television re-
pairman brought Miller a used television set that was
missing its cabinet.

Miller discovered the quality of writing on Philco-
Goodyear Television Playhouse, which was an expres-
sion of the taste of its producer, Fred Coe, who also
had studied at the Yale drama school. By commission-
ing original plays from writers such as Chayefsky,
Mosel, and Foote, Coe nurtured a dramatic form influ-
enced by the breakthrough work of Arthur Miller and
Tennessee Williams but suited to the scale of early
television: intimate family dramas set in ethnic urban
neighborhoods or forgotten communities in the rural
South in which traditional cultures collide with the
forces of modernity. Miller watched and made notes
for his first television play.

“A Game of Hide and Seek,” Miller’s first television
play, told of two southern sisters who had grown apart
since the day years earlier when the younger sister had
married an apparently wealthy stranger and moved
away. When the prodigal sister returns home, aban-
doned and penniless, she hides her misfortune from the
older sister, who is blind, until the older sister touches
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her suitcase and discovers that it is held together by
rope. Miller delivered the script to Yale classmate Bob
Costello, who had become one of Coe’s assistant pro-
ducers. Coe immediately purchased the script, assign-
ing it to his star director, Arthur Penn, and casting the
stage actress Mildred Dunnock.

Miller’s first notable success came with the play
“The Rabbit Trap,” the story of a long-suffering engi-
neer at a construction firm who stands up to his bully-
ing boss and quits the job in order to spend more time
with his son. This austere critique of corporate Amer-
ica caught the attention of the movie studios, which
were on the lookout for New York talent, and Miller
was brought to Hollywood to write the adaptation, an
experience that he soon came to regret when he dis-
covered how powerless he was to affect the outcome
of the film. Writers in the movie industry enjoyed nei-
ther the autonomy nor the influence they were ac-
corded under Fred Coe’s benevolent patronage.

While Miller toiled as a screenwriter in Hollywood,
fortunes faded for the live television drama. Westerns
and private-detective series filmed in Hollywood
climbed the ratings, and retailers for companies such
as Goodyear and Philco began to pressure the corpo-
rate headquarters to sponsor programs more cheerful
than the bleak dramas that had become Fred Coe’s
trademark. With ratings slipping, Philco pulled its
sponsorship from Television Playhouse in 1955, and
Fred Coe eventually left the National Broadcasting
Company (NBC) and landed at CBS, where he became
one of the producers for Playhouse 90, the last remain-
ing prestige drama on television. It was in this capacity
that Coe lured Miller back to television, and the result
was “The Days of Wine and Roses,” a pinnacle of live
television drama and very nearly the swan song for the
genre.

With prime-time television utterly dominated by
filmed series and the live television drama all but for-
gotten by 1960, Miller turned to screenwriting once
again, writing The Young Savages (1961) for director
John Frankenheimer, adapting his own The Days of
Wine and Roses (1962), and working with director
Fred Zinneman on Behold a Pale Horse (1964). From
this Hollywood sojourn, Miller saved enough money
to purchase a measure of independence. He married
for the third time (to the woman with whom he would
live for the rest of his life), bought a farmhouse in New
Jersey, and began work on his first novel, The Race for
Home (1968), a Depression-era tale that takes place in
a thinly disguised version of the Gulf coast town where
he was raised. He returned to television in the late
1960s, when CBS asked Fred Coe to resurrect the an-
thology drama format in CBS Playhouse, an ambi-
tious, short-lived series of plays written for television.




Miller wrote “The People Next Door” as an unac-
knowledged companion piece to The Days of Wine and
Roses. In this version, a suburban couple (Lloyd
Bridges and Kim Hunter) struggle to understand their
drug-addicted teenage daughter (Deborah Winters).
Miller received an Emmy Award for Outstanding Writ-
ing Achievement in Drama and later wrote the feature
film adaptation.

Throughout the 1970s and 1980s, Miller charted his
own course, alternating between writing novels and
movies and miniseries for television. As he channeled
his energies into fiction (eventually writing three more
novels), he stopped writing original material for televi-
sion and became a specialist in “true-life” movies and
miniseries, including an Emmy-nominated script for
The Lindbergh Kidnapping Case (1976) and Helter
Skelter (1976), an adaptation of Vincent Bugliosi’s
book about the Charles Manson case (which was the
top-rated miniseries of the season). His final work for
television, the Emmy-nominated 1989 miniseries /
Know My First Name Is Steven, written with Cynthia
Whitcomb, was based on the real-life abduction of a
young boy who spent seven years living with his cap-
tor before finally escaping and being reunited with his
family.

CHRISTOPHER ANDERSON

J.P. Miller. Born in San Antonio, Texas, December 18,
1919. Son of Rolland James and Rose Jetta (Smith)
Miller. Married: 1) Ayers Elizabeth Fite, May 16, 1942
(divorced, 1947); children: James Pinckney Jr.; 2)
Juanita Marie Currie, November 29, 1948 (divorced,
1962); children: John R., Montgomery A.; 3) Julianne
Renee Nicolaus, November 20, 1965; children: Lia
Marie, Anthony Milo, Sophie Jetta. Education: Rice
Institute (now Rice University), B.A. in modern lan-
guages, 1941; studied drama at Yale University,
194647, and at American Theatre Wing, 1951-53.
Military service: U.S. Navy, 1941-46; served in Pa-
cific theater; became lieutenant; received Presidential
Unit Citation and Purple Heart. Worked as playwright
for live television dramas, 1954-59; as freelance
screenwriter, playwright, novelist, 1959-2001. Mem-
berships: Dramatists Guild, PEN, Academy of Motion
Picture Arts and Sciences, Authors Guild, Authors
League of America, Writers Guild of America—West.
Died in Stockton, New Jersey, November 1, 2001.

Television Series (writer)

1954 Man Against Crime (wrote one episode)

1954-55 Philco-Goodyear Television Playhouse
(teleplays: “A Game of Hide and
Seek,” “Old Tasselfoot,” “Somebody

Miller, J.P. (James Pinckney)

Special,” “The Catamaran,” “The
Rabbit Trap,” “The Pardon-Me Boy™)

1955 Producer’s Showcase
(teleplay: “Yellow Jack™)

1956 Playwright's *56 (teleplay: “The
Undiscovered Country™)

1958 Kraft Mystery Theatre (teleplay:

“A Boy Called Ciske”)

1958-59 Playhouse 90 (teleplays: “The Days of
Wine and Roses,” “The Dingaling
Girl”

1968 CBS Playhouse (teleplay: “The People
Next Door”)

Made-for-Television Movies (writer)

1972 Your Money or Your Wife
1976 The Lindbergh Kidnapping Case
1980 Gauguin the Savage

Miniseries (writer)

1976 Helter Skelter
1989 I Know My First Name Is Steven (with
Cynthia Whitcomb)

Feature Films (writer)

1959 The Rabbit Trap

1961 The Young Savages
1962 The Days of Wine and Roses
1964 Behold a Pale Horse
1970 The People Next Door
Novels

1968 The Race for Home
1973 Liv

1984 The Skook

1995 Surviving Joy

Awards

Emmy Award for outstanding achievement in drama,
Academy of Television Arts and Sciences, 1969, for
teleplay The People Next Door; Mystery Writers of
America Awards, 1974, for television movie, Your
Money or Your Wife, and Edgar Allan Poe Award,
1977, for television miniseries adaptation of the
book Helter Skelter; Emmy Award nomination for
best writing of a single dramatic program, 1959, for
“The Days of Wine and Roses,” Playhouse 90;
Emmy Award nomination for outstanding writing in
a special program, 1976, for The Lindbergh Kid-
napping Case; Emmy Award nomination (with
Cynthia Whitcomb) for outstanding writing in a
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miniseries or special, 1989, for I Know My First
Name Is Steven.

Further Reading

Gould, Lewis L., editor, Watching Television Come of Age: The
New York Times Reviews by Jack Gould, Austin: University
of Texas Press, 2002

Kisseloff, Jeff, The Box: An Oral History of Television,
1920-61, New York: Viking, 1995

Krampner, John, The Man in the Shadows: Fred Coe and the
Golden Age of Television, New Brunswick, New Jersey:
Rutgers University Press, 1997

Milton Berle Show, The

U.S. Comedy-Variety Show

During his multifaceted rise as a performer, Milton
Berle first appeared on television in a 1929 experimen-
tal broadcast in Chicago when he emceed a closed-
circuit telecast before 129 people. In the
commercial-TV era, he appeared in 1947 on DuMont
station WABD (in Wanamaker’s New York City de-
partment store) as an auctioneer to raise money for the
Heart Fund. In the following year, he would come to
television in a far more prominent manner and through
the new medium rise to the status of a national icon.
He would become known as “Mr. Television,” the first
star the medium could call its own. Skyrocketing to
national prominence in the late 1940s, he was also the
first TV personality to suffer overexposure and
burnout.

Berle began his professional career at age five,
working in motion pictures at Biograph Studios in Fort
Lee, New Jersey. He appeared as the child on Marie
Dressler’s lap in Charlie Chaplin’s Tillie’s Punctured
Romance (1914), was tossed from a train by Pearl
White in The Perils of Pauline (1914), and appeared in
some 50 films with stars such as Douglas Fairbanks,
Mabel Normand, and Marion Davies. Berle’s first
stage role was in 1920, in Shubert’s Atlantic City, New
Jersey, revival of Floradora, which eventually moved
to Broadway. Soon after, a vaudeville sketch with Jack
Duffy launched Berle’s career as a comedian. Signed
as a replacement for Jack Haley at the Palace, Berle
was a smash hit and was held over ten weeks. He then
headlined in top nightclubs and theaters across the
country, returning to Broadway in 1932 to star in Ear/
Carroll’s Vanities, the first of several musical shows in
which he appeared.

Berle’s reputation for stealing material from other
comedians was already part of his persona by this
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time, engineered in part as a publicity ploy; Walter
Winchell labeled him “The Thief of Bad Gags.” Berle
debuted on radio in 1934, and during the 1940s he
hosted several shows, including the comedy-variety

The Milton Berle Show.
Courtesy of the Everett Collection




show Texaco Star Theater. He remained on radio (in-
cluding the radio version of Texaco) until the 1948-49
season, and he was also very successful as a writer of
Tin Pan Alley fare. His many songs include “Sam, You
Made the Pants Too Long.”

On June 8, 1948, Berle reprised his role from radio,
serving as host for the premiere episode of the TV ver-
sion of The Texaco Star Theater. However, the show as
yet had no set format and rotated several emcees dur-
ing the summer of 1948. Originally signed to a four-
week contract, Berle was finally named permanent
host for the season premiere that fall. He and the show
were an immediate smash, with ratings as high as 80
the first season. Ad-libbing at the end of a 1949
episode, Berle called himself “Uncle Miltie,” endear-
ing himself to kids and creating a permanent moniker.
The show received a 1949 Emmy for Best Kinescope
Show (the Television Academy was then a West Coast
entity in the era before coast-to-coast linkup), and
Berle won as Most Outstanding Kinescoped Personal-
ity. For the next eight years, the nation seemingly shut
down on Tuesday evenings during Berle’s time slot.
The name of the program changed in 1953 to the
Buick-Berle Show, becoming known from 1954 as The
Milton Berle Show.

These shows were pitched at an aggressive,
anything-for-a-laugh level, which perfectly suited
Berle’s comic style and profile. This approach also
tended to make his programs very visual. Slapstick rou-
tines, outrageous costumes (Berle often appeared in
drag), and various ludicrous skits became trademarks
of his television humor. Audiences across the United
States wanted to see what Berle would do next, and he
quite obviously thrived on this anticipation. From his
malaprop greetings (e.g., “Hello, ladies and germs”) to
the frenetic, relentless pacing of his jokes and rejoin-
ders and even in his reputation for stealing and recy-
cling material, Berle presented himself as one part
buffoon and one part consummate, professional enter-
tainer, a kind of veteran of the Borscht Belt trenches.
However, even within his shows’ sanctioned exhibi-
tionism, some of Berle’s behavior could cross the line
from affability to effrontery. At its worst, the underly-
ing tone of the Berle programs could appear to be one
of contempt should the audience not respond approv-
ingly. In some cases, the program exhibited a surprising
degree of self-consciousness about TV itself; Texaco’s
original commercial spokesman, Sid Stone, would
sometimes hawk his products until driven from the
stage by a cop. However, the uneven balance of excess
and decorum proved wildly successful.

Featuring such broad and noisy comedy but also
multiple guest stars and (for the time) lavish variety-
show production values, Berle’s shows are credited

Milton Berle Show, The

with spurring the sale of TV sets in the United States,
especially to working-class homes. When he first went
on the air, less than 500,000 sets had been sold nation-
wide; when he left The Milton Berle Show in 1956, af-
ter nearly 500 live shows, that number had increased to
nearly 30 million. Berle was signed to an unprece-
dented $6 million, 30-year exclusive contract with the
National Broadcasting Company (NBC) in 1951, guar-
anteed $200,000 per year in addition to the salaries
from his sponsors. Renegotiated in 1966, his annual
payments were reduced to $120,000, but Berle could
work on other networks.

After his Tuesday night run ended in 1956, Berle
hosted three subsequent series and made many appear-
ances on other comedy and variety shows. He received
numerous tributes as a television pioneer. In dramatic
roles, he received an Emmy nomination for “Doyle
Against the House,” an episode of The Dick Powell
Show (1961), and was notable in his role as a blind
survivor of an airplane crash in the first American
Broadcasting Company (ABC) movie of the week,
Seven in Darkness (1969). He guest starred on many
television series, including The Big Valley, and when
he was 87 years old, he was nominated for an Emmy
Award for his guest role as a former vaudeville star af-
flicted with Alzheimer’s disease on the FOX drama
Beverly Hills 902 10. Doyen of the famous comedians’
fraternity, the Friars Club, Berle also sporadically ap-
peared on stage through the 1990s. However, it is the
early Berle shows that remain the expression of Mr.
Television, the expression of a medium that had not yet
set its boundaries in such rigid fashion. In those earlier
moments, huge numbers of Americans could settle
themselves before the screen, welcome their outra-
geous “Uncle” into the living room, leave him behind
for a week, and know that he would return once again
when asked.

MARK WILLIAMS

See also Berle, Milton

Regular Performers
Milton Berle

Fatso Marco (1948-52)
Ruth Gilbert (1952-55)
Bobby Sherwood (1952-53)
Armold Stang (1953-55)
Jack Collins (1953-55)
Milton Frome (1953-55)
Irving Benson (1966-67)

Orchestras
Alan Roth (1948-55)
Victor Young (1955-56)
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Billy May (1958-59)
Mitchell Ayres (1966-67)

Producers

Ed Cashman, Milton Berle, Edward Sobol, Arthur
Knorp, Ford Henry, William O. Harbach, Nick
Vanoff, Bill Dana

Programming History
NBC

June 1948-June 1956 Tuesday 8:00-9:00

October 1958-May 1959 Wednesday
9:00-9:30

ABC

September 1966—-January 1967  Friday 9:00-10:00

Further Reading

Berle, Milton, with Haskel Frankel, Milton Berle: An Autobiog-
raphy, New York: Delacorte, 1974

“Milton Berle: Television’s Whirling Dervish,” Newsweek
(May 16, 1949)

Sylvester, Robert, “The Strange Career of Milton Berle,” Satur-
day Evening Post (March 19, 1949)

Minder

British Crime Comedy/Drama

A long-running and perennially popular comedy-
drama series focusing on the exploits of a wheeler-
dealer and his long-suffering bodyguard and
right-hand man, Minder was the brainchild of veteran
TV scriptwriter Leon Griffiths. Griffiths, who had been
active in television since the 1950s, also wrote for the
cinema, including the screenplays for the hard-hitting
crime dramas The Grissom Gang and The Squeeze. It
was one of his film scripts, also called Minder, that
gave rise to the series. Griffiths’s screenplay was a hu-
morless and tough gangland story that his agent felt
would be difficult to sell in Britain, so Griffiths shelved
the project.

Later, however, that same agent suggested that two
of the characters from the script—a wily, small-time
London crook and his uneducated but streetwise
“minder” (East London slang for “bodyguard”)—
would work well for a television series. Griffiths wrote
a treatment for a series featuring the two characters
and took the idea to Euston Films (a division of
Thames Television), a group he knew was looking for
a follow-up to their successful, tough, London-based
police series The Sweeney. (“Sweeney” was also Lon-
don slang, actually cockney rhyming slang, “Sweeney
Todd: Flying Squad,” a special quick-response unit of
the Metropolitan Police.) At Euston, script consultant
Linda Agran and producers Verity Lambert, Lloyd
Shirley, and George Taylor quickly decided that the se-
ries had all the ingredients they were looking for—and
there was a general consensus that Sweeney star Den-
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nis Waterman would be right for the character of the
minder, Terry McCann.

Waterman, however, had his reservations and was
worried about immediately following The Sweeney
with another London-based crime series, but after
reading the treatment and the initial scripts, he was
persuaded by the difference and the humor of the
piece. The true potential of the project was fully real-
ized, however, only with the casting of George Cole as
Terry McCann’s employer, Arthur Daley. Cole had
been active in film and television for many years and

Minder.
Courtesy of © Fremantle Media Enterprises




in his early days had specialized in playing “spivs”
(shady characters specializing in black marketeering
and other illegal activities). He had become a re-
spected actor over the years, with a wide repertoire,
but the character of Arthur Daley was like one of his
earlier spiv incarnations grown up.

Although the production may have initially been
perceived as a vehicle for Waterman, the casting of
Cole and the rapport between them ensured that the se-
ries became more balanced. Cole fitted the roguish
persona perfectly, and. as the series progressed, with
generous support from Waterman, he turned Arthur
Daley into a TV icon.

Originally, the series was to have been located in the
East End of London, but it was found to be more con-
venient to shoot in South London. The location
changed, but the patois remained that of the cockney-
influenced East End. Arthur was always known as
“Arfur” because of the cockney habit of pronouncing
“th” as “f,” and much of the flavor of the series came
from the colorful slang, some traditional and some in-
vented. Although some cockney rhyming slang was
widely known throughout Britain, Minder (along with
other shows set in the area, such as the British Broad-
casting Corporation’s [BBC’s] Only Fools and
Horses) introduced many lesser-known examples to
the population as a whole. Soon every Minder afi-
cionado knew that “getting a Ruby down your Greg-
ory” meant going out for an Indian meal (popular
1950s singing star Ruby Murray providing a rhyme for
“curry’’; “Gregory Peck” rhyming with “neck”) and
that “trouble on the dog” meant your spouse was call-
ing (“trouble and strife”: “wife”; “dog and bone”:
“phone”). As the series went from strength to strength
and the character of Arthur Daley captured the imagi-
nation of a generation, East London slang became
trendy, and cod cockneys (or mockneys) could be
found throughout the country.

The early episodes of Minder have the emphasis
firmly on drama, although there is humor in the dia-
logue and from the character of Arthur Daley, who
seems to haunt the fringes of the plot while Terry Mc-
Cann gets involved at the sharp end. Daley is devious,
cowardly, and exploitative, as opposed to McCann’s
straightforwardness, courage, and loyalty. Most plots
hinge round a problem, created by Daley’s greed, that
is solved by McCann. But McCann almost always suf-
fers in some way: losing a girlfriend, being involved in
a fight, or not getting paid. Daley usually thrives, man-
aging somehow to emerge from the scrape with body
unscathed and bank account intact or, more often than
not, somewhat inflated. Brushes with the law are com-
monplace, as are confrontations with “nastier” vil-
lains. The local police are endlessly trying to “feel
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Arfur’s collar” (arrest him), but Terry is the only one
who actually goes to prison.

Later in the show’s run, reacting to the positive
feedback from the public, the show shifted slightly but
noticeably more toward humor. Scripts tapped the
comedic potential of Arthur Daley, and his schemes
became wilder and more outrageous, while the regular
policemen who dogged him became more caricatured
and less threatening. Recurring characters in the series
included Patrick Malahide as the long-suffering Detec-
tive Sergeant Chisholm and Glynn Edwards as Dave
the barman at Arthur’s private drinking club, the
Winchester.

Finally, in 1991, Dennis Waterman had had enough
of Minder and left to head a new series. He was re-
placed by Gary Webster as Arthur’s nephew Ray. Ray
was a different character from Terry, well educated and
well dressed. But he could handle himself well in a
fight and was perfectly suited to the role of assistant
and bodyguard to his uncle. Initially, he was in awe of
Arthur, and Daley took full advantage of this. Soon
Ray saw the light and became much more difficult to
manipulate. Arthur, however, rose to the challenge and
still seemed to get his own way. Webster’s involve-
ment gave the series a new lease of life, and the scripts
for his episodes seemed as sharp and as witty as when
the program had first begun.

Through the run of the series, jokey episode titles
were used, usually a pun on a film or other TV series
(“The Beer Hunter,” “On the Autofront,” and “Guess
Who’s Coming to Pinner,” an area to the north of Lon-
don).

Minder was yet another example of a television pro-
gram bringing forth a character that seemed bigger
than the show. The name “Arthur Daley” is used in
Britain as an example of a wheeler-dealer in the same
way that Archie Bunker’s name came to be synony-
mous with bigotry in the United States. Daley may be
a villain, but he is very much perceived as a hero,
someone getting away with foiling the system. In the
show’s rare satirical moments, Daley would align him-
self with Margaret Thatcher, seeing himself as the
prime example of the help-yourself society that
Thatcher advocated, a man of the 1980s.

Dick FiDDY

See also Cole, George; Lambert, Verity; Water-
man, Dennis

Cast

Arthur Daley George Cole

Terry McCann Dennis
Waterman

Dave Glynn Edwards
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Minder
Des George Layton
Det. Sgt. Chisholm Patrick Malahide
Sgt. Rycott Peter Chi
Maurice Anthony
Valentine
Det. Insp. Melsip Michael
Troughton
Ray Daley Gary Webster
Det. Sgt. Morley Nicholas Day
DC Park Stephen
Tompkinson
Producers

Verity Lambert, Johnny Goodman, Lloyd Shirley,
George Taylor, Ian Toynton

Programming History

96 60-minute episodes; 1 120-minute special; 1 90-
minute special

ITV

October 1979-January 1980 11 episodes

September 1980-December 1980 13 episodes

January 1982-April 1982 13 episodes
January 1984-March 1984 11 episodes
September 1984—-December 1984 10 episodes

September 1985-October 1985 6 episodes
December 1985 Christmas
special
December 1988 Christmas
special
January 1989-February 1989 6 episodes

September 1991- November 1991 12 episodes

December 1991 Christmas
special
January 1993-April 1993 13 episodes

Further Reading

Armstrong, John, “Obituary: Leon Griffiths,” The Independent
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Bradbury, Malcolm, “Requiem for an Old Rogue,” Daily Mail
(October 9. 1993)

Buss, Robin, “Minder,” Times Educational Supplement
(November 8, 1991)

Truss, Lynne, “Television Workhorses Finally Put Out to
Grass,” The Times (March 10, 1994)

Miner, Worthington (1900-1982)

U.S. Producer, Director

Worthington Miner had an outstanding career in both
the theater and television; he also worked for a brief
period as a producer of feature films. At the age of 39,
Miner abandoned his successful career as a theater di-
rector to enter the fledgling television industry, becom-
ing general director of television at the Columbia
Broadcasting System (CBS) on August 28, 1939. His
work in television has been recognized by his contem-
poraries and followers as crucial in creating the foun-
dations of modern television.

The Federal Communications Commission (FCC)
allowed limited commercial-television broadcasting to
begin in July 1941 despite the outbreak of war and le-
gal battles over technical issues that had delayed the
introduction of television in the United States. For the
first ten weeks, Miner produced and directed the entire
15-hour weekly schedule at CBS and eight to ten hours
a week thereafter until the war forced live television
off the air in late 1942.
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It was not until the regular television schedule re-
turned in 1948 that Miner developed his first major
success, The Toast of the Town, emceed by Ed Sulli-
van. This program, later under the title The Ed Sullivan
Show, went on to run for 23 seasons. It was followed
closely by the much-acclaimed Studio One, which
Miner produced and often wrote and directed as well.
He also produced The Goldbergs and the award-
winning children’s program Mr. I. Magination, both
well-known examples from the “Golden Age” of tele-
vision.

It has been said by insiders that the real “Mr. Televi-
sion”” was not Milton Berle (as he was called in the
1950s) but Miner. This judgment stems primarily from
Miner’s development of the basic techniques used in
television. In addition to being a major creative force
as a writer, producer, and director, Miner is credited
with establishing many crew positions and assigning
production responsibilities to those positions, which




are still in use today. Working in an untried medium
and drawing on his technical and operational experi-
ence in the theater, Miner developed new staging prac-
tices and created camera techniques that exploited the
limited technical and financial resources available to
television during its earliest stages of growth.

In contrast to his famed counterpart, producer Fred
Coe at the National Broadcasting Company (NBC),
who developed a stable of television writers, Miner
concentrated on the technical and aesthetic problems
of mounting and broadcasting a production, particu-
larly from a directorial point of view. In the process, he
discovered what became known as “Miner’s Laws,”
which were adopted by directors throughout the televi-
sion industry. He fostered the directing talents of such
luminaries as Franklin Schaffner, George Roy Hill,
Sidney Lumet, and Arthur Penn, all of whom went on
to fame in television and other media.

In 1952, as a result of a contract dispute, Miner left
CBS for NBC. His hopes for achievements there were
dashed with the firing of creative head Pat Weaver;
Miner languished under NBC’s employ. Despite pro-
ducing two series, Medic and Frontier, and a few stun-
ning successes with the drama anthology Play of the
Week (most notably Eugene O’Neill’s The Iceman
Cometh), Miner left television in 1959. He was disap-
pointed with the direction the medium had taken.

Miner’s achievements in television cannot be over-
estimated. He did not change the face of television; he
created it. No one in his time had an equal grasp of
both the creative and the technical dimensions of the
television medium. Many, if not all, of his ideas re-
main in use today, warranting the statement that Miner
was a true television pioneer.

KEVIN DOWLER

See also Anthology Drama; The Ed Sullivan Show;
The Goldbergs; “Golden Age” of Television; Medic;
Schaffner, Franklin

Miniseries

Worthington Miner. Born in Buffalo, New York,
November 13, 1900. Educated at Kent School in Con-
necticut; Yale University, New Haven, Connecticut,
1922; Cambridge University, 1922-24. Married:
Frances Fuller; children: Peter, Margaret, and Mary
Elizabeth. Served in U.S. Army with the 16th Field
Artillery, 4th Division, during World War I; served in
army in occupied Germany, 1918-19. Faculty mem-
ber, Department of English, Yale University, 1924;
acted in stage plays, 1925; assistant to producers of
Broadway plays, 1925-29; directed plays, 1929-39;
writer and director, RKO Radio Pictures, 1933-34;
program development department, CBS, 1939-42;
manager, CBS television department, 1942-52;
worked for NBC, from 1952; left NBC to become a
freelance producer; worked in motion pictures. Died
in New York City, December 11, 1982.
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Miniseries

A miniseries is a narrative drama designed to be broad-
cast in a limited number of episodes. If the distinction
is maintained between “series” (describing a group of
self-contained episodes) and “serial” (a group of inter-
connected episodes), the term “miniseries” is an ac-
knowledged misnomer, for the majority of broadcast

material presented in the genre is in fact produced in
serial form. There are, of course, exceptions. Boys
from the Blackstuff (1982), for example, consisted of
five narratively independent but interlocking episodes
that culminate in a final resolution. The miniseries may
also be seen as an extended telefilm divided into

1499




Miniseries

episodes. David Shipman provides a useful analysis of
this approach and its central question, “When is a
movie not a movie?” in his discussion of The Far
Pavilions.

Whatever the overall approach, the miniseries, at its
best, offers a unique televisual experience, often deal-
ing with harrowing and difficult material structured
into an often transformative narrative. The time lapse
between episodes allows occasion for the audience to
assimilate, discuss, and come to terms with the diffi-
culties of the narrative. The extended narrative time of-
fered by serialization makes possible the in-depth
exploration of characters, their motivations and devel-
opment, and the analysis of situations and events.
However, the conclusive narrative resolution of the se-
ries also allows for evaluation and reflection.

The actual number of episodes differentiating a
miniseries from a “regular” series or serial is a matter
of dispute. Leslie Halliwell and Philip Purser argue in
Halliwell's Television Companion that miniseries tend
to appear in four to six episodes of various lengths. In
contrast, Stuart Cunningham defines the miniseries as
“a limited-run program of more than two [install-
ments] and less than the thirteen-part season or half-
season block associated with serial or series
programming.” From a British perspective, the major-
ity of home-produced drama would, in the postderegu-
lation era, now fit into Cunningham’s definition. Very
few drama productions, apart from continuous serials
(soap operas), extend beyond seven episodes.

The term “miniseries™ covers a broad generic range
of subjects and styles of narration that seem to differ
from one national broadcast culture to another. Aus-
tralia produces a large number of historical minise-
ries—for example, Bodyline (1984) and Cowra
Breakout (1985)—that dramatically document aspects
of Australian history. The United States has produced
both historical miniseries, such as Holocaust (1978),
and serializations of “blockbuster” novels, such as The
Thorn Birds (1983). Britain tends toward literary clas-
sics (Pride and Prejudice [1995)) and serializations of
“blockbusters™ (The Dwelling Place [1994]).

Francis Wheen suggests that the form developed in
the United States in response to the success of the im-
ported The Forsyte Saga (1967), which was an expen-
sive adaptation of John Galsworthy’s historical epic
novel. The success of this serialization demonstrated
that finite stories were popular and that they could pro-
vide a boost to weekly viewing figures while imparting
on the network/channel a reputation for exciting pro-
gramming. The potential of the miniseries was signifi-
cantly promoted, Wheen suggests, by Roots, which
built up an exclusive culture over its eight consecutive
nights on the American Broadcasting Company (ABC)
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in January 1977. Americans who did not watch the
program felt excluded from the dominant topic of con-
versation and from one of the major cultural interven-
tions of the era.

It is significant that miniseries are generally part of
late-evening, prime-time viewing, the space made
available for the privileged viewing of “irregular” ma-
terial, whether it be contemporary feature films, mini-
series, or other forms. This scheduling is important
because the high production costs of miniseries can be
recovered only through exposure to the largest, most
lucrative, and most attentive audiences and because
the material dealt with is often either of difficult and
potentially upsetting or of a sexually explicit nature
not deemed suitable for children.

Miniseries are usually high capital investment ven-
tures. It is interesting to note here that in the United
States, the ABC network’s introduction of the minise-
ries in 1976 coincided with the arrival of programmer
Fred Silverman from the Columbia Broadcasting Sys-
tem (CBS) and was part of his strategy to revive ailing
audience figures. Similarly, in the United Kingdom,
Granada’s investment in Prime Suspect coincided with
the franchise bids in British commercial broadcasting.

The miniseries is almost invariably based on the
work of an established writer, whether this is a classic
literary source (the British Broadcasting Corporation’s
[BBC’s] 1995 adaptation of Jane Austen’s Pride and
Prejudice), a popular blockbuster, (Shirley Conran’s
Lace [1985]), or the work of a renowned television
writer (Lynda La Plante’s Prime Suspect [1991]). Insti-
tutionally, the author’s name is seen as a valuable in-
vestment that is often sought in an attempt to guarantee
a prestige audience in the “desirable social categories.”
For the audience, the author’s name provides a set of
expectations of potential pleasures and an indication of
production quality. The writer’s name, then, is an im-
portant part of the packaging of the series. Given the
condensed period of broadcasting associated with the
miniseries format, it is important to attract viewers at
the first opportunity, for, unlike a continuous serial or
seasonal series, the miniseries cannot accrue an audi-
ence over an extended period. Authorial identity thus
distinguishes the miniseries from the unattributed flow
of soap operas, crime series, and situation comedies.

Charlotte Brunsdon, discussing the literary sources
of television fictions, argues that “British culture hav-
ing a predominantly literary bias, middlebrow litera-
ture legitimates the ‘vulgar’ medium of television
(whereas high literature might offend as being too
good for TV). Adaptations gain prestige for their liter-
ariness.” Although one should recognize that produc-
ers and broadcasting institutions do intentionally
exploit the prestige lent by literary sources, it is diffi-




cult to support the term “middlebrow,” which is central
to Brunsdon’s statement, in relation to the miniseries.
The authors of miniseries range from the Whitbread
Prize winner Jeanette Winterson (Oranges Are Not the
Only Fruit, 1990) to Jackie Collins (Hollywood Wives,
1985), neither of which seem to fit the “middlebrow”
category.

One clear link between these two adaptations, how-
ever, is their implied autobiographical character. In-
deed, the representation of actual lives and experiences
is central to a range of miniseries. The approach taken
may be autobiographical, as in Dennis Potter’s The
Singing Detective (1986). It may be biographical, as in
Jane Campion’s An Angel ar My Table (1991), depict-
ing the early life experiences of Janet Frame, or in
Central Television’s Kennedy (1983), focusing on the
life and impact of the U.S. president on the 20th an-
niversary of his death. Or the approach may present
dramatizations enacting significant moments in his-
tory, as in the Australian miniseries Vietnam (1987),
depicting the resettlement of Vietnamese refugees
from the Vietnamese and Australian perspectives, or in
Alan Bleasdale’s Boys from the Blackstuff (1982), ex-
ploring the experience of working-class life in
recession-hit Liverpool.

This relation to “real life” seemed to be one of the
strengths and appeals of the miniseries until the 1990s,
when the format became increasingly used for the
crime genre. In Britain, this shift in representation is
evident in Prime Suspect. The first miniseries (1991)
was written by La Plante and based on the experiences
of a senior woman police officer (DCI Jackie Malton
of the London Metropolitan Police Force). However,
the following Prime Suspect miniseries developed as
generic sequels rather than dramatizations of actual
events. Subsequently, miniseries have been publicized
in terms of the popular actors who play the lead roles,
the crimes portrayed, and the originality of the content
of their stories. /In Deep (BBC, 2002) features under-
cover police officers played by Nick Berry and
Stephen Tompkinson. Outside the Rules focused on the
work of a psychiatrist in a high-security hospital,
played by Daniela Nardini.

Since 1976, when the U.S. television network ABC
broadcast a 12-hour serialized adaptation of Irwin
Shaw’s Rich Man, Poor Man, miniseries have consti-
tuted some of the most popular programs in television
history. ABC’s broadcast of Alex Haley’s Roors drew
an audience of 80 million Americans for the final

Miniseries

episode. However, miniseries have also provided some
of the most derided programming, as evidenced in
Richard Corliss’s commentary on Princess Daisy
(1983): “Not even trash can guarantee the happy end-
ing, and, alas, it happened to Jane Doe: Princess Daisy
proved a small-screen bust.” Conversely, miniseries
have often been among the most critically acclaimed
of television offerings. The Singing Detective “was in-
spiring,” according to Joost Hunniger, “because it
showed us the dynamic possibilities of television
drama.”

MARGARET MONTGOMERIE

See also Amerika; Boys from the Blackstuff; Boys of
St. Vincent; Brideshead Revisited; Day After;
Forsyte Saga; Holocaust; I, Claudius; Jewel in the
Crown; Fennies from Heaven; Rich Man, Poor
Man; Singing Detective; Six Wives of Henry VIII;
The Thornbirds; Tinker Tailor Soldier Spy; Upstairs,
Downstairs; Women of Brewster Place
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Minow, Newton (1926-)

U.S. Attorney, Media Regulator

Newton Minow is one of the most controversial figures
ever to chair the Federal Communications Commis-
sion (FCC). Appointed in 1961 by President John F.
Kennedy, Minow served only two years, but during
that time he stimulated more public debate over televi-
sion programming than any other chair in the history
of the commission.

Trained at Northwestern University Law School,
Minow’s public career began with his involvement in
the administration of Illinois Governor Adlai Steven-
son during the 1950s. At a very young age, Minow be-
came a leading figure both on the governor’s staff and
in his presidential campaigns of 1952 and 1956.
Through the latter efforts, Minow became acquainted
with members of the Kennedy circle and in 1960
worked for the Kennedy presidential bid, becoming
close friends with the president’s brother, Robert
Kennedy. Reportedly, the two men frequently talked at
length about the increasing importance of television in
the lives of their children. It therefore came as little
surprise that after the election, Minow eagerly pursued
the position of FCC chair. Some observers neverthe-
less considered the appointment unusual, given his
lack of experience with the media industry and with
communication law.

Appointed chair at the age of 34, Minow lost little
time mapping out his agenda for television reform. In
his first public speech at a national convention of
broadcasting executives, Minow challenged industry
leaders to “sit down in front of your television set
when your station goes on the air and stay there with-
out a book, magazine, newspaper, profit-and-loss
sheet, or rating book to distract you—and keep your
eyes glued to that set until the station signs off. I can
assure you that you will observe a vast wasteland.”
Sharply critical of excessive violence, frivolity, and
commercialism, Minow’s remarks sparked a national
debate over the future of television. Although similar
criticisms about television and popular culture had cir-
culated widely during the late 1950s, Minow became
the first chair of the FCC to specifically challenge the
content of television programming and to urge signifi-
cant reform. His characterization of the medium as a
“vast wasteland” quickly became ubiquitous, espe-
cially in newsprint headlines and cartoons. During his
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two years in office, it was estimated that, other than the
president, Minow generated more column inches of
news coverage than any other federal official.

In part, Minow’s criticisms of television were linked
to broader anxieties about consumerism, child rearing,
and suburban living. Many social critics during this
period worried that middle-class Americans had “gone
soft” and lost their connection to public life. In an in-
augural address that focused exclusively on foreign
policy, President Kennedy implored Americans to re-
vive their commitment to the urgent struggle for free-
dom around the globe. Shortly thereafter, Minow
framed his critique of television along similar lines, ar-
guing that the medium had become a form of escapism

Newton Minow.
Photo courtesy of Newton Minow/Lisa Berg




that threatened the nation’s ability to meet the chal-
lenge of global Communism. Moreover, he worried
about the increasing export of Hollywood program-
ming overseas and the impact it would have on percep-
tions of the United States among citizens of other
countries. In the months following the speech, Minow
advocated the diversification of programming with
particular emphasis on educational and informational
fare. Confronted by powerful opposition among indus-
try executives, he nevertheless continued to chide net-
work programmers in speeches, interviews, and public
appearances.

Although the Minow FCC never drafted specific
programming guidelines, some argued that Minow
employed a form of “regulation by raised eyebrow™
that helped stimulate the production of programs fa-
vored by the FCC. Indeed, during the early 1960s, net-
work news grew from adolescence to maturity, and
many credit Minow for helping foster its growth. He
especially was seen as a champion network documen-
tary, a genre of programming that placed particular
empbhasis on educating the public about cold war is-
sues. Many critics nevertheless contend that, beyond
news, little changed in prime-time television during
the Minow years, and some have suggested that, over-
all, the Minow FCC enjoyed few tangible policy ac-
complishments.

While that may have been true in the short run, the
FCC chair played a leading role in the passage of two
pieces of legislation that would have important long-
term effects. The first was the All Channel Receiver
Act of 1962, which required that all television sets
sold in the United States be capable of picking up
UHF (ultrahigh frequency) stations in addition to the
VHF (very high frequency) stations that then domi-
nated the medium. By the end of the 1960s, this law
significantly increased the number of television sta-
tions and allowed the American Broadcasting Com-
pany (ABC) network to achieve national coverage,
making it truly competitive with the National Broad-
casting Company (NBC) and the Columbia Broad-
casting System (CBS).

Second, Minow crafted the passage of legislation
that ushered in the era of satellite communications.
Under his leadership, various factions within the elec-
tronics and communications industries agreed to a pie-
sharing arrangement that resulted in the organization
of the Communications Satellite Corporation (Comsat)
and ultimately the International Telecommunications
Satellite Consortium (INTELSAT). Created with an
eye toward attaining a strategic advantage over the So-
viet Union, these U.S.-controlled organizations domi-
nated the arena of satellite communications throughout
the 1960s and much of the 1970s.

Minow, Newton

Shortly after the passage of these key pieces of leg-
islation, Minow resigned from the FCC and returned to
a lucrative private law practice, later becoming a part-
ner in one of the most powerful communications law
firms in the United States, Sidley and Austin. He re-
mains an influential figure both in the media industry
and in policy circles, and in 2001 he helped launch a
campaign to get the federal government to fund the
digitization of collections possessed by public and
nonprofit institutions, making those resources avail-
able for free to the public via the Internet.

MicHAEL CURTIN

See also All Channel Legislation; Communications
Satellite Corporation; Federal Communications
Commission; Quiz and Game Shows; Quiz Show
Scandals; Networks: United States

Newton (Norman) Minow. Born in Milwaukee, Wis-
consin, January 17, 1926. Northwestern University,
B.S. 1949; J.D. 1950. Married: Josephine Baskin,
1949; children: Nell, Martha, and Mary. Served in U.S.
Army, 1944-46. Admitted to Wisconsin Bar, 1950;
Illinois Bar, 1950; worked with firm of Mayer, Brown
and Platt, Chicago, 1950-51 and 1953-55; law clerk to
Chief Justice Fred M. Vinson, 1951-52; administrative
assistant to Illinois Governor Adlai Stevenson,
1952-53, special assistant to Stevenson in U.S. presi-
dential campaigns, 1952, 1956; partner, Stevenson,
Rifkind and Wirtz, Chicago, New York City, and
Washington, D.C., 1955-61; chair, Federal Communi-
cations Commission, 1961-63; executive vice presi-
dent, general counsel, and director, Encyclopaedia
Britannica, Chicago, 1963-65; partner, Sidley and
Austin, Chicago, 1965-91; of counsel, from 1991;
board of governors, Public Broadcasting Service,
1973-80, chair of the board, 1978-80; past chair,
Chicago Educational TV, now honorary chair; chair,
publications review board, Arthur Andersen and Com-
pany, 1974-83; chair of the board of overseers, Jewish
Theological Seminary, 1974-77; cochair, presidential
debates, League of Women Voters, 1976, 1980; profes-
sor of communications policy and law, Annenberg
Program. Northwestern University, from 1987. Board
of directors: Foote, Cone and Belding Communica-
tions Inc.; Tribune Company; Sara Lee Corporation;
AON Corporation; Manpower, Inc. Trustee: Notre
Dame University, 1964-77, from 1983; Mayo Founda-
tion, 1973-81. Trustee, past chair of board, Rand Cor-
poration; chair, board of trustees, Carnegie Corp. of
New York; Chicago Orchestral Association, 1975-87,
life trustee from 1987; Northwestern University,
1975-87, life trustee, from 1987. Honorary degrees:
LL.D., University of Wisconsin, and Brandeis Univer-
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sity, 1963; LL.D., Northwestern University, 1965;
LL.D., Columbia College, 1972; LL.D., Governors
State University, 1984; LL.D., DePaul University,
1989; LL.D., RAND Graduate School, 1993. Member:
Fellow, American Bar Foundation; American Acad-
emy of Arts and Sciences; American Bar Association;
Illinois Bar Association; Chicago Bar Association. Re-
cipient: Peabody Award, 1961; Northwestern Univer-
sity Alumni Association Medal, 1978; Ralph Lowell
Award, 1982.

Publications

Equal Time: The Private Broadcasters and the Public
Interest, 1964

Presidential Television, with John Bartlow Martin and
Lee M. Mitchell, 1973

For Great Debates, 1987

How Vast the Wasteland Now, 1991

Abandoned in the Wasteland: Children, Television,
and the First Amendment, with Craig L. LaMay,
1995

“A Digital Gift to the Nation,” with Lawrence K.
Grossman, Carnegie Reporter (Fall 2001)
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Mirren, Helen (1945-)

British Actor

Helen Mirren is probably best known to American
television audiences as Detective Chief Inspector Jane
Tennison, the complicated and obsessive homicide and
vice detective of Prime Suspect. However, Mirren,
who began her acting career playing Cleopatra and
Lady Macbeth in Royal Shakespeare Company pro-
ductions of the 1960s and 1970s, has appeared in more
than 30 productions for British, Australian, and Amer-
ican television. These have included film or taped ver-
sions of Royal Shakespeare productions, original
television plays, and dramatic adaptations of literary
classics (e.g., the British Broadcasting Corporation’s
[BBC’s] serialization of Balzac’s Cousin Bette, which
eventually appeared in the United States on the Public
Broadcasting Service’s [PBS’s] Masterpiece Theater)
produced by Granada, Thames, and other companies
for the BBC, ITV, and Channel 4 in Britain and such
American television series as Twilight Zone (the 1980s
version) and The Hidden Room (Lifetime cable pro-
duction).

The stage training that Mirren received in her teens
and 20s encouraged her to embrace diverse roles and
risky projects on stage, television, and screen (includ-
ing a couple of notorious X-rated European art films).

1504

As with many such classically trained British actors,
her breathtaking acting range and frequent appear-
ances in every dramatic media made stardom elusive.
Prime Suspect, first aired on British television in 1991,
finally made this 25-year acting veteran an important
international star. When it was broadcast on the Amer-
ican PBS series Mystery! in 1992, it became that
show’s highest-rated program, won an Emmy, and
made Mirren, according to some television journalists
and executives, PBS’s “pin-up woman” of the decade.
Four Prime Suspect series have followed.

Critical consensus attributes the success of the tele-
vision series to the collaboration of Mirren and writer
Lynda La Plante, who created Jane Tennison as a com-
posite of several female police detectives she inter-
viewed. La Plante did not want to compromise their
integrity by making Tennison’s character too “soft,” so
she considered casting critical to the success of her vi-
sion of the character and these professional women. La
Plante found that Mirren had the kind of presence and
“great weight” the writer believed crucial to the charac-
ter: “[Mirren’s] not physically heavy, but she has a
strength inside her that is unusual.... There’s a stillness
to her, a great tension and intelligence in her face.”




Helen Mirren.
Photo courtesy of Helen Mirren

Mirren has claimed that she likes Tennison because
she is “unlikable.” The complexity of Mirren’s perfor-
mance resides in how she conveys this unlikability
while still making us sympathetic to Tennison’s ideals
and vulnerability. The character is clearly discrimi-
nated against because of her gender, and she knows it,
but her own behavior, especially in personal relation-
ships, is not beyond reproach. The tension that La
Plante admires in Mirren’s face also permeates the stiff
posture Mirren adopts for the character, the quick pace
of her walk, the intense drags she takes on a cigarette,
and the determination of her gum chewing. Tennison,
that unlikable yet sympathetic character, is given life
in Mirren’s world-weary eyes, which do not betray
emotion to her colleagues, except when she lashes out
in often justifiable anger. In private, however, the eyes
express the losses suffered by a successful woman in a
masculine public sphere.

Throughout the 1990s, Mirren continued to play
strong, even eccentric characters on British and Amer-
ican television. Losing Chase (1996} is the story of a
woman whose nervous breakdown becomes a way to
opt out of a life as wife and mother. She learns to re-
spond to others again when she falls in love with an-
other woman. In the British miniseries The Painted
Lady (later aired in the United States on PBS’s Master-
piece Theater), Mirren played a faded rock star turned
sleuth. The decade ended with her Emmy Award-win-
ning performance as cult novelist and radical individu-
alist Ayn Rand in Showtime’s Passion of Ayn Rand
(1999). Yet Mirren continues to be identified with Jane
Tennison of Prime Suspect. For a time, Universal was
working with Britain’s Granada Productions on a the-
atrical feature, but Paramount had rights to the prop-
erty in 1999, when it allowed them to lapse back to

Mirren, Helen

author Lynda La Plante. Mirren had responded
strongly to rumors that she was not being considered
for the film role because she was “too old” to attract a
wide audience (Meryl Streep allegedly refused the role
because Mirren was so closely associated with it), but
it is unclear to what extent the casting controversy had
to do with the feature film industry’s decision to with-
draw from the project. This much is clear: although
American and British television made strides in the
1980s and 1990s in depicting strong, complex women
in law enforcement, for many viewers and critics Mir-
ren’s performance finally enabled “a real contempo-
rary woman [to break] through the skin of television’s
complacency.”

MARY DESJARDINS

See also La Plante, Lynda; Prime Suspect

Helen Mirren. Born Helen Mironoff in London, En-
gland, July 26, 1945. Married Taylor Hackford, 1997.
Established reputation as stage actress as Cleopatra
with the National Youth Theatre, 1965; subsequently
appeared with the Royal Shakespeare Company (RSC)
and in Africa with Peter Brook’s International Centre
of Theatre Research, from 1972; returned to RSC,
1974; has also appeared in numerous films and won
acclaim as a television performer, notably in the series
Prime Suspect, 1991- . Recipient: three British Acad-
emy of Film and Television Arts Awards; Cannes Film
Festival Best Actress Award, 1984; Emmy Award,
1999; Screen Actors Guild Award, 2002.

Television Series and Miniseries

1971 Cousin Bette
1979 The Serpent Son
1991- Prime Suspect
1997 Painted Lady
2002 Georgetown

Made-for-Television Movies

1974 Coffin for the Bride

1987 Cause Célébre

1996 Losing Chase

1999 The Passion of Ayn Rand

2002 Door to Door

2003 The Roman Spring of Mrs. Stone
2004 Pride

Television Specials

1968 A Midsummer Night's Dream
1974 The Changeling

1975 The Apple Cart

1976 The Collection
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1978 As You Like It

1979 The Quiz Kid

1979 Blue Remembered Hills
1981 Mrs. Reinhard

Films

Herostratus, 1967; Age of Consent, 1970; Savage
Messiah, 1972; O Lucky Man, 1973; Caligula,
1979; SOS Titanic, 1979; Hussy, 1979; The
Fiendish Plot of Dr. Fu Manchu, 1980; The Long
Good Friday, 1980; Excalibur, 1981; Cal, 1984,
2010, 1984; White Nights, 1985; The Mosquito
Coast, 1986; Heavenly Pursuits, 1987; People of
the Forest (narrator), 1988; The Cook, the Thief,
His Wife, and Her Lover, 1989; When the Whales
Came, 1989; The Comfort of Strangers, 1990; The
Gift, 1990; Bethune: The Making of a Hero, 1989;
Where Angels Fear to Tread, 1991; The Madness of
King George, 1994; The Hawk, 1994; Some
Mother’s Son, 1996; Critical Care, 1997; The
Prince of Egypt (voice), 1998; Teaching Mrs. Tin-
gle, 1999; Greenfingers, 2000; Happy Birthday
(also director), 2000, The Pledge, 2001; Gosford
Park, 2001; No Such Thing, 2001; Last Orders,
2001; Calendar Girls, 2003; The Clearing, 2004;
Raising Helen, 2004.

Stage (selection)

Antony and Cleopatra, 1965; Troilus and Cressida,
1968; Much Ado About Nothing, 1968; Richard
111, 1970; Hamlet, 1970; Two Gentlemen of
Verona, 1970; Miss Julie, 1971, The Conference of
Birds, 1972; Macbeth, 1974; Teeth 'n’ Smiles,
1974; The Bed Before Yesterday, 1976; Henry VI,
Parts 1, 2, and 3, 1977, Measure for Measure,
1979; The Duchess of Malfi, 1980; The Faith
Healer, 1981; Antony and Cleopatra, 1983; The
Roaring Girl, 1983; Extremities, 1984; Two Way
Mirror, 1988; Sex Please, We're Italian, 1991; A
Month in the Country, 1994; Antony and Cleopa-
tra, 1998; Orpheus Descending, 2000; Dance of
Death, 2001.
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25, 1993)

Miss Marple

British Mystery Program

Miss Marple, the spinster detective who is one of the
most famous characters created by English crime
writer Agatha Christie, has been portrayed by a num-
ber of actresses in films and on television. In the cin-
ema, Margaret Rutherford portrayed a rumbustious
Miss Marple in the 1960s, and Angela Lansbury con-
tributed a performance in The Mirror Crack’d before
moving on to a similar role in the U.S. television series
Murder, She Wrote. In Britain, however, certainly the
most famous Miss Marple has been Joan Hickson, who
starred in a dozen television mysteries over the course
of a decade.

Between 1984 (“The Body in the Library”) and
1992 (*“The Mirror Crack’d”), the British Broadcasting
Corporation (BBC), in association with the U.S. A&E
network and Australia’s Seven network, produced an

1506

irregular series of 12 Miss Marple mysteries. The el-
derly, deceptively delicate Joan Hickson starred in
each of these as the amateur detective from the bucolic
village of St. Mary Mead.

By conventional critical judgment, Agatha
Christie’s stories are often flawed. The plots can hinge
on contrived and dated gimmicks: in “A Murder Is
Announced,” it is supposedly a shock that a character
called Pip, for whom everyone is searching, is a
woman, Philippa. The stories often end with an
abruptly descending deus ex machina, as the heroine
makes huge intuitive leaps, based on no clues (*4:50
from Paddington™) or on clues that only she knows
and that have been kept from the audience (the char-
acters’ marriages in “The Body in the Library”). De-
spite this, the television programs have attractive




Joan Hickson (1906-98) as Jane Marple in The Mirror
Crack'd, TV, 1992.
Courtesy of the Everert Collection

elements that kept them popular over the years of their
production.

The BBC’s Miss Marple is a good example of a “her-
itage” production, with all the pleasures that implies.
The term “heritage television” sums up a certain atti-
tude toward the past that developed in Britain during
the 1980s, when a mixture of a new Victorianism in
moral standards and an increasingly frenetic late-
capitalistic commodification led to two tendencies. The
first was an attraction to a particularly sanitized version
of England’s past. The second capitalized on the first
with various moves toward rendering that past easily
consumable—in television programs, films, bedsheets,
jams and preserves, and so on. The BBC’s Miss Marple
stories are prime examples of “heritage” production.
They are set mostly in a rural past. English architecture
is featured, and country mansion houses proliferate. As
is typical for BBC programs, the “production values”
are impeccable, and the programs look beautiful—cos-
tumes, houses and decor, cars, hairstyles, and makeup
could all be described as “sumptuous.”

Miss Marple

As a celebration of English culture, “heritage™ also
demands that the program be as faithful as possible to
their source material. Thus, the BBC’s Miss Marple
does not chase the villains herself as Margaret Ruther-
ford does in her films, nor are the titles of the books al-
tered to make them more sensational, as has occurred
in other productions (the novel After the Funeral had
been made into the 1963 film Murder at the Gallop, for
example).

Another “heritage” aspect of the program is the
morality that structures and underlies the mysteries.
Miss Marple is the model of decorum, not only just
and good but also polite and correct. And although
Miss Marple herself claims that “in English
villages.... You turn over a stone, you have no idea
what will crawl out,” there is in fact very little of a sor-
did underside in these narratives. There may be mur-
ders, but the motives are rarely squalid: mostly greed,
sometimes true love. There are dance hostesses but no
prostitutes; there is blackmail, but it is never about
anything really shameful. Indeed, these murders are
themselves peculiarly decorous, always meticulously
planned, and rarely messy.

In addition to these “heritage” aspects, Hickson’s
performance is another of the particularly attractive as-
pects of the series. Her frail physical appearance con-
trasts both with her intensely blue eyes and with the
way she dominates the scenes in which she appears.
Her apparent scattiness, staring absentmindedly over
people’s shoulders as they talk to her, is delightful. It is
believable both that people would ignore her, thinking
her to be just “a little old lady,” and simultaneously
that she is very much in control of the situation.

Miss Marple offers a female-oriented version of de-
tective mythology. Not only does the program present
a range of roles for older women (unusual enough in
television drama), but it also celebrates a nontradi-
tional approach to investigation. In several of the sto-
ries, the traditional strong-arm techniques of police
investigation advance the plot only very slightly. Miss
Marple takes over; her investigative methods involve
no violence, threats, or intimidation. Rather, gossip
forms the most powerful of her tools. The very term
“gossip” is a way of denigrating forms of speech that
have typically been taken up by women. In these sto-
ries, gossip moves the narrative forward. In *“4:50
from Paddington,” for example, Miss Marple knows
that the family needs a housekeeper; she says,
“They’re always needing a housekeeper. The father is
particularly difficult to get on with.” This enables
Miss Marple to send her own agent into the house-
hold. It is gossip that unfailingly allows her to solve
the mysteries. The character’s standard technique is to
equate the circumstances of the mystery with repre-
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Miss Marple

sentative archetypes she has encountered in the course
of her village life. Such a comparison of types pro-
vides her with an infallible guide to people’s charac-
ters, actions, and intentions.

In another departure from more typical detective
narratives, at the denouements, Miss Marple is never
involved in any physical chase or tight. Although she
solves the mystery (through observation, a few polite
questions, and a bit of knitting), Miss Marple has very
little physical impact on the progress of the narrative.
She is often peripheral rather than central. In some sto-
ries, female aides act as her physical stand-ins: but at
the denouement of the stories, when television narra-
tive convention demands some crisis and excitement,
Miss Marple herself is little involved. Although she
may engineer a denouement, as in “4:50 from
Paddington,” she is not involved in the chase that fol-
lows. Rather, it is policemen and good male characters
who become involved in car chases and leap through
glass windows.

The particular pleasures of this very British televi-
sion production ensures its appeal even when new pro-
grams are no longer being produced, and its wide
circulation, through syndication on several continents,
attests to its continuing popularity.

ArLaN McKEE

Cast

Miss Marple Joan Hickson

Programming History

12 irregularly produced and scheduled episodes
BBC

Episodes and first dates of broadcast:

“The Body in the Library” December 26, 27,
28, 1984

“The Moving Finger” February 21, 22,
1985

“A Murder Is Announced”™ February 28 and
March 1, 2, 1985
March 7, 8, 1985
December 25, 1986
January 11 and 18,
1987
January 25 and
February 2, 1987
February 8 and 15,
1987
December 25, 1987
December 25, 1989
December 29, 199]
December 27. 1992

“A Pocketful of Rye”
“The Murder at the Vicarage”
“Sleeping Murder”

“At Bertram'’s Hotel”
“Nemesis”

“4:50 from Paddington”
“Caribbean Mystery”
“They Do It with Mirrors”
“The Mirror Crack’d”

Further Reading

Conroy, Sarah, “The Spinster’s New Yarns.” Washingron Post
(December 10, 1987)

Dunne, Colin, “I'll Miss Her Awfully, Says the Actress She
Made a TV Star,” Mail on Sunday (December 27, 1992)
Terry, Clifford, *"Cast Carries PBS Whodunit,” Chicago Tribune

(January |, 1987)

Mission: Impossible

U.S. Espionage/Adventure Series

Bob Johnson’s taped words commissioning the Impos-
sible Mission Force (IMF) with another assignment
became synonymous with the techno-sophistry of Mis-
sion: Impossible, “This tape will self-destruct in five
seconds.” They were as often cited as the title itself
and the opening visual and aural motifs: a match strik-
ing into flame and Lalo Schifrin’s dynamic theme mu-
sic.

The program ran for 168 episodes between 1966 and
1973 on the Columbia Broadcasting System (CBS)), re-
turning for another 35 episodes on the American
Broadcasting Company (ABC) between 1988 and
1990 (shot in Australia for financial and location rea-
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sons). Movie versions starring Tom Cruise were re-
leased in 1996 and 2000. The original executive pro-
ducer for the TV series, Bruce Geller, wanted to
deploy ‘“‘the Everyman-superman” in a *“homage to
team work and good old Yankee ingenuity.” The leader
of the force was expected to choose a team to deal with
each given task, usually comprised of a technical ex-
pert, a strongman, a female model, and a man of dis-
guise. Major actors at different moments in the series
included Peter Graves (head of the IMF after the first
season and through the revived series), Barbara Bain
(model), Greg Morns (technical expert), Peter Lupus
(muscle bound), and Martin Landau (disguise artist).
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Mission: Impossible, Greg Morris, Peter Graves, Martin Lan-
dau, Barbara Bain, Peter Lupus, 1966-73.
Courtesy of the Everett Collection

By the time the program first began, TV producers
were under intense pressure to include black characters
in positive roles. Mission was held up in the TV Guide
of the 1960s as a paragon of virtue for its representa-
tion of African Americans, with the character of Bar-
ney Collier hailed as one of television’s “New Negro
figures.” However, Mission: Impossible did not avoid
criticism for making its token African American a
“backdoor” technical expert, one-dimensional and
emotionless.

The instructions to writers of the first series read:

The tape message contains the problem. An enemy or
criminal plot is in existence; the IMF must counter it.
The situation must be of enough importance and diffi-
culty that only the IMF could do it. The villains (as here
and later portrayed) are so black, and so clever that the
intricate means used to defeat them are necessary. Very
commonly, but not inevitably, the mission is to retrieve a
valuable item or man, and/or to discredit (eliminate) the
villain or villains...avoid names of actual countries as
well as mythical Balkan kingdoms by being vague. This

Mission: Impossible

is not a concern at early stages of writing: use real names

if it’s easier.

The force would accept its assignment and devise a
means to carry out the task in an extremely complex
way. Some aspect of the plan would go awry, but the
team would improvise and survive.

The IMF was a U.S. espionage group, private sector
but public spirited, that “assisted” Third World coun-
tries, opposed domestic organized crime, and acted as
a spy for the government. Because its enemies were
great and powerful, the force required intricacy and se-
crecy (“covertness™). At the very time that the famous
words were being intoned in each disembodied, taped
assignment (“Should you...be caught or killed, the
secretary will disavow any knowledge of your ac-
tions”), real-life U.S. Assistant Secretary of Defense
Arthur Sylvester was supporting covert operations.
The program’s considerable overseas sales (69 coun-
tries and 15 dubbed versions by its third season) were
said to have given many viewers around the world an
exaggerated impression of the abilities of the Central
Intelligence Agency (CIA).

David Buxton describes Mission as an exemplar of
the 1960s British/American “pop series.” These
paeans to the fun of the commodity—to the modernity
of design, fashion, and knowingness—leavened the
performance of quite serious service to the nation.
They had an ideological minimalism, open to a range
of interpretations anchored only in the need to preserve
everyday “Americanness,” in the most general sense
of the term. The opening tape’s “promise” of official
disavowal in the event of failure established en-
trepreneurial initiative as a basis for action and gave an
alibi for minimizing additional references to politics.
Instead, episodes could be devoted to a scientifically
managed, technical private sphere. The IMF repre-
sented an efficient allocation of resources because of
its anonvmously weightless and depersonalized divi-
sion of labor and an effective tool of covert activity as
a consequence of its distance from the official civilities
of diplomacy. This effect was achieved stylistically
through a visual quality normally associated with the
cinema: numerous changes in diegetic space, lighting
that could either trope film noir or action-adventure,
rapid cutting, and few lengthy reaction shots.

The first Mission was valorized by many critics for
its plots. It was unusual for American television drama
to have episodes with overlapping and complex story-
lines at the expense of characterization. Following
each program’s twists became a talisman for the
cognoscenti. The inversion of heroism, whereby
treachery, theft, kidnapping, and destruction were
qualities of “good” characters, made the series seem
both intellectually and politically subversive. Once
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Mission: Impossible

new people were introduced in a segment, they imme-
diately underwent bewildering transformations that
problematized previous information about their psy-
ches, politics, and conduct. Geller’s fantasy was that
performers be just that: figures performing humanness,
infinitely plastic, and ready to be redisposed in a mo-
ment. The series lasted much longer than its many spy-
theme counterparts on network television through the
1960s, perhaps as a consequence of this decentered,
subjectless approach.

Each episode of the original Mission cost $225,000,
for which CBS paid $170,000. Geller was shooting
nearly 50,000 feet of film per screen hour, more than
twice the average, and spent 30 percent longer than the
norm doing so. Special-effects and writing costs also
went far beyond studio policy, in part to make for the
feature film look that was a key factor in the program’s
success. Geller instilled a knowing self-reflexivity into
the series. He became renowned for the remark that
“nothing is new except in how it’s done.”

A 150-day strike in 1988 by members of the Writers
Guild of America over creative and residual rights pay-
ments cast Hollywood’s attention toward remakes and
toward Australia, where the $5,000 (Australian) cost
of a TV script compared favorably to the U.S. figure of
$21,000 (Australian). Paramount decided to proceed
with plans to bring back Mission, a reprise that it had
attempted intermittently over almost a decade. Four
old scripts were recycled, and new ones were written
after the industrial action had concluded. Mission of-
fered a built-in “baby-boomer” audience and the op-
portunity to avoid California unions. This attitude
produced a very formulaic remake.

Consider the IMF’s efforts to smuggle dissidents out
of Eastern Europe (“The Wall”). Posing as a Texan im-
presario keen to hire a chess player and a magician,
Graves is accused by a KGB officer of making “capi-
talist offers.” He replies good naturedly that, “business
is business the world over.” And so it is, when his team
is able to grant U.S. citizenship as it pleases while sup-
posedly remaining independent of affiliation to any
particular state. The IMF (ironically sharing an
acronym with a key tool of First World economic
power, the International Monetary Fund) establishes a
sphere of the “other” that is harsh and repressive com-
pared to the IMF’s own goodness and light. These
spheres represent state socialism and capitalism, re-
spectively, as captured by a close-up of the East Ger-
man Colonel Barty’s highly polished boot grinding a
little girl’s lost doll into the mud as he arrests her de-
fecting family. The shooting script calls for Graves to
have a “broad American smile” to contrast him with a
“slow, unfriendly” East German. The cut from un-
pleasantness at the Berlin Wall to Jim playing golf
fully achieves the establishment of a lifestyle and
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polity distinctiveness, illustrating the IMF’s efforts to
assist elements “behind the Wall” that favor a new po-
litical and economic openness. In his remark to a rav-
aged llse Bruck in act 3, Graves’s patriarchal
condescension is as much geopolitical as gendered:
“You’re a very brave girl, Ilse. But we’re still in East
Berlin and you’ll have to call on all your reserves to
help us get back to the West.” Indeed she would.

ToBY MILLER

See also Action Adventure Programs; Spy Pro-

grams

Cast (1966-1973)

Daniel Briggs (1966-67)
James Phelps (1967-73)
Cinnamon Carter (1966-69)
Rollin Hand (1966-69)

Steven Hill
Peter Graves
Barbara Bain
Martin Landau

Barney Collier Greg Morris

Willie Armitage Peter Lupus

Paris (1969-71) Leonard Nimoy

Doug (1970-71) Sam Elliot

Dana Lambert (1970-71) Lesley Ann
Warren

Lisa Casey (1971-73) Lynda Day
George

Mimi Davis (1972-73) Barbara
Anderson

Producer

Bruce Geller

Programming History

171 episodes

CBS

September 1966-January 1967 Saturday
9:00-10:00

January 1967-September 1967 Saturday
8:30-9:30

September 1967-September 1970  Sunday
10:00-11:00

September 1970-September 1971  Saturday
7:30-8:30

September 1971-December 1972 Saturday
10:00-11:00

December 1972-May 1973 Saturday
10:00-11:00

Cast (1988-1990)

Jim Phelps Peter Graves

Nicholas Black Thaao Penghis

Max Harte Antony
Hamilton

Grant Collier Phil Morris

Casey Randall (1988-89)

Terry Markwell




Jane Badler
Bob Johnson

Shannon Reed (1989-90)
The Voice on the Disk

Producers
Michael Fisher, Walter Brough

Programming History
ABC

October 1988-January 1989 Sunday
8:00-9:00
January 1989-July 1989 Saturday
8:00-9:00
August 1989 Thursday
9:00-10:00
September 1989-December 1989  Thursday
8:00-9:00
January 1990-February 1990 Saturday
8:00-9:00
May 1990-June 1990 Saturday
8:00-9:00

Monkees, The

Further Reading

Beatie, Bruce A., “The Myth of the Hero: From Mission: Im-
possible to Magdalenian Caves,” in The Hero in Transition,
edited by Ray B. Browne and Marshall W. Fishwick, Bowl-
ing Green, Ohio: Bowling Green University Popular Press,
1983

Buxton, David, From The Avengers to Miami Vice: Form and
Ideology in Television Series, Manchester, United Kingdom:
Manchester University Press, 1990

Lewis, Richard Warren, “Is This Mission Possible? The IM
Force Struggles to Overcome Cast Changes, Power Plays,
Hollywood Intrigue,” TV Guide (1969)

Miller, Toby, “Mission: Impossible and the New International
Division of Labour,” Metro-Media and Education Magazine
(autumn 1990)

Miller, Toby, “Mission Impossible: How Do You Tum In-
dooroopilly into Africa?,” in Queensland Images in Film
and Television, edited by Jonathan Dawson and Bruce Mol-
loy, St. Lucia, Australia: University of Queensland Press,
1990

White, Patrick J., The Complete Mission: Impossible Dossier,
New York: Avon, 1991
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Monkees, The

U.S. Musical Situation Comedy

The Monkees, a situation comedy about a struggling
rock-and-roll band of the same name, originally aired
on the National Broadcasting Company (NBC) from
1966 to 1968. During its 58-episode run, the program
was awarded an Emmy for OQutstanding Comedy Pro-
gram in 1967. The show’s popularity has continued,
with reruns being broadcast on the Columbia Broad-

casting System (CBS) from 1969 to 1973 and on Mu-
sic Television (MTYV), Nick at Nite, and other cable
and syndicated venues since the 1980s.

Inspired by the success of the two Beatles films di-
rected by Richard Lester, the show was aimed at 1960s
American youth culture. Considerable controversy
surrounded the show because the band, four young
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Monkees, The

The Monkees, Peter Tork, Mickey Dolenz, Michael Nesmith,
Davy Jones, 1966—68.
Courtesy of the Everett Collection

men who “portrayed themselves,” was “manufac-
tured” by Raybert Productions. In 1965 an advertise-
ment appeared in Daily Variety, a major U.S. trade
publication for the film and television industry, re-
questing responses from “4 insane boys aged 17-21.”
More than 400 individuals replied.

Though Michael Nesmith and Peter Tork, two of the
young men selected for the program, had some previ-
ous musical experience, the other two, Davy Jones and
Mickey Dolenz, had none. Several recordings, closely
tied to the series, were released and became commer-
cial successes. Then it also became widely known that

1512

the actors did not play their own musical instru-
ments—on the recordings or in the series. The contro-
versy rising from this “revelation” was further
exacerbated when the actors embarked on a concert
tour. Despite these issues, the Monkees became teen
idols, sold millions of records, and were heavily mer-
chandised.

The show was innovative in both form and content,
violating the conventions of realist television.
Episodes were characterized by self-reflexive tech-
niques such as distorted focus, direct address of the
camera, the incorporation of outtakes and screen tests,
fast and slow-motion effects, and continuity errors. In
all, however, the television version of “psychedelic”
cinema was tamed for the domestic medium, and the
boys generally engaged in wholesome, if quirky, fun.

“Monkee Mania” experienced a renewal in the
1980s, when the program was rerun on MTV. The pop-
ularity of the show with contemporary youth audi-
ences has led to reissue of recordings; fan conventions,
magazines, and websites; and several concert tours by
three of the original members (Dolenz, Jones, and
Tork).

FRANCES GATEWARD

See also Music on Television

Cast (as themselves)
Davy Jones

Mike Nesmith

Peter Tork

Mickey Dolenz

Producers
Robert Rafelson, Ward Sylvester

Programming History
58 episodes
NBC

September 1966—August 1968  Monday 7:30-8:00




Monkhouse, Bob

Monkhouse, Bob (1928-2003)

British Comedian

Bob Monkhouse was one of British television’s most
prolific performers, indelibly etched on the minds of
the public as the smooth, wise-cracking host of count-
less game shows. Initially a stand-up comic,
Monkhouse’s early years were spent writing gags for
himself and other performers. He made a number of
guest appearances on TV shows before he and then
writing partner Denis Goodwin finally landed their
own television series in 1953 with Fast and Loose, a
comedy sketch show. With the arrival of Britain’s
commercial channel in 1955, Monkhouse was able to
diversify. He and coproducer Jonathan Routh fooled
members of the public with various scams in the
British version of Candid Camera.

Always a fan of the great silent comedians,
Monkhouse paid tribute to some of the men who had
inspired him in 1966 with Mad Movies. He also con-
tinued a punishing schedule of nightclub appearances,
before becoming a host of ATV’s Sunday night variety
show, The London Palladium Show, in 1967.

However, it was not until late 1967 that Monkhouse
became associated with ATV’s The Golden Shot, the
series that made him a truly household name. Initially
presented by Canadian Jackie Rae, this game show
featured members of the audience who, to win prizes,
guided, via the telephone, a blindfolded marksman to
fire a crossbow into a target. In later stages of the
game, the audience members were firing the cross-
bows themselves. From the start, Monkhouse was de-
termined that he should be the presenter, and he even
went to the expense of having a telerecording made of
the episode in which he made a guest appearance so
that Lew Grade, head of ATV, could see how
Monkhouse could rescue what was then a fading show.
Monkhouse also instigated the show’s catchphrase,
used when asking the studio hand to load the bolt:
“Bernie, the bolt.”

Monkhouse did indeed rescue the program, not only
enlivening it with his wise-cracking comedy but also
changing the format, simplifying it, and making it
more visually appealing and exciting. Thus began a ca-
reer as a host of game and quiz shows. In 1975 ATV
adapted the American program Hollywood Squares,
which was hosted by Monkhouse as Celebrity Squares.
Once again, he was the fast-talking, ad-libbing host par

excellence. He hosted numerous game shows, includ-
ing Family Fortunes, $64,000 Question, Bob’s Full
House, Bob Says Opportunity Knocks, and Wipe Out.
However, while thoroughly professional and able to
put contestants at their ease, Monkhouse had a reputa-
tion for being smarmy and often played on this aspect
of his persona.

In 1993 Monkhouse diversified into straight drama
with a role in Yorkshire Television’s All or Nothing at
All, which also starred comedian Hugh Laurie. It was a
proficient performance. In 2000 he lent his voice to the
lead character in the animated series Aaagh! It’s the
Mr. Hell Show. A darkly comic cartoon. this program

Bob Monkhouse.
Courtesy of the Everett Collection
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Monkhouse. Bob

has aired in the United States and Canada as well as in
the United Kingdom.

Throughout his television career, Monkhouse con-
tinued his stand-up comedy act in nightclubs across
England, and in recent years he had something of a re-
naissance and made a comeback as a TV comic, hav-

ing been *“rediscovered” by a younger generation of

comics along with the likes of Ken Dodd and the late
Frankie Howerd. He is probably deserving of “cult”
status. The culmination of his return to comic form
was the 1995-96 series Bob Monkhouse on the Spot,
scheduled late Saturday evening on the mainstream
British Broadcasting Corporation network BBC | and
billed as a version of his cabaret act. This was a
raunchier and racier Monkhouse than the TV public
was used 1o seeing. and because the programs were
recorded close to transmission, they were filled with
topical gags.

Monkhouse's television career spanned half a cen-
tury, and he generally received top billing in his TV
ventures. Monkhouse passed away on December 29,
2003.

PAMELA ROSTRON

Bob Monkhouse. Born in Beckenham, Kent, England,
June 1, 1928. Attended Dulwich College. Married: 1)
Elizabeth, 1949 (divorced, 1972); children: Abigail,
Gary, and Simon; 2) Jacqueline, 1973. Trained as a
cartoon film animator with Gaumont British; started
performing as comedian while member of the Royal
Air Force, 1947-49; formed successful writing part-
nership with Denis Goodwin; became BBC’s first con-
tract comedian, performing on the Work Wonders radio
show, 1949; starred in own radio show, 1949-%3:
starred in first television series, 1953 built up reputa-
tion as major cabaret attraction worldwide; host and
guest performer on many BBC and ITV programs. Of-
ficer of the Order of the British Empire. 1993. Recipi-
ent: Top Comedian in Cabaret, 1981, 1987;
Atfter-Dinner Speaker of the Year, 1989. Died Decem-
ber 29. 2003.

Television Series (selected)

1954-55 Fast and Loose
1956 Do You Trust Your Wife?
1957 Burv Your Hatchet
1957-58 Early to Braden (writer only)
1958-63 The Bob Monkhouse Hour
1960-67 Candid Camera
1964 The Big Noise
1967 The London Palladium Show
1967-71,

1974-75 The Golden Shot
1975-79,

1993-94 Celebrity Squares
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1978-81 I'm Bob, He's Dickie!

1979 Bonkers

1979-83 Family Fortunes

1983-86 Bob Monkhouse Tonight
1984-9() Bob’s Full House

1987-89 Bob Says Opportunity Knocks
1990-93 The $64,000 Question

1991 Bob’s Your Uncle

1993 All or Nothing at All

1994 An Audience with Bob Monkhouse
1995-96 Bob Monkhouse on the Spot
1996— The National Lotterv Live
1997 What a Performance!

1998 Wipe Out

2000 Aaagh! It’s the Mr. Hell Show

(voice of Mr. Hell)

Television Specials (selected)

1956 The Bob Monkhouse Show

1957 Beat Up the Town

1957 Cyril’s Saga (writer only)

1958 The Bob Monkhouse Show

1966 Mad Movies

1967 Bug

1969 Friends in High Places

1972 The Bob Monkhouse Comedy Hour
1972 The Bob Monkhouse Disturbance
1973 The Bob Monkhouse Offensive
1973 The Bob Monkhouse Breakdown
1994 An Audience with Bob Monkhouse
1998 Bob Monkhouse on Campus
Films

Secret People, 1951: All in Good Fun, 1956; Carry on
Sergeant, 1958: Dentist in the Chair, 1960; Dentist
on the Job, 1961, She'll Have to Go, 1962; A Week-
end with Lulu, 1962; Thunderbirds Are Go, 1966;
Up the Junction, 1967, The Bliss of Mrs. Blossom,
1968; Simon Simon, 1970; Out of Order, 1983.

Radio (selected)

Work Wonders, 1949; Hello Playmates (also co-
writer), 1954; Punchline; Bob Hope's 80th Anniver-
sary; Mr. Rodgers and Mr. Hammerstein; Mostly
Monkhouse; In the Psvchiatrist’s Chair:

Stage (selected)
Start Time with Bob; Aladdin; Bov from Syracuse;
Come Blow Your Horn.

Publications

Just a Few Words: The Complete Speakers’ Hand-
book, 1988, revised edition, 1998
Cryving with Laughter (autobiography), 1993



Monty Python’s Flying Circus

Monty Python’s Flying Circus

British Sketch Comedy/Farce/Parody/Satire Series

Monty Python’s Flying Circus first appeared on the
British Broadcasting Corporation’s BBC | on October
5, 1969. It was a new type of program for the national
channel, and its appearance at the end of the decade
seemed fitting. The show was created by six young
men (Graham Chapman, John Cleese, Terry Gilliam,
Eric Idle, Terry Jones, and Michael Palin) whose ideas
of comedy and television were clearly nontraditional.
Monty Python’s style—free form, nonlinear, deeply
sarcastic, satirical, and anarchic—seemed somehow to
reflect the times. It mocked all conventions that pro-
ceeded it, particularly the conventions of television.

The last episode aired on the BBC on December 5,
1974, after the production of 45 installments. The first
39 were titled Monty Python’s Flying Circus. The final
six episodes, all created without Cleese, who had tired
of the show, were called Monty Python. In addition,
the team produced two shows for German television,
each running 50 minutes. The second of these two
shows, which consisted mostly of new material, was
shown in England on BBC 2 in 1973. The Pythons ex-
panded into other media as the result of their TV suc-
cess. They created four Python movies (And Now for
Something Completely Different, Monty Python and
the Holy Grail, Monty Pvthon’s Life of Brian, and
Monty Python’s Meaning of Life), several audio
recordings, and several books relating to the programs
and films. In England and North America, the group
also performed several live stage shows comprised of
various sketches and songs from the television pro-
gram.

Of the cast, all but Gilliam were Englishmen who
developed their interest in comedy while students at
university (Palin and Jones at Oxford; Chapman,
Cleese, and Idle at Cambridge). Gilliam was an Amer-
ican from California via Minnesota. Although he did
appear on camera occasionally, Gilliam’s primary con-
tribution to the TV shows was his eclectic animation,
which usually served, in various ways, to link the
sketches.

Each of the British members of the troupe had previ-
ous television and stage experience as writers and per-
formers. Their pre-Python credits included the satirical
That Was the Week That Was, The Frost Report (with
David Frost, a regular target of the group’s arrows), Do
Not Adjust Your Set, and The Complete and Utter His-

tory of Britain. The cross-pollination of talent during
these days eventually brought the future Pythons to-
gether. They approached the BBC with a program idea,
and it was accepted, not without some trepidation by
the network. When Gilliam was brought into the group
to provide animation, Monty Python was formed.

The programs reflect the influence of several British
radio programs from the 1950s—most notably The
Goon Show, which featured, among others, Peter Sell-
ers. The energy and disregard for rules that hallmarked
The Goon Show are clearly evident in the Python TV
show. In turn, Monty Python’s Flying Circus has exer-
cised its own influence on such television programs as
Saturday Night Live, SCTV, Kids in the Hall, and The
Young Ones. The essential disrespect for authority that
links each of these programs can ultimately be traced
through the Pythons back to The Goon Show.

The content of Montv Python’s Flying Circus was
designed to be disconcerting to viewers who expected
to see typical television fare. This was obvious from
the very first episode. The opening “discussion” fea-
tured a farmer who believes his sheep are birds and
that they nest in trees. This bit was followed by a con-
versation between two Frenchmen who consider the
commercial potential of flying sheep. Just as viewers
thought they were beginning to understand the flow of
the show, it cut to a shot of a man behind a news desk
announcing, “And now for something completely dif-
ferent,” and the scene shifted to a totally unrelated
topic. The thread might return to a previous sketch, but
more often there was no closure, only more frag-
mented scenes. Interspersed throughout were Gilliam’s
animations, often stop-action collages in which skulls
opened to reveal dancing women or various body parts
were severed. The macabre and disorienting were ba-
sic elements of the show.

Opening title sequences were not always found at the
beginning of the program, frequently appearing instead
midway through the show or even later. In one install-
ment, there were no opening titles. Another element of
the opening sequence was the “It’s” man, a scruffy old
sort who would be seen running, eventually reaching
the camera. As he breathlessly croaks, “It’s...,” the
scene would shift dramatically. The theme music
(Sousa’s “Liberty Bell March™) was chosen because,
among other reasons, it was free from copyright fees.
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Monty Python’s Flying Circus

Montv Python's Flying Circus, John Cleese, Graham Chapman, Terry Jones, Eric Idle, Michael
Palin (in front), 1969-74 TV Series.
Courtesy of the Everett Collection

Several of the sketches from the series became fa-
vorites of fans but not necessarily of the performers.
“The Ministry of Silly Walks” virtually became
Cleese’s signature, much to his displeasure. and “The
Dead Parrot Sketch” had to be repeated any time
Cleese and Palin appeared together. The group’s por-
trayal of middle-aged women (known as Pepperpots
among the group) was a popular recurring theme as
well. “Mr. Nudge,” “The Spanish Inquisition,” “The
Upper-Class Twit of the Year,” “The Lumberjack
Song,” and “'Scott of the Antarctic” are among the bits
that have remained fan favorites.

Monty Python's Flying Circus began appearing in the
United States on Public Broadcasting Service (PBS)
stations in 1974. Its popularity grew, and it quickly be-
came a cult favorite. Several commercial stations, hav-
ing noticed it on the public stations, also began 1o air
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the program. The American Broadcasting Company
(ABC) purchased the rights to the six-episode fourth
year of Monty Pyihon, but when the show was aired,
the episodes had been censored and edited 1o fit the re-
strictions of American commercial TV. The group went
to court to prevent further cuts, but ABC was able to air
the second show with only a minor disclaimer. As a re-
sult of the case, the Pythons gained ownership of the
copyright outside Great Britain.

Individual members of the group have gone on to
acclaim in film and television. As writers, producers,
directors, and performers, all carry with them residual
elements of Monry Pvthon. Graham Chapman died in
1989.

GEOFFREY HAMMILL

See ulso Cleese, John; Palin, Michael



Cast

Graham Chapman
John Cleese

Terry Gilliam
Eric Idle

Terry Jones
Michael Palin

Producer
John Howard Davies

Programming History

45 30-minute episodes

BBC

October 1969-January 1970
September 1970-December 1970
October 1972-January 1973
October 1974-December 1974

Moonlighting
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Moonlighting

U.S. Detective Comedy/Drama

Moonlighting, an hour-long episodic series that aired
on the American Broadcasting Company (ABC) from
1985 to 1989, signaled the emergence of “dramedy” as
a television genre. After the series finished its first sea-
son in a ratings tie for 20th place, it rose to 9th place in
1986-87 and tied for 12th place the following season
(in which only 14 new episodes were made). The inno-
vative qualities of the program were noted by its nom-
ination, for the first time in the 50-year history of the
Directors Guild of America, for both Best Drama and
Best Comedy.

Produced by Glen Gordon Caron, Moonlighting fea-
tured high-fashion model Maddie Hayes (played by
real-life former high-fashion model Cybill Shepherd)
and fast-talking private eye David Addison (played by
then-unknown Bruce Willis). The series’ story began
after Maddie’s business manager embezzled most of
her fortune, leaving her with her house and the Blue
Moon Detective Agency, designed by the wily accoun-
tant as nothing more than a tax write-off and consisting
of detective David Addison and secretary Agnes
Dipesto (played by Allyce Beasley). The romantic ten-
sion between David, a smart, slovenly, party animal
and womanizer, and the beautiful, haute couture-

attired, snobbish Maddie lasted for two seasons. After
this point, complications on and off the set led to a
plotline in which Maddie juggled relationships with
David and another suitor, briefly married a third man,
had the marriage annulled, and suffered a miscarriage.

The series’ importance lies not so much in its convo-
luted plots as in its unique and sustained fusion of ele-
ments characteristically associated with two distinct
genres into the emergent genre of dramedy. On the one
hand, Moonlighting clearly exhibits the semantic fea-
tures of television drama: serious subject matter deal-
ing with incidents of sufficient magnitude that it
arouses pity and fear; rounded, complex central char-
acters who are neither thoroughly admirable nor despi-
cable; textured lighting—both the hard “tele-noir” and
diffused lighting accompanied by soft camera focus;
multiple exterior and interior settings; and single-
camera shooting on film. On the other hand, the series
combines the “serious” elements with the syntactic
features of television comedy. These comedic features
include a four-part narrative structure (consisting of
the situation, complication, confusion, and resolution);
the metatextual practices of verbal self-reflexivity, mu-
sical self-reflexivity, and intertextuality; repetition
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Moonlighting

Moonlighting, Bruce Willis, Cybill Shepherd, 1985-89.
Courtesy of the Everett Collection

(i.e., the doubling, tripling, and compounding of the
same action or incident until the repetition itself be-
comes humorous); witty repartee; hyperbolic coinci-
dence; and a governing benevolent moral principle
within which the violent, confused, often ironic dra-
mas of good and evil and seriousness and silliness
were played out.

A full appreciation of the sophistication of Moon-
lighting involves a level of cultural literacy (both pop-
ular and classic) rarely required by prime-time
television series, which was one reason the series drew
accolades from critics early on. Titles of Moonlighting
episodes intertextually referenced the narrative
premises as well as titles, authors, and even visual
techniques of films, novels, dramas, poems, and plays
from the 16th century through the present (e.g., “It’s a
Wonderful Job,” “The Dream Sequence Always Rings
Twice,” “Atlas Belched,” “Brother, Can You Spare a
Blonde,” “Twas the Episode Before Christmas,” and
“The Lady in the Iron Mask™). Another episode titled
“Atomic Shakespeare” provided a feminist version of
“The Taming of the Shrew,” performed, except for the
bookend scenes, entirely in iambic pentameter. Addi-
tionally, in many episodes, protagonists Maddie and
David break the theatrical “fourth wall” convention
with self-reflexive references to themselves as actors
in a television program or to the commercial nature of
the television medium. Such metatextual practices are
techniques of defamiliarization that, according to cer-
tain formalist critical theories, epitomize the experi-
ence and purpose of art; they jar viewers out of the
complacent, narcotic-like pleasure of familiar forms

1518

and invite them to question and appreciate the artistic
possibilities and limitations of generic forms. Moon-
lighting’s use of these metatextual practices signifies
its recognition of the traditions that have shaped it as
well as its self-conscious comments on its departure
from those traditions; thus, the series displays charac-
teristics typically attributed to works regarded as
highly artistic.

The series’ artistry in fusing the genre features of
drama and comedy in such a way that it was both pop-
ular and critically acclaimed paved the way for such
other innovative “dramedic” ventures as Frank’s
Place, Northern Exposure, Sports Night, and Ally
McBeal. Moonlighting also led a number of critics to
declare that, with Moonlighting, American television
had finally come of age as an art form.

LEaH R. VANDE BERG

See also Detective Programs; Dramedy

Cast

Maddie Hayes Cybill Shepherd
David Addison Bruce Willis
Agnes Dipesto Alice Beasley
Herbert Viola (1986—-89) Curtis Armstrong

Virginia Hayes (1987-88)
Alex Hayes (1987-88)
MacGilicuddy (1988-89)

Eva Marie Saint
Robert Webber
Jack Blessing

Producers
Glenn Gordon Caron, Jay Daniel

Programming History
65 episodes

ABC

March 1985 Sunday
9:00-11:00

March 1985-April 1985 Tuesday
10:00-11:00

April 1985-September 1988 Tuesday
9:00-10:00

December 1988-February 1989  Tuesday
9:00-10:00

April 1989-May 1989 Sunday 8:00-9:00
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Moonves, Leslie R. (1949-)

U.S. Media Executive, President and CEO of CBS Television

Leslie R. Moonves, as president and chief executive
officer of Viacom’s CBS entertainment division,
changed programming for U.S. network television
during the 1990s. Moonves found that alternative tele-
vision shows, when mixed into a traditional schedule
of situation comedies and dramas, could succeed
against the emergence of burgeoning competing me-
dia.

Moonves has made a career of creating successful
programming for broadcast television. Often, network
executives in the 1990s ascended to their leadership
positions after climbing a ladder of successive jobs
inside one company. For many of Moonves’s con-
temporaries, such as Robert Iger of the American
Broadcasting Company (ABC), the path to upper man-
agement included earlier jobs at one network in pro-
gram development, show scheduling, daytime
programming, or production administration. Moonves,
however, worked at studios that produced series for
network airing. The Columbia Broadcasting System
(CBS) recruited him to become its entertainment pres-
ident when Moonves presided over Warner Brothers
television division. At the time, Warner Brothers was a
chief supplier for ABC, CBS, and the National Broad-
casting Company (NBC), with more than 20 programs
on prime-time schedules.

Moonves began his tenure at CBS at a time when
new media technologies had caused the erosion of
broadcasters’ audience shares. After Congress passed
the Cable Communications Act of 1984 and videocas-
sette recorders became standard household appliances,
marketplace competition forced television program-
mers to accept smaller audiences. To lead CBS,
Moonves had to create a new identity, find a younger
audience, and yet still entertain a mass audience that
would seek out CBS for news, sports, entertainment,
and children’s programming.

Moonves’s reinvention of CBS blended unscripted
reality programs such as Survivor and The Amazing

Race into a nightly prime-time lineup dominated by
stalwarts such as Everybody Loves Raymond, Touched
by an Angel, and 60 Minutes. This mix has kept CBS
ahead in the ratings race in the face of challenges by
ABC’s fad game show Who Wants to Be a Millionaire,
FOX’s younger focus, and NBC’s aging lineup of
quality programming. Where other broadcast program-
mers attempted to deal with lost audiences and adver-
tising dollars by finding fast fixes or by staying loyal to
old programming concepts, Moonves succeeded by
trailblazing with new show concepts, pretesting most
show episodes with audience focus groups before
those episodes aired, and closely managing staff, in-
cluding personally evaluating contestants before cast-
ing completed for CBS’s unscripted adventure
programs.

Moonves had initially chosen acting as a career
path. He attended Bucknell University. As a senior, he
became interested in acting. In 1971, after graduating
with a degree in Spanish, he moved to New York City
and studied with Sanford Meisner at New York’s
Neighborhood Playhouse School of the Theatre. When
Moonves’s acting career was not immediately success-
ful, he moved to Los Angeles, where he won roles in
television programs such as Gemini Man, Cannon, and
The Six Million Dollar Man.

Eventually, he became a development executive
with Gregory Harrison’s Catalina Productions. The
company operated the Coast Playhouse and later pro-
duced movies for television. In 1981 Moonves and
Catalina produced a stage version of “The Hasty
Heart.” The production moved to the Los Angeles Mu-
sic Center’s Ahmanson Theatre. That year, the play
won several Los Angeles Drama Critic Circle Awards,
including Best Production of the Year. Showtime
filmed and cablecast the play.

Through his friendship with Warren Littlefield,
Moonves changed his emphasis to television produc-
tion and became a development executive at Saul Ilson
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Productions. Moonves served as vice president for de-
velopment before moving to 20th Century-Fox Televi-
sion as vice president of movies and miniseries. Next,
Moonves joined Lorimar as executive vice president
for creative affairs and was promoted to president of
television production. In 1988 Lorimar merged with
Warner Brothers Studios. While at Lorimar, Moonves
was responsible for the development and production of
the shows, overseeing Dallas and Knots Landing while
developing dramas such as the critically acclaimed but
viewer-ignored I’ll Fly Away and Max Headroom and
the sitcom Full House.

Moonves left the presidency at Warner Brothers
Television for the entertainment president position at
CBS in July 1995. He was promoted to his current post
in April 1998.

While keeping his network ahead, Moonves has
found time to devote to television’s future. In Novem-
ber 1999, the National Association for the Advance-
ment of Colored People (NAACP) reported that
television characters do not emulate national racial and
ethnic diversity. Moonves represented CBS at those
hearings and testified that he recognized the problem
and would work to correct it. In February 2000,
Moonves signed a contract with the NAACP, promis-
ing to create a greater numbers of realistic roles for
African Americans and to expand the roles of African
Americans at CBS. That year, CBS went forward with
the medical drama City of Angels, with a predomi-
nantly African-American cast and production team.
CBS aired 23 episodes of the hospital series before its
cancellation.

President Clinton appointed Moonves cochair of the
Advisory Committee on the Public Interest Obliga-
tions of Digital Television Broadcasters (also known
as the Public Interest Council). The committee was de-
signed to study and make recommendations on the
public interest responsibilities accompanying broad-
casters’ receipt of digital television licenses. The com-
mittee completed its recommendations in 1998 and
advised broadcasters to meet digital public interest ob-
ligations by voluntarily airing nightly, five-minute can-
didate discourses beginning a month prior to every
election.

When Viacom merged with CBS, Moonves’s influ-
ence grew, as he was promoted to chief executive offi-
cer. Next, Viacom merged its Paramount Studios
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television production unit with CBS, placing it under
Moonves’s command. In December 2001, Viacom
placed a second television network under Moonves’s
control. After the Federal Communications Commis-
sion changed its dual ownership rules in April 2001,
the company had the right to operate Paramount’s TV
network, the United Paramount Network (UPN),
alongside CBS. Moonves now oversees UPN as well.
Moonves serves on the board of directors of Via-
com, Americans for the Arts National Policy Board,
the Los Angeles Free Clinic, and the board of gover-
nors of the annual Banff Television Festival. He is a
member of President Clinton’s Advisory Committee
on the Arts, the board of directors of the Los Angeles
Free Clinic, and both the executive committee and
board of governors of the Academy of Television Arts
and Sciences. He serves on the board of trustees of the
Entertainment Industries Council, the Motion Picture
Association of America’s Executive Committee on
Television Violence, and the board of governors of the
UCLA Center for Communications Policy. He is a
trustee of the National Council for Families and Tele-
vision and is past president of the Hollywood Radio
and Television Society.
JoAN GIGLIONE

See also Columbia Broadcasting System (CBS)

Leslie R. Moonves. Born October 6, 1949. Attended
Bucknell University, B.A. Spanish, 1971. Married:
Nancy, 1979; children: Adam, Sara, and Michael.
Named vice president, Lorimar Productions, 1985.
Named head of creative affairs, Lorimar Television,
1988. Promoted to president, 1989. Named president
of Warner Brothers Television, 1993. Appointed to
presidency of CBS Entertainment and executive vice
presidency, CBS/Broadcast Group, 1995. Named Pres-
ident and chief executive officer of CBS Television,
1998. Recipient: Bucknell University’s Achievement
in Chosen Profession Award, 2002; International Ra-
dio and Television Society Award for Significant
Achievement, 1999; Los Angeles Sports & Entertain-
ment Commission 2nd Annual Award of Excellence,
2001; Bucknell’s Academy of Artistic Achievemnent
Award, 1995; Casting Society of America Career
Achievement Award and Caucus for Producers, Writ-
ers and Directors Executive of the Year Award, 1993.




Moore, Garry

Moore, Garry (1915-1993)

U.S. Television Personality

Garry Moore, genial host of numerous successful net-
work television programs throughout the 1950s and
1960s, played a major role in making the medium ac-
ceptable to American viewers during its early decades.
During his long broadcast career, Moore appeared reg-
ularly during prime-time hours as well as other time
periods; like Arthur Godfrey, he hosted prominent day-
time and weekly evening shows, which contributed to
his immense popularity. His programs were frequently
among the top-ten prime-time programs. As a come-
dian, Moore combined genial humor with a pleasant
personality and a relaxed style that made him a fa-
vorite with audiences.

Moore originally worked as a network radio come-
dian and writer known by his real name, Thomas
Garrison Morfit. Because Morfit was difficult to pro-
nounce, an on-air contest to select a stage name was
conducted. Beginning in 1940, he became known to
the listening audience as Garry Moore.

In 1949 CBS Radio originated The Garry Moore
Show, a daily one-hour variety program produced in
Hollywood. Network programmers recognized a suc-
cessful radio personality in Moore, and given the need
for programming talent on its young television net-
work, the Columbia Broadcasting System (CBS) pro-
vided the opportunity for Moore to host a variety
television show in New York. When The Garry Moore
Show was introduced on CBS Television in 1950,
Moore established a distinctive on-air identity with his
crew-cut hair and bow tie-wearing image. His physi-
cal appearance enhanced his casual demeanor and
easygoing conversational style, which became familiar
to home viewers.

Moore’s initial telecasts followed a somewhat
checkerboard scheduling pattern. Beginning as a 30-
minute evening series, live Monday through Friday,
The Garry Moore Show made its television debut in
June 1950. By August, the program changed to one
night per week and expanded to an hour in length. For
its fall 1950 lineup, CBS scheduled Moore weekday af-
ternoons, a move that lasted eight years. By 1951 The
Garry Moore Show reportedly was the second-largest
revenue source for CBS, and for a time the network
could not accommodate all the potential sponsors
awaiting the opportunity to advertise on the program.

Moore’s daytime program format was flexible but
generally included humorous skits, singing, mono-
logues, and studio-audience interaction. Regular per-
formers were featured along with special guests.
Supporting Moore with the various program segments
were singers Denise Lor and Ken Carson and an-
nouncer and sidekick Durward Kirby. Comedians Don
Adams, George Gobel, Don Knotts, and Jonathan
Winters made their earliest television appearances on
Moore’s show, contributing to the entertaining tone
and boosting their individual careers. The Garry
Moore Show remained on the air until mid-1958, when
Moore voluntarily relinquished his hosting duties ow-
ing to the exhausting work schedule. By the 1958 fall
season, Moore returned to CBS, hosting a weekly
evening program, again called The Garry Moore Show.

The Garry Moore Evening Show, Garry Moore, 1951.
Courtesy of the Everett Collection
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The hour-long evening series followed a format
similar to Moore’s daytime variety program. During its
six-year run, The Garry Moore Show introduced come-
dian Carol Burnett, who later starred in her own suc-
cessful CBS show during the 1960s and 1970s. Other
comedic and musical talents regularly appearing on
the Moore nighttime variety show included Durward
Kirby, Marion Lome, and Dorothy Loudon. Allen
Funt’s “Candid Camera” became a regular segment on
the program. Another popular weekly feature was a
lengthy nostalgia segment known as “That Wonderful
Year.” Given the grueling work required to produce the
show, Moore decided to discontinue the program in
1964. He reappeared in 1966 as host of yet another
weekly Garry Moore Show variety series, but after five
months of competition with Bonanza, CBS canceled
the show because of poor ratings.

In addition to hosting several variety shows, Garry
Moore moderated two television panel quiz programs,
I’ve Got a Secret and To Tell the Truth. He began a 12-
year reign as moderator of Goodson-Todman Produc-
tions’ I've Got a Secret in 1952. This popular CBS
prime-time program featured celebrity panelists who
tried to guess the secret of ordinary and celebrity con-
testants. Panel members appearing through the years
included Bill Cullen, Jayne Meadows, Henry Morgan,
Faye Emerson, and Betsy Palmer. I've Got a Secret was
among the A.C. Nielsen top-20 television programs for
seven years. It remained one of the most popular panel
programs ever on television. Goodson-Todman sold
I’ve Got a Secret to CBS and Moore in 1959, and he
continued to moderate the show until 1964.

To Tell the Truth, also from Goodson-Todman, was
moderated for a decade by Bud Collyer before it was
taken over by Moore when the program went into syn-
dication in 1969. Another half-hour celebrity panel
show, the object of To Tell the Truth was to determine
which of three contestants was telling the truth. Regu-
lar panelists included Orson Bean, Bill Cullen, Kitty
Carlisle, and Peggy Cass. Moore left the program and
television for good in 1977, when he developed throat
cancer. The wit, charm, and personality, so much a part
of Moore, influenced numerous television hosts both
during and following his long career. He died from
emphysema in 1993 at age 78.

DENNIS HARP
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Garry Moore. Born Thomas Garrison Morfit in Balti-
more, Maryland, January 31, 1915. Married: 1)
Eleanor Borum Little, 1939 (died, 1974); children:
John Mason Morfit and Thomas Garrison Morfit; 2)
Mary Elizabeth De Chant, 1975. Writer and actor, ra-
dio station WBAL, Baltimore, 1935-38; news an-
nouncer and sports commentator, radio station KWK,
St. Louis, Missouri, 1939; star and writer, NBC Blue
Network’s Club Matinee, 1939—43; New York emcee,
NBC’s Everything Goes, 1942; costar and writer,
Jimmy Durante-Garry Moore Show, 1943-48; host,
NBC'’s Take It or Leave It, 1948-50; star, CBS radio
show Garry Moore Show, 1949-50; star, CBS-TV’s
Garry Moore Show, 1950-58, 1958-64, 1966-67;
moderator, /’ve Got a Secret, 1952-64; substitute host,
Arthur Godfrey’s Talent Scouts, 1953; host, syndicated
television quiz show To Tell the Truth, 1969-77. Mem-
ber: National Academy of Television Arts and Sci-
ences. Died on Hilton Head Island, South Carolina,
November 28, 1993.

Television Series

1950-58, 1958-64, 1966—67  The Garry Moore
Show

1952-64 I've Got a Secret

1969-77 To Tell the Truth

Radio

Club Matinee, 1939-43; Jimmy Durante-Garry
Moore Show, 1943-48; Godfrey’s Talent Scouts,
1946 Take It or Leave It, 1948-50; The Garry
Moore Show, 1949-50.
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New York: Abbeville, 1988

Schwartz, David, Steve Ryan, and Fred Wostbrock, The Ency-
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Moore, Mary Tyler

Moore, Mary Tyler (1936-)

U.S. Actor

Mary Tyler Moore’s most enduring contributions to
television are in two classic sitcoms, The Dick Van
Dvyke Show (1961-66) and The Mary Tvler Moore Show
(1970-77), although she has appeared in the medium in
a variety of roles both before and after these series. Her
first on-camera television work was as a dancer, and it
was as “Happy Hotpoint,” a singing and dancing fairy,
that she first caught the public eye. Her first regular se-
ries role as Sam, the receptionist on Richard Diamond,
Private Detective, was notable primarily because it fea-
tured only her dancer’s legs and voice.

As Laura Petrie, the beautiful, talented, and not-so-
typical suburban housewife married to comedy writer
Rob (Dick Van Dyke) on The Dick Van Dyke Show,
Moore earned critical praise (and Emmy Awards) as
she laid the foundation for the wholesome but spunky
identity that would mark her television career. Though
she lacked their experience in television comedy,
Moore was no mere “straight woman” to comedians
Van Dyke, Carl Reiner, Morey Amsterdam, and Rose
Marie; she managed to stake out her own comic iden-
tity as a lovely and competent housewife who was fre-
quently thrown a curve by her husband’s unusual
friends and career. Thanks to the show’s explorations
of the Petries’ courtship (they met while he was in the
military and she a USO dancer), Moore was able to
display on the show her talents as both dancer and
singer as well as comedic actor. While The Dick Vun
Dyke Show stopped production in 1966, it appeared in
reruns on the Columbia Broadcasting System’s
(CBS’s) daytime lineup until 1969, keeping Moore’s
perky persona in the public eye as she sought film roles
and stage work for the remainder of the decade.

On the basis of Moore’s popularity in The Dick Van
Dyke Show, CBS oftered her a 13-episode contract to
develop her own series starting in 1970. Moore and her
then-husband Grant Tinker, a production executive at
20th Century-Fox at the time, used the opportunity to
set up their own production company, MTM Enter-
prises, to produce the show. Following the success of
The Mary Tyler Moore Show, MTM went on to pro-
duce a number of the most successful and critically
praised series of the 1970s and 1980s, with Moore’s
contributions limited mainly to input on her own
show(s) and the use of her initials.

On The Mary Tvler Moore Show, Moore played
Mary Richards, a 30-something single woman “‘mak-
ing it on her own” in 1970s Minneapolis, Minnesota.
MTM first pitched her character to CBS as a young di-
vorcée, but CBS executives believed that her role as
Laura Petrie was so firmly etched in the public mind
that viewers would think that she had divorced Dick
Van Dyke (and that the American public would not
find a divorced woman likable), so Richards was
rewritten as a woman who had moved to the big city
after ending a long affair. Richards lands a job working
in the news department of fictional WIM-TV, where
Moore’s all-American spunk plays off against the gruff
boss Lou Grant (Ed Asner), world-weary writer Mur-
ray Slaughter (Gavin MacLecod), and pompous anchor-
man Ted Baxter (Ted Knight). In early seasons, her

Mary Tyler Moore.
Courtesy of the Everett Collection
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all-male work environment is counterbalanced by a
primarily female home life, where again her character
contrasts with her ditzy landlady Phyllis Lindstrom
(Cloris Leachman) and her New York-born neighbor
and best friend, Rhoda Morgenstern (Valerie Harper).
Both the show and Moore were lauded for their realis-
tic portrayal of “new” women in the 1970s whose lives
centered on work rather than family and for whom
men were colleagues rather than just potential mates.
While Mary Richards’s apologetic manner may have
undermined some of the messages of the women’s
movement, she also put a friendly face on the poten-
tially threatening tenets of feminism, naturalizing
some of the decade’s changes in the way women were
perceived both at home and at work.

After The Mary Tvler Moore Show ended its seven-
year, award-winning run, Moore appeared in several
short-running series, including her attempt to revive
the musical variety show Mary (1978), which is best
remembered for a supporting cast that included the
then-unknown David Letterman, Michael Keaton, and
Swoosie Kurtz. Moore’s later stage, feature film, and
made-for-television movie efforts have represented
successful efforts to break with the perky Laura
Petrie/Mary Richards persona. In the Academy
Award-winning Ordinary People (1980), for example,
Moore’s performance contrasts the publicly lovable
suburban housewife—a Laura Petrie-type facade—
with her character’s private inability to love and nur-
ture her grief-stricken family; in Flirting with Disaster
(1996), she steals scenes as Ben Stiller’s vain adoptive
mother. Moore won a special Tony Award for her per-
formance as a quadriplegic who wanted to end her ex-
istence in Whose Life Is It, Anvway? And on television,
she has played everything from a breast cancer sur-
vivor in First, You Cry to the troubled Mary Todd Lin-
coln in Gore Vidal's Lincoln to a villainous orphanage
director in Stolen Babies. Still, Mary Richards contin-
ues to define Moore. In 2001 she and Valerie Harper
renewed their on-screen friendship in Mary and
Rhoda, a made-for-television movie featuring their
Mary Tvler Moore Show characters. Originally pitched
as a new series, Moore, Harper, and the American
Broadcasting Company (ABC) opted out of a long-
term commitment despite the show’s high ratings. An-
other sign of Mary Richards’s enduring appeal came in
2001, when the city of Minneapolis and the cable net-
work TV Land unveiled a bronze statue of “Richards”
tossing her famous beret into the air, as Moore did on
the opening credits of The Mary Tyler Moore Show. In
recent years, Moore has devoted much of her attention
to work for the Juvenile Diabetes Research Founda-
tion, the American Diabetes Association, and various
animal rights organizations.

SUSAN MCLELAND
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See also The Dick Van Dyke Show; Gender and
Television; The Mary Tyler Moore Show; Tinker,
Grant

Mary Tyler Moore. Born in Brooklyn, New York, De-
cember 29, 1936. Married: 1) Richard Meeker, 1955
(divorced, 1962), child: Richard (deceased); 2) Grant
Tinker, 1963 (divorced, 1981); 3) Robert Levine,
1983. Began television career as “Happy Hotpoint,”
dancing performer in appliance commercials, 1955;
costarred in The Dick Van Dyke Show, 1961-66; televi-
sion guest appearances, 1960s and 1970s: cofounder,
with Tinker, of MTM Enterprises; starred in The Mary
Tvler Moore Show, 1970-77. Recipient: numerous
Emmy Awards; Golden Globe Award; named to Acad-
emy of Television Arts and Sciences Hall of Fame,
1987.

Television Series
1959 Richard Diamond, Private Detective

1961-66 The Dick Van Dvke Show
1970-77 The Mary Tvler Moore Show
1978 Mary

1979 The Mary Tvier Moore Hour
1985-86 Mary

1988 Annie McGuire

1995 New York News

Made-for-Television Movies

1979 Run a Crooked Mile

1984 Heartsounds

1985 Finnegan Begin Again

1988 Gore Vidal's Lincoln

1990 Thanksgiving Day

1990 The Last Best Year

1993 Stolen Babies

1995 Stolen Memories: Secrets from the
Rose Garden

1997 Pavback

2001 Mary and Rhoda (also producer)

2001 Like Mother, Like Son: The Strange
Story of Sante and Kenny Kimes

2002 Miss Lettie and Me

2003 The Gin Game

2003 Blessings

Television Specials

1969 Dick Van Dyke and the Other Woman,
Mary Tvler Moore

1974 We the Women (host and narrator)

1976 Mary’s Incredible Dream

1978 CBS: On the Air (cohost)

1978 How to Survive the 70s and Maybe

Even Bump into Happiness (host)




1991 Funny Women of Television

1991 The Mary Tyler Moore Show:
The 20th Anniversary Show

1998 Three Cats from Miami and Other
Pet Practitioners

1998 CBS: The First Fifty Years

Films

X-15, 1961; Thoroughly Modern Millie, 1967, What's
So Bad About Feeling Good?, 1968; Don't Just
Stand There!, 1968; Change of Habit, 1970; Ordi-
nary People, 1980; Six Weeks, 1982; Just Between
Friends, 1986; Flirting with Disaster, 1996; Keys to

Moore, Roger

Tulsa, 1997, Reno Finds Her Mom, 1997; Labor
Pains, 2000; Cheaters, 2001.

Publication
After All, 1995

Further Reading

Alley, Robert, and Irby B. Brown, Love Is All Around: The Mak-
ing of The Mary Tyler Moore Show, New York: Delta, 1989

Bonderoff, Jason, Mary Tvler Moore: A Biography, New York:
St. Martin’s Press, 1986

Hingley, Audrey T., “Mary Tyler Moore: After All,” Saturday
Evening Post (November—December 1995)

Moore, Roger (1927-)

British Actor

Roger Moore settled into acting by 1948, appearing in
small roles on British television, radio, and repertory
theater. In 1953 Moore went to Hollywood, where he
secured an MGM contract, appearing in minor roles in
four features over the next two years. He moved to
Warner Brothers and appeared in several features, in-
cluding The Sins of Rachel Cade. In 1958 Moore re-
turned to England for a year to star in the television
series, /vanhoe, a coproduction between Screen Gems
of America and Sydney Box. The series was part of a
historical cycle in British television in the late 1950s,
and the /vanhoe series was an admirable effort in the
genre. The series was loosely based on the chivalric
exploits of Ivanhoe during the time of Prince John with
the hero drawn from the novel by Sir Walter Scott. As
the figure of the title, Moore was suitably dashing, an
energetic defender of the weak and the poor and a no-
bleman to boot.

Back in Hollywood with Warners in 1959, Moore
was given a starring role in the television series The
Alaskans. Moore played Silky Harris, an adventurer,
and already the suave sophistication that became a
later trademark was in evidence. The series was a vari-
ation on the one-hour western series that Warners had
been successfully churning out for several years, but
The Alaskans lasted only one season.

Moore was then cast in the western series Maverick
(1960). Cousin Beau, played by Moore, was sophisti-
cated and upper class but, unfortunately, lacked the
comic touch of the original star, James Garner, who

had left the series. After one season on Maverick,
Moore left the series, which folded a year later.

Moore returned to feature films. He made three
more features for Warners, including a western, Gold
for Seven Sinners (1961), a western vehicle for Clint
Walker, the former star of Cheyenne, which was partly
shot in Italy. Moore stayed two years in Italy, where he
made two ltalian films.

After nearly ten years in film and television, Moore
was cast in the role of the Saint in the eponymous tele-
vision series in 1961. The role pertectly fit his persona
of a sophisticated Englishman with more than a mod-
icum of intelligence, cunning, and toughness. While

Roger Moore.
Courtesy of the Everent Collection
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some appearances in earlier U.S. television anthology
drama series, such as Alfred Hitchcock Presents, had
Moore playing such a figure, nothing in his previous
starring roles had capitalized on this side of Moore’s
screen personality. The Saint expanded considerably
on the type over seven years, through 114 filmed hours
as well as two telefeatures. The series was produced in
Britain by ITC/ATV and was based on the novels by
Leslie Charteris. The Saint was a kind of modern
Robin Hood who used wealth, cunning, and sophisti-
cation to help bring to justice criminals that the law
had been unable to catch. The Saint taught Moore his
trade and made him a large income. He became owner
of a textile mill, a director of the Faberge perfume op-
eration, and co-owner of a film production company,
Barmoore, which produced later episodes of The Saint.
The series also gave him a chance to try his hand at di-
recting. All together, he directed eight hour-long
episodes of The Saint and two hour-long episodes of
his next television series, The Persuaders.

This latter series was a kind of spin-off to The Saint
as far as Moore’s role was concerned. However, he no
longer played solo, being teamed with fading screen
idol Tony Curtis. The Persuaders was produced by a
company of Sir Lew Grade and ran for 24 hour-long
episodes in the 1971-72 season. The attempt to enlist
audience loyalties on both sides of the Atlantic was ob-
vious enough: nevertheless, the series had sufficient
action and adventure, usually in exotic locales, to keep
audiences happy and make the series popular. But it
did little to advance Moore’s career after the achieve-
ment of The Saint. The real break came in 1973, when
Moore was cast as the second James Bond. Chosen
over actor Michael Caine, Moore’s casting as Bond
was in line with the screen persona that had been elab-
orated over 15 years in television. Moreover, the work
in television had given Moore a fame and popularity
beyond anything Caine could muster from his film
work in the previous ten years.

The Bond role meant that Moore was now an interna-
tional star who no longer needed to play in television,
but the general pattern of his career is a familiar and in-
structive one regarding the younger medium. Moore de-
cided on an acting career just as television was
displacing feature films as the most popular form of
screen entertainment. Television taught him his trade as
an actor, allowing him the opportunity over several se-
ries to elaborate a screen personality that would later
stand him in good stead. After a long television appren-
ticeship, he finally graduated to big-budget feature
films, where he has worked ever since. The other signif-
icant feature of his career is the paradox that this British
star was in fact a product of the international television
and film industries. if not the American industry.

ALBERT MORAN
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Roger Moore. Born in London, England, October 14,
1927. Attended Royal Academy of Dramatic Art, Lon-
don. Married: 1) Doorn van Steyn (divorced, 1953); 2)
Dorothy Squires, 1953 (divorced, 1969), 3) Luisa Mat-
tioli; children: Geoffrey, Christian, and Deborah. Film
cartoonist and model from the age of 16, before train-
ing as an actor; made film debut, 1945; after National
Service, worked as film actor; made television debut in
Ivanhoe, 1958-59; television performer and star, from
1960s; subsequently concentrated on film career, no-
tably in seven films as James Bond. Recipient: Golden
Globe World Film Favorite Award, 1980.

Television Series

1958-59 Ivanhoe

1959-60 The Alaskans

1957-62 Maverick

1962-69 The Saint

1971-72 The Persuaders

2002 Alias (guest appearance)

Made-for-Television Movies

1977 Sherlock Holmes in New York
1992 The Man Who Wouldn't Die
Films

Caesar and Cleopatra, 1945; The Last Time I Saw
Paris, 1954; Interrupted Melody, 1955; The King's
Thief, 1955; Diane, 1955; The Miracle, 1959; The
Sins of Rachel Cade, 1961; Gold of the Seven
Saints, 1961; Rape of the Sabines, 1961, No Man's
Land, 1961; Crossplot, 1969; The Man Who
Haunted Himself, 1970, Live and Let Die, 1973;
The Man with the Golden Gun, 1974; Gold, 1974;
That Lucky Touch, 1975; Shout at the Devil, 1976,
Street People, 1976; The Spy Who Loved Me, 1977,
The Wild Geese, 1978; Escape from Athena, 1979,
Moonraker, 1979; North Sea Hijack, 1980; Sunday
Lovers, 1980; The Sea Wolves, 1980, Cannonball
Run, 1981; For Your Eves Only, 1982; The Naked
Face, 1983; Octopussy, 1983; A View 1o a Kill,
1985: Bed and Breakfast, 1989; Bullseve!, 1989;
Fire, Ice and Dynamite, 1990; The Quest, 1995;
Spice World, 1997; Boat Trip, 2002, Victor, 2003.

Publication

James Bond Diary, 1973.

Further Reading

Owen, Gareth, and Oliver Bayan, Roger Moore: His Films and
Career, London: Robert Hale Ltd, 2002.
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Morecambe and Wise

British Comedy Act

Morecambe and Wise, a comic duo who developed
their act in variety shows in provincial theaters, be-
came the popular stars of a long-running series that
had a major influence on the development of British
television comedy. Born Eric Bartholomew and Ernest
Wiseman, they adopted their stage names when they
first teamed up in 1941, making their debut as a double
act at the Liverpool Empire. They were both 15 and
had already gained experience working separately on
the music-hall circuit. Eric took his new name from the
Lancashire seaside town where he was born, and, since
Ernie came from Yorkshire, their northern working-
class origins remained a clear but unobtrusive part of
their appeal.

After a break for national service, the act was recon-
stituted in 1947 and went through a number of changes
before developing the format that made them stars.
They started out by imitating comic routines from the
films of Bud Abbott and Lou Costello, with fake
American accents and Eric in the role of the straight
man. It was not until they reversed their roles that their
ability to create characters out of the traditional roles
of comedian and straight man began to bring them
recognition.

A few radio engagements preceded their first at-
tempt to break into the emerging television field. Their
first television series, called Running Wild, was broad-
cast by the British Broadcasting Corporation (BBC) in
1954 but was a short-lived failure. The Morecambe
and Wise Show first appeared on ATV in 1961 and
transferred to BBC 2 in 1968. Scripts were written by
Sid Green and Dick Hills, who often appeared in small
parts in the sketches. The series was briefly interrupted
when Eric suffered a heart attack in 1969 but returned
to renewed acclaim, with Eddie Braben as the new
scriptwriter.

Their success led to several invitations to appear at
Royal Command Performances, and they also made a
number of guest appearances in the United States on
The Ed Sullivan Show. Their three feature films, The
Intelligence Men (1965), That Riviera Touch (1966),
and The Magnificent Two (1967), were often funny but
failed to achieve either the inspiration or the popular
success of the television series.

The originality of their show stemmed ironically
from its refusal to deny its theatrical origins. The two

stars appeared on stage, introduced their guests (who
often appeared with them in short comic sketches),
ended the show with a song-and-dance number, and
then returned for a curtain call. The jokes were usually
old or dependent on excruciating puns and double en-
tendres. Their impact came from the contrast between
the apparent weakness of the material and the valiant
efforts of the comedians to make it funny. The show
provided the pleasures of familiarity amid the rapid so-
cial and cultural changes of the 1960s and 1970s; how-
ever, the familiar was always somehow skewed
because of the performers’ evident desire to succeed in
the contemporary world.

The comic personae of Morecambe and Wise also
reflected this tension between the familiar and the
modern. Their appearance was mined for recurring

Morecambe & Wise, Eric Morecambe (w/glasses), Ernie Wise,
1967.
Courtesy of the Everett Collection
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jokes about Eric’s horn-rimmed spectacles and Ernie’s
alleged wig and “short fat hairy legs.” Gestures and
catchphrases were also repeated, as when Eric ex-
pressed aggression by placing the flat of his hand un-
der Ernie’s chin and challenging him to “get out of
that.” Yet their relationship offered an unfamiliar twist
on the conventional double act. Predictably, Ernie was
the one with aspirations, in his case a desire to become
a serious writer, while Eric was slow on the uptake,
constantly exasperating his partner through his failure
to understand or his refusal to take things seriously.
However, Eric was also quite cunning and clearly had
the ultimate authority, slyly deflating all pretensions.

Although there had been many double acts in the
British music-hall tradition, they have been a rarity in
British television, with only Peter Cook and Dudley
Moore achieving a success at all comparable to More-
cambe and Wise in a show, Not Only but Also...,
clearly indebted to their predecessors. The blend of
stand-up comedy and sketches in The Morecambe and
Wise Show was probably influenced by the American
Burns and Allen Show, which relied more heavily on
situation comedy and may have in turn influenced the
zanier and more fragmented comedy of Rowan and
Martin’s Laugh-In.

Eric died in 1984 and Ernie in 1999, but the pair
continue to be fondly remembered. A tribute show, The

Play What I Wrote, written by and starring Sean Foley
and Hamish McColl and directed by Kenneth Branagh,
opened in London’s West End in September 2001. It
opened at the Lyceum Theatre in New York in March
2003.

Jim LEacH

Cast
John Bartholomew
Ernest Wisemen

Programming History
ITV (1961-68)

BBC (1968-78)

ITV (1978-84)

Further Reading

McCann, Graham, Morecamb and Wise, London: Fourth Estate
Classic House, 1999

Midwinter, Eric, Make 'Em Laugh: Famous Comedians and
Their Worlds, London: George Allen and Unwin, 1979

Morecambe, Eric, and Ernie Wise, Eric and Ernie: The Autobi-
ography of Morecambe and Wise, London: W.H. Allen, 1972

Tynan, Kenneth, The Sound of Two Hands Clapping, Lon-
don: Cape, 1975; New York: Holt, Rinehart and Winston,
1975

Morning Television Programs

Morning shows are informal and relaxed, some com-
plete with living room sets, sofas, and coffee tables.
Regular hosts are present in most shows as the famil-
iar, foundational, conversational link to the audience.
But the programs also sometimes include guest news
anchors and sports and weatherpersons from affiliate
stations, making that link to the audience even more
intimate. Whatever the combination of hosts (usually
three), they interact with light and cheerful banter.
Within the past decade, the hosts of morning shows
have remained fairly consistent with a balance of male
and female anchors. Good Morning America is hosted
at present by Charles Gibson and Diane Sawyer; The
Early Show by Harry Smith, Hannah Storm, Julie
Chen, and Rene Syler, and Today by Katie Couric and
Matt Lauer. The FOX Network does not seem to be a
major competitor in this field. Most cable networks are
unaffected by the momning time slot and run a variety
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of shows ranging from cartoons to religion. The only
exception to this type of programming is the Cable
News Network (CNN), which hosts a news show titled
Live at Daybreak. 1t probably can be regarded as a ma-
jor competitor, as it provides abbreviated national and
world news segments.

News stories from the previous day are often fol-
lowed the next morning with related but less formal
stories and celebrity interviews and discussion. When
national disasters occur—hurricanes, earthquakes,
plane crashes—the whole show may be dominated by
news coverage of those events. Sometimes the morn-
ing anchors and crew go on location in order to fea-
ture a particular city or event. On such occasions,
organizers, political leaders, dignitaries, and VIPs are
interviewed on site. National weather reports are in-
terspersed with sponsored announcements, birthday
wishes, and other less formal moments, and the pro-
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Today (The Today Show), Matt Lauer, Katie Couric, Willard Scott, Bryant Gumbel, Gene Shalit,

1997.
Courtesy of the Everett Collection

grams are formatted in such a way that local station
breaks can be accommodated with ease. These breaks
are important because they allow affiliates to provide
local news, sports, and weather and to insert local
commercials.

Morning shows are constructed in a style best
termed as “modular programming™: short, uncon-
nected segments are presented with no relationship be-
tween them. Modules rarely exceed four minutes, and
most are shorter. This program design is based on pro-
grammer and producer perceptions of viewer activi-
ties—preoccupied with preparations for the day and
unable to devote much time or attention (0 any one
segment of the program.

In recent years, morning shows have returned to one
of their earliest strategies and have begun to include
live audiences in their format. Two approaches to audi
ence participation have been introduced. The first en-
ables people in the street to look into the studio from
the outside. At times, these spectators can be distract-
ing, raising signs and waving arms, presumably to at-
tract attention from viewers “back home.” But they

can be shut out by means of a mechanized cyclorama.
This “fish bowl concept” was an aspect of the early
years of Today, when Dave Garroway and the chim-
panzee J. Fred Muggs were teatured. On occasion, the
hosts move outside to where people are standing on the
sidewalk. interviewing a few selected visitors. The
second approach to audience involvement includes a
captive audience within the studio, similar (0 conven-
tional talk shows. Inside the studio, the audience can
be controlled much more easily. and consequently
their behavior is more predictable and subdued.

The first network *“early day” shows followed the
patterns of successful radio programming and were not
in the morning at all. In 1948 the National Broadcast-
ing Company (NBC) scheduled Tex and Jinx, one of
the popular morning radio talking couples, at the net-
work’s then-earliest hour of 1:00 pm., and the
Columbia Broadcasting System (CBS) showed, half an
hour later, Missus Goes A-Shopping, a game show with
popular radio host John Reed King. In the fall of 1948,
Dumont, the weakest network. actually dared, before
noon, a miscellany of variety and informational shows
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Today Show. 1952—present. Barbara Walters, Hugh Downs, Joe Garagiola, late 1960s~carly 1970s.
Courtesy of the Everett Collection

that survived until 1950 and were then forgotien.
These earliest shows, however, also provided a chance
for technical experiment. In August 1951, CBS oftered
at 10:30 a.m.. an hour when hardly anyone would be
watching. their own married couple, Mike Wallace and
Buft Cobb, in Tiwwo Sleepv People, the first regularly
scheduled network color show (the video portion of
the signal could not be received by conventional black-
and-white sets).

In 1952 the eftorts to produce a successful morning
show finally began to work. On January 7, Arthur God-
frey began simulcasting his popular radio show Arthur
Godfrev Time, which proved just as popular on televi-
sion, where it lasted until 1959. A week later (and also
a week late), the greatest morning experiment began.
Today began producing three hours a day (only two
were broadcast in each time zone). When writer-
producer Larry Gelbart attempted in an interview to
define what “real television” was, he said “real televi-
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sion might have been the early Toduay show, with Dave
Garroway standing in a window doing a show that no
one had ever seen before, something that wasn’t bor-
rowed from radio or the stage or motion pictures or
newspapers.”

Today was one of the creations of NBC executive
Sylvester “Pat” Weaver, who had carefully considered
the needs of various special audiences and devised the
responses that became Your Show of Shows, the prime-
time variety show: Tonight, tor the “sophisticated”
late-night viewer; and Today, to address a range of
viewers from those preparing to leave for work to the
“homemaker” readying children for school and her
own daily activities. In March 1954, Home with Arlene
Francis began broadcasting—Weaver's more special-
ized solution for the late-morning audience. Although
influentiat on the design of succeeding daytime maga-
zine shows, Home itself lasted only until 1957. In later
decades. however, suggesting that Weaver’s strategies



were appropriate, shows similar to Home abounded in
late-morning times. They were often surrounded by
popular game shows such as Strike It Rich, The Price
Is Right, Concentration, and the early years of Jeop-
ardy! In the 1960s and 1970s, reruns of evening shows
were popular in late moming, and in recent decades,
syndicated confrontation shows, such as those hosted
by Jerry Springer and Geraldo Rivera, have flourished.
The occasional variety show, such as David Letter-
man’s 1980 program, or even the rare soap opera, such
as The Guiding Light, have also been programmed as
morning offerings.

But it is the history of Today and the responses to it
by other networks that has anchored the history of the
morning genre. During its first year, Today had neither
great audience nor critical success, although it
achieved frequent mention in the news because of its
window onto Rockefeller Center and its efforts to in-
terview former President Harry Truman on his early
morning New York walks. In its second year, the chim-
panzee J. Fred Muggs joined the cast, and viewership,
especially among families and children, began to in-
crease.

In 1954 the American Broadcasting Company
(ABC) entered the morning competition for a short
time with a simulcast of its long-term popular radio
show, Don McNeill’s Breakfast Club, which failed on
TV after a year. In direct competition with Today, CBS
began a remarkable morning variety show. The Morn-
ing Show, as it was called, had as its successive hosts
for the three years it was on the air: Walter Cronkite,
Jack Paar, Johnny Carson for a time as guest host, John
Henry Faulk (until he was blacklisted), Dick Van
Dyke, and Will Rogers Jr. Illustrating the wide range
of viewers it sought to attract, the show’s regulars in-
cluded Charles Collingwood, the Baird puppets,
singers Merv Griffin and Edie Adams, and, as a writer,
Barbara Walters. The show challenged Today with ev-
ery strategy applicable to the variety-talk formulas—
then finally gave up. In 1955 CBS substituted Captain
Kangaroo for the second hour of The Morning Show.
For over 25 years, the Captain remained in place, ap-
pealing to younger audiences but using many of To-
day’s segmented structure by programming regular
visits by guests such as Dr. Joyce Brothers and Bill
Cosby.

By the 1960s, it had become apparent that competi-
tion for the broadest possible moming audience would
have to use a mix very similar to that created by
Weaver for Today. Beginning in 1963 with a 25-minute
show hosted by Mike Wallace, the CBS news division
attempted to experiment with a response that was “not
quite the same as” Today. In 1987 the CBS entertain-
ment division briefly intruded on this process with the

Morning Television Programs

failed Morning Program, but CBS News returned in
November 1987 with its final and continuing response
to date: a full two-hour CBS This Morning. ABC did
not begin its first serious challenge to Today until
1975, first with the short-lived A.M. America and then
the still-continuing Good Morning, America, which
became identified with its host, David Hartman, from
1976 to 1985 and has since had a succession of hosts.

Over the past four and a half decades, then, there
have been continuous attempts and strategies for “bal-
ancing” the early moming newsmagazine formula.
Garroway delivered entertainment, John Chancellor
presented serious news, and Hugh Downs and Barbara
Walters became a chatting couple. CBS focused on
the newsroom, while ABC, with David Hartman,
moved toward the living room. But many of the forms
stayed constant: for example, the five-minute break
for local news, the cheery weatherperson, and the oc-
casional visit to other locales. There was also a grad-
ual expansion of the format into the 6:00 a.M. to 7:00
A.M. hour.

In the 1990s, as the number of available channels
vastly increased, an expanding variety of specialized
choices in the moming made NBC’s Today, ABC’s
Good Morning, America, and CBS This Morning ap-
pear to be venerable institutions that have withstood
the test of time. However, cable television news and
talk shows, which take advantage of low production
costs and flexibility, may become even stronger com-
petitors for the network morning programs in the fu-
ture. If this is the case, the attempts will most likely
follow patterns established by continuous trials in the
network arena, trials that have resulted in some of the
most familiar and regularized moments “brought to
us” by television.

In the early 2000s, a variety of morning shows com-
peted with the traditional programs. Three major com-
petitors were American Morning on CNN, with
Soledad O’Brien and Bill Hemmer; Fox and Friends,
with anchors E.D. Hill and Brian Kilmeade; and
MSNBC’s Imus in the Morning. Of these three new of-
ferings, Fox and Friends is by far the most popular,
based on audience shares. It is estimated that Fox and
Friends has 1.2 million viewers, American Morning
753,000, and Imus in the Morning 364,000.

Competition from cable and the Internet and shrink-
ing evening revenues have led the major networks to
value the morning program slot more highly than ever.
The moming is regarded as an extremely lucrative
time slot (Today cleared $100 million in profits last
year). Many of the moming television program studios
have received expensive face-lifts, complete with giant
Astrovision screens, bright lights, and custom-made
windows offering excellent background views.
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Morning Television Programs

In October 2002, Today earned a rating of 4.6, Good
Morning America had a household rating of 3.4 and
The Early Show had a rating of 2.1.

RICHARD WORRINGHAM AND RODNEY A. BUXTON

See also Couric, Katie; Talk Shows
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Motion Picture Association of America

Based in Washington, D.C., the Motion Picture Asso-
ciation of America (MPAA) has long served as the for-
mal political representative for the major Hollywood
studios. These studios (including Time Warner’s
Warner Brothers, Viacom’s Paramount, Rupert Mur-
doch’s 20th Century-Fox, Sony’s Columbia, Sea-
gram’s Universal, and the Disney conglomerate) create
and market the majority of television’s fictional fare,
from comedies and dramas in prime time to the talk
and game shows that fill rest of the day. In the MPAA,
they join together to work on common concerns. To
the public, this objective is most clearly manifest in the
MPAA’s movie ratings; for the television business, the
MPAA grapples with thousands of proposed and actual
regulations by foreign and domestic governments.

Headed since 1966 by former White House staff
member Jack Valenti, the MPAA lobbies the Federal
Communications Commission and the U.S. Congress.
Through the U.S. Department of State and the Office
of the U.S. Trade Representative, the association ar-
gues for free trade of television programs around the
world.

The MPAA was formed by major Hollywood com-
panies in 1922 as the Motion Picture Producers and
Distributors Association (MPPDA). Both before and
after the name change to the Motion Picture Associa-
tion of America, the main activity of the association
has been political, and the companies have always
hired well-connected Washington insiders to represent
their interests in the capital.

The first head was President Warren G. Harding’s
brilliant campaign manager, Will H. Hays. In his day,
Hays became famous for the MPPDA production code,
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a set of moralistic restrictions governing the content of
motion pictures. Hays retired in 1945 and never had to
deal with issues concerning television.

Hays’s successor was a former head of the U.S.
Chamber of Commerce, Eric Johnston. It was John-
ston who, beginning in the 1950s, first had to grapple
with television, opposing the minimalist trade restric-
tions then being proposed by nations worldwide, re-
strictions that would work against his Hollywood
corporate clients. Johnston preached free-trade poli-
cies that would enable Hollywood to move its filmed
and video products into every country around the
globe. In so doing, he became a leading advocate for
the establishment of the European Common Market,
which would create a single body of trade officials to
deal with rather than a different set in each country.

Johnston died in August 1963. Ralph Hetzel served
as interim head until 1966, when the moguls of the
Hollywood studios persuaded White House assistant
and Texan Jack Valenti to take the job. Since then,
Valenti has had to deal with the coming of cable televi-
sion and the rise of home video. He has had to adjust to
Japanese purchases of the Columbia and Universal
studios and to the opening of the former Soviet Union,
eastern Europe, and China as vast new television and
movie markets. Despite all these changes and many
others, his Hollywood employers have grown ever
more powerful and the MPAA ever more influential in
the television industry.

From his Washington, D.C., office a couple of
blocks from the White House, Valenti exercises this
power most visibly by inviting Washington power bro-
kers to his lush headquarters. There, stars greet sena-




tors, members of Congress, foreign dignitaries, and
government regulators. Glitter in workaholic Washing-
ton has been always in short supply, and the MPAA has
always been its leading provider in the nation’s capital.
Valenti asks nothing on these occasions; they serve to
keep open the lines of communication on Capitol Hill,
into the White House, and through embassies based in
Washington.

Valenti has long functioned as the capital’s highest-
paid and most effective lobbyist. Throughout the
1980s, for example, he consistently beat back moves to
overturn regulations giving the Hollywood production
community complete control over the rerun market for
former hit network television shows. These “‘Financial
Interest and Syndication” (Fin-Syn) rules had been put
in place by President Richard M. Nixon as his revenge
against the television networks. Under the Fin-Syn
rules, networks could share only minimally in profits
from television’s secondary markets. Valenti made
sure the rules were retained and enforced far longer
than anyone expected and therefore created millions of
dollars in additional profits for his Hollywood studio
clients.

If necessary, Valenti took his case directly to the
president of the United States. When officials working
in the administration of President Ronald Reagan pro-
posed the elimination of the Fin-Syn rules, Valenti
asked Universal Studio’s head Lew Wasserman to pay
a visit to the president. Before becoming head of Uni-
versal, Wasserman had been Reagan’s Hollywood tal-
ent agent. Valenti and Wasserman convinced the
president, who long railed against unnecessary govern-
mental regulations, to retain the Fin-Syn rules and to
reverse orders issued by his underlings.

Valenti and the MPA A have also long battled against
any rules that restricted Hollywood's TV exports. The
protracted international negotiations that led to a new
General Agreement on Trade and Tariffs (GATT)
treaty, for example, were held up so that Valenti could
remove television from the negotiating table and block
a French proposal for quotas restricting television im-
ports. It was Valenti who stood beside U.S. Trade Rep-
resentative Mickey Kantor at a February 1995 news
conference when a new U.S.—China trade accord was
announced. This historic agreement protected televi-
sion shows from rampant piracy in China, then the

Motion Picture Association of America

largest remaining potential market for television in the
world.

In September 2001, Valenti turned 80 years old.
During the previous decade, his energy never dimin-
ished as he dealt successfully with various issues. He
directed the commission that developed parental guid-
ance ratings for television and oversaw legislation re-
quiring the V-chip (which allows users to block access
to programming on the basis of its rating) to be placed
in all new television sets sold in the United States. The
accomplishment of such crucial tasks relied on
Valenti’s proven success as a negotiator and were un-
dertaken to satisfy—or appease—various critics of
television, including powerful congressional figures.
He continued to press for opening markets for televi-
sion around the world and was particularly successful
in China,

The Hollywood-based corporate members of the
MPAA under Hays, Johnston, and Valenti have long
enjoyed considerable political power at home and
abroad, as the MPAA has effectively leveraged the
prestige of the film and television business to extract
favors and win influence. Following in this hallowed
tradition will present a sizable challenge for Valenti’s
eventual successor.

DouGLAs GOMERY
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The Movie Network

The Movie Network

Canadian Pay-TV Channel

The Movie Network (TMN) is eastern Canada’s
English-language pay-TV motion picture channel. Part
of Astral Media, TMN is supported entirely through
subscriber fees, as collected by local cable operators. It
operates 24 hours a day and specializes in unedited and
uninterrupted movies. Home Box Office (HBO) and
Cinemax are the principal models for TMN, though, as
with all Canadian broadcasting services, TMN must
comply with Canadian Radio-television and Telecom-
munications Commission (CRTC)-imposed licensing
criteria, which include Canadian-content quotas.

TMN first received its license in 1982 after consid-
erable public and governmental debate. Similar ser-
vices in the United States had been successful, but the
CRTC and others expressed concern about the impact
pay-movie channels would have on Canadian culture.
Was the market substantial enough for the proposed
services to survive? Or would they become yet another
vehicle for the importation of inexpensive U.S. film
and made-for-cable products? Despite the recent rapid
expansion of specialty channels and the parallel rise of
multiple feature film services through cable and satel-
lite delivery, both concerns were initially borne out.

In 1982 the CRTC awarded licenses to a number of
pay-TV channels. C Channel, the service devoted to
Canadian culture, lasted only five months and col-
lapsed with insufficient viewer support to cover its
costs. Star Channel, serving the Atlantic region, went
bankrupt shortly thereafter. When the smoke had
cleared, only First Choice (to be renamed The Movie
Network in 1993), SuperChannel, and Super Ecran
(which served the French-language market) were left.
TMN operates east of the Manitoba/Ontario border,
while SuperChannel operates in the west, thus giving
them de facto regional monopolies.

As expected, the remaining movie channels began
to ask for reduced Canadian-content requirements, ar-
guing that programming “‘control” was necessary to
their survival. The CRTC complied, and starting in
1986, the channels were required only to show 20 per-
cent Canadian programming overall; their expendi-
tures on Canadian content were reduced from 45 to 20
percent of subscriber revenue. TMN’s financial sup-
port for Canadian production was almost $7.5 million
(Canadian) in 1988-89 and just under $10 million in
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1992-93. This amount dropped dramatically to $1.4
million by 2000-01. In 1993 TMN was showing 30
percent Canadian content in prime time and 25 percent
otherwise. While TMN remains primarily a carrier of
popular U.S. films, it has become a key source of sales
for Canadian film and television producers. TMN’s
Foundation to Underwrite New Drama for Pay-TV

™

THE MOVIE NETWORK

™

THE MOVIE NETWORK

The Movie Network is a trademark of Astral Broadcasting
Group Inc.




(FUND) competition awards interest-free loans for
scripts at various stages of development.

In 1992 TMN became the first network in North
America to offer “multiplexing.” Through digital
video compression technology, TMN subscribers re-
ceive an additional three channels (TMN2, TMN3, and
TMN4) at no extra cost. These channels show what is
essentially a reorganized broadcast schedule based on
that of the main TMN. Multiplexing intends to provide
additional choice and convenience to the subscribing
customer by multiplying the number of showings of a
film and the number of start times.

Through their common parent company, Astral Me-
dia, TMN operates in conjunction with Viewer's

Movie Professionals and Television

Choice Canada Pay Per View and Moviepix, which
specializes in films from decades past. Astral sees the
common ownership of these pay-TV channels as a way
to ensure that they complement one another in the rel-
atively small Canadian market. Critics, however, see
this as a concentration of media venues that has con-
tributed to the creation of a tiny powerful media elite
in Canada.

CHARLES ACLAND
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Movie Professionals and Television

A 1944 editorial in the industry magazine Televiser
questioned whether a motion picture director could ap-
proach a new medium such as television without “cyn-
icism.” The article warned that film people have been
overtly critical of television production without any
appreciation of the technique and aesthetics of the
small screen. The tension between film and television
has been a constant for more than 50 years, but both art
forms have been enriched by the often-contentious di-
alogue.

In the early years of television’s history, motion pic-
ture executives were acutely aware of the economic
threat posed by an entertainment medium in the home
and drew up strategies to challenge this incursion by
the broadcast industry. Paramount first considered
owning a chain of television stations and then tested a
system of pay television, 20th Century-Fox and
Warner Brothers collaborated on plans to develop the-
ater television in the early 1950s, and in 1949
Columbia, under the leadership of Ralph Cohn, a for-
mer B-movie producer, organized Screen Gems to pro-
duce television commercials. Moguls tried to make
moviegoing a spectacular experience, exploiting wide-
screen and stereophonic technologies. But it was the
“eager and imaginative minds” of television who
would create a dramatic form and then have a major
impact on the motion pictures.

Television first defined its identity with the produc-
tion of live dramas on such anthology series as Sudio
One (1948-58). Kraft Television Theatre (1947-58),

and Plavhouse 90 (1956-61). Critics contended that
the immediacy of television brought forth a special re-
lationship between the spectator and the play. The pro-
ductions were orchestrated by a generation of young
directors with some training in theater and film who
wedded the character studies of writers such as Paddy
Chayetsky and Rod Serling to the inward method-
trained acting styles of Paul Newman, Kim Hunter,
James Dean, and many other disciples of Konstantin
Stanislavski. When Marry received the Academy
Award in 1955, it was the first time a script that origi-
nated on television (Goodvear Plavhouse, 1953) was
adapted by the large screen; in both instances, the part-
nership of Chayefsky and director Delbert Mann
brought the material to life. Television talent was now
welcome with open arms in Hollywood. and such TV-
originated productions as The Miracle Worker and
Days of Wine and Roses became award-winning films.
The most prominent of the television directors jour-
neyed to film, bringing the same psychological realism
to the large screen. Among the key directors (with their
signature movies in parentheses) whose work defined
the new maturity of 1960s Hollywood were John
Frankenheimer (The Manchurian Candidate [1962]
and Seven Days in May [1964]), George Roy Hill (The
World of Henry Orient [1964] and Butch Cassidy and
the Sundunce Kid [1969]), Sidney Lumet (Long Day's
Journey into Night [1962] and The Pawnbroker
[1964]). Robert Mulligan (To Kill a Mockingbird
[1962] and Baby, the Rain Must Fall [1965)), Arthur
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Penn (The Miracle Worker [1962], which he also di-
rected on television, Bonnie and Clyde [1967]), and
Franklin Schaffner (The Best Man [1964] and Patton
[1970]). These directors, once again melding text and
performance as they had on television but with a larger
budget, constituted the first wave of new talent that re-
juvenated American cinema after the studio system
had broken down.

As live television received critical legitimacy on the
East Coast, independent companies on the West Coast,
including Jerry Fairbanks Productions, the Hal Roach
Studios, and Ziv Television Programs, produced films
for television, reels that could be cycled from one local
station to another in the earliest version of “syndicated”
TV. These budget-conscious producers often employed
forgotten Hollywood veterans to give luster to their
equivalent of the B movie. Jerry Fairbanks, a freelance
cameraman and producer of an Academy Award—
winning short, hired an established Hollywood name,
Edmund Lowe (the suave silent film star of What Price
Glory), for his Dumont series Front Page Detective
(1951-53). Hal Roach Jr., a former Laurel and Hardy
director, asked Charles Barton, the Universal director
of Abbott and Costello comedies, to oversee the trans-
lation of the radio program Amos 'n’ Andy to a visual
medium (1951-53). For television’s biggest hit of the
1950s, I Love Lucy (1951-61), producers Desi Arnaz
and Jess Oppenheimer requested Fritz Lang’s cine-
matographer, Karl Freund, to devise a technique for
filming with three cameras before a live audience.

Film studios and guilds took immediate notice of the
employment possibilities of television. Members of
the Directors Guild of America received their name in
the title for the 1955 series Screen Directors Play-
house. Many Hollywood legends, including John Ford,
Leo McCarey, and George Stevens, made half-hour
dramas for the Playhouse. The newly appointed presi-
dent of the American Broadcasting Company (ABC),
Leonard Goldenson (formerly head of the United
Paramount Theaters), and executives at Warner Broth-
ers determined how to financially recycle popular film
genres each week on television and employed unsung
directors to oversee production. Richard Bare, who
had directed such forgettable movies as Smart Flaxy
Martin (1949) and Girls Don't Talk (1958), was in part
responsible for the resurgence of the western on televi-
sion with the success of his Cheyenne (1955-63). By
the mid-1950s, more than 40 percent of Hollywood’s
directors, actors, editors, and cameramen worked on
television projects. Even cult directors, such as Ida
Lupino, Phil Karlson, and Jacques Tourneur, brought
their offbeat sensibilities to television.

Television became genuinely respectable for the
film industry when the most recognizable director of
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all time, Alfred Hitchcock, hosted an anthology series
for ten years, beginning in 1955. Hitchcock’s agent,
Lew Wasserman, who would later run Universal, mas-
terminded Alfred Hitchcock Presents, which featured
the droll introduction by the “Master of Suspense” and
then'a macabre tale, evocative of the director’s dark
spirit. Hitchcock directed 18 episodes for Presents and
two programs for other series. Working three days with
an efficient supporting team, Hitchcock was able to ex-
plore his familiar themes of duplicity and murder, and
he employed most of his TV crew to produce his cin-
ema masterpiece, Psycho (1960).

Dramatic series, produced by Hollywood studios,
afforded young talent the means to helm their own pro-
ductions and, occasionally, develop personal themes.
Robert Altman directed a variety of genres for televi-
sion, including westerns (Bonanza), detective stories
(Hawaiian Eye), and war stories (Combat). Later, in
the 1970s, he would subvert the formulaic rules he
learned in those three genres in the films McCabe and
Mrs. Miller (1971), The Long Goodbye (1973), and
M*A*S*H (1970), respectively. Other well-known di-
rectors also learned generic conventions that would
come in handy in their film careers. Sam Peckinpah di-




Steven Spielberg, directing Joan Crawford.
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rected episodes of Route 66, Have Gun—Will Travel,
Gunsmoke, and The Westerner, which he also created.
Blake Edwards created the pilots for Richard Diamond
and Peter Gunn, which he later brought to the large
screen. Michael Ritchie’s quirky adventures for Run
Sor Your Life and The Outsider laid a groundwork for
the films The Candidate (1972) and Smile (1975).

In the mid-1960s, the studios worked with the net-
works to develop movies made especially for televi-
sion. The first proposed television movie, The Killers,
was directed by Don Siegel and starred Ronald Reagan
and Angie Dickinson, but it was deemed too violent
for television and was released theatrically in 1964.
Two network executives, Barry Diller and Michael
Eisner, refined the scope and concerns of the television
movie and later became two of the most powerful
moguls in Hollywood. Directors were able to impart a
distinctive vision on the TV movie, which often
yielded assignments to the large screen. Steven Spiel-
berg, who had directed episodes of Columbo and
Owen Marshall, received acclaim for the visual audac-
ity of his made-for-television movie Duel (1971).
Michael Mann, after stints as a writer on Police Story
and Vega$, first attracted notice as writer and director
of the TV prison drama The Jericho Mile (1979),
which led to his 1983 feature Thief. Many directors
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have shuttled back and forth between movies and tele-
vision and have delivered their most personal work on
the small screen, including Buzz Kulik (Brian's Song
[1971]), John Korty (The Autobiography of Miss Jane
Pitman [1974]). Joseph Sargent (Amber Waves
[1980]), and especially Lamont Johnson (That Certain
Summer [1972], The Execution of Private Slovik
[1974], and Off the Minnesota Strip [1980]).

The man most responsible for adult comedy on tele-
vision, Norman Lear, had left television in the late
1950s to become a film director. His film work—in-
cluding Come Blow Your Horn (1963), The Night They
Raided Minsky’s (1968), and Cold Turkey (1971)—
never matched his satirical temperament, which found
its perfect outlet in the situation comedy All in the
Family (1971-83). Lear did not return to film, but two
influential comedy producers, James Brooks and
Garry Marshall, have found creative success in both
media. The same mixture of drama and comedy that
Brooks brought to The Marv Tvler Moore Show
(1970-77) was evident in his films Starting Over
(1979), Terms of Endearment (1983), Broadcast News
(1987), and As Good As It Gets (1997). Marshall’s
fondness for mismatched pairs, exemplified by Felix
and Oscar in The Odd Couple (1970-75) and Ritchie
and the Fonz in Happy Days (1974-84), has also been
apparent in such films of his as Nothing in Common
(1986) and Pretty Woman (1990). Lear and Marshall
also mentored other directorial careers. Their comic
rhythms have also been brought to the screen by their
leading actors, Rob Reiner of All in the Family, Ron
Howard of Happy Days, and Penny Marshall of La-
verne and Shirley.

Feature film directors have had a presence in other
TV genres. Several of television’s most exemplary
musical programs were crafted by directors who after-
ward rarely ventured into that genre again. Jack
Smight, known for his mystery films Harper (1966)
and No Way to Treat a Lady (1968), directed two of the
definitive jazz programs, the smoky The Sound of Jazz
with Billie Holiday and the very cool The Sound of
Miles Davis. Norman Jewison, who began his career in
British and Canadian television, directed Judy Gar-
land’s only duet with Barbra Streisand. Fred De Cor-
dova, who earlier had directed Bedtime for Bonzo
(1951) with Ronald Reagan and then TV series for
George Burns and Jack Benny, produced for 20 years
the most popular talk show of all time, The Tonight
Show Starring Johnny Carson.

As live television affected Hollywood in the 1950s,
so too did Music Television (MTV) in the 1980s. The
music video disrupted the linear narrative and put a
primacy on the visual, making the video creator a new
hero in Hollywood. British director Julien Temple
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journeyed from videos for Culture Club and the
Rolling Stones to his first feature, Absolute Beginners
(1986). David Fincher used Fritz Lang’s film Metropo-
lis as the source of inspiration for his Madonna’s video
“Express Yourself” and later reworked the noir genre
in his textured Seven (1995). Videos have borne the es-
tablished director’s imprint as well, including John
Landis and Martin Scorcese’s extended narratives for
Michael Jackson’s “Thriller” and “Bad”; John Sayles
and Brian De Palma’s different deconstructions of the
Bruce Springsteen phenomenon, as working-class hero
and lumbering icon, respectively; and Spike Lee’s en-
ergetic “Hip Hop Hooray” video for Naughty by Na-
ture. Spike Jonze transferred the offbeat, surreal
sensibility of his videos for Weezer and Fatboy Slim to
his feature film directorial debut, Being John
Malkovich (1999). Quick cuts and eye-grabbing visu-
als have also been the domain of the TV commercials,
and three graduates of British advertising—Ridley
Scott, Alan Parker, and Adrian Lyne—have invigo-
rated the look of popular film.

In 1984 Michael Mann returned to television and
brought the MTV synthesis of image and music to se-
ries television in his stylishly innovative Miami Vice.
During the rest of the 1980s, a niche was reserved for
“designer television,” usually series originated by film
auteurs. Spielberg produced his own series, Amazing
Stories (1985-87), and enlisted Scorcese, Robert Ze-
meckis, and Paul Bartel to contribute supernatural
tales. Altman also returned, this time to cable televi-
sion, and satirized American politics with Garry
Trudeau in Tanner '88 (1988), a project that was con-
ceived in video to match the look of network news.
Network executives also went to cult directors for
ideas to entice a mainstream audience beginning to
turn to cable. Sayles, a leader in the independent film
movement, created Shannon’s Deal (1990-91), a series
focusing on an imperfect lawyer who dropped out of
corporate practice. The avant-garde David Lynch of
Blue Velvet (1986) fame unleashed some of the most
surreal and unsettling images ever seen on network
television in his video noir Twin Peaks (1990-91); a
decade later, Lynch reconfigured one of his rejected
television pilots into an award-winning film, the
dreamscape Mulholland Drive (2001). Some of the
traveling went the other way, as quality TV producers
sought to make it among cineastes. Edward Zwick,
who brought suburban angst to prime time with
thirtysomething (1987-91), My So-Called Life (1994
95), and Once and Again (1999-2002), directed sev-
eral epic adventures for the big screen—including
Glory (1989), Legends of the Fall (1994), and Courage
Under Fire (1996). Gregory Hoblit, who was the di-
rectorial eye behind many Steven Bochco productions,
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was successful with his 1996 urban thriller Primal
Fear, no doubt leading the way for other directors of
such visually compelling series as E.R. and NYPD
Blue to try their hand at film directing. In a career of
generic surprises, Quentin Tarrantino—who audi-
tioned Pulp Fiction star John Travolta by playing with
him the board game of Travolta’s sitcom Welcome
Back, Kotter—directed the 1994 season finale of the
mainstream medical melodrama E.R.

Many foreign directors have used television to ex-
plore alternative forms of storytelling. Ingmar
Bergman of Sweden has been interested in television’s
ability to weave a narrative over time, and in one of his
most celebrated works, Scenes from a Marriage
(1974), he chronicles the emotional upheavals of an
ostensibly perfect union over six episodes. Rainer
Werner Fassibinder created two works that also uti-
lized television’s expansive narrative: a Marxist soap
opera, Eight Hours Are Not a Day (1972), and his 15-
hour epic of the Weimar years, Berlin Alexanderplatz
(1980), based on Alfred Doblin’s novel. One of the fa-
thers of the new wave, Jean Luc-Godard, has created a
series of meditative essays on the history of cinema for




French television. Roberto Rossellini, one of the pio-
neers of Italian neorealism. used television to create a
series of stylized historical portraits from Socrates to
Louis XIV. Ken Russell produced a series of wildly ex-
pressionistic dramatized biographies on such artists as
Elgar, Isadora Duncan, and Delius for the British
Broadcasting Corporation that served as a template for
his even more flamboyant films, including The Music
Lovers (1970) and Lisztomania (1975). Before becom-
ing an internationally recognized director, Kryzsztof
Kieslowski received his training in Polish television;
in the late 1980s, he returned to his mentoring medium
to explore dramatically the contemporary relevance of
the Ten Commandments in a multipart series, Deca-
logue (1988), now considered one of his masterworks.

Many screenwriters have found the more permissive
atmosphere of television since the 1990s conducive for
character development and narrative complexity. After
his gimmicky idea of a “Valley girl” superhero re-
ceived only a lukewarm reception in the film version
of Buffy the Vampire Slaver (1992), Joss Whedon
adapted the story to become an exploration of evil and
female empowerment in a television series with the
same name (1997-2003). Aaron Sorkin forsook his ca-
reer as a screenwriter of such quality films as A Few
Good Men (1992) and The American President (1995)
to produce weekly television, most notably his study
of the intricacies of the U.S. presidency in the iconic
series The West Wing (1999~ ). Having received an
Academy Award for his screenplay of American
Beauty (1999), Alan Ball decided to continue his dis-
section of middle-class dysfunction as creator and ex-
ecutive producer of the HBO drama Six Feet Under
(2001-).

For more than two decades, the lines between televi-
sion and film have been blurred structurally and aes-
thetically. Most film studios now own some type of
television network, and talent flows freely between the
two media. Barry Levinson extended the tapestry of
his cinematic Baltimore. Maryland, trilogy (Diner
[1982], Tin Men [1987], and Avalon {1990)) to televi-
sion with the equally visual Homicide: Life on the
Street (1993-99), also set in Baltimore. No longer is
film the arena for spectacle and television the home of
the close-up. In fact, films screens have been shrinking
in the multiplexes, and the television monitor domi-
nates a home’s entertainment room. Such films as
Thomas Vinterberg’s The Celebration (1998) and
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Spike Lee’s Bamboozled (2000) were shot on digital
video and transferred to film for theatrical projection.
Director John Frankenheimer, who mastered live tele-
vision in the 1950s and feature film during the 1960s
through the 1980s, triumphed again through the 1990s
and the first years of the 21st century, this time as cre-
ator of successful made-for-cable movies, including
Against the Wall (1994), Andersonville (1996), and
dramatic portraits of George Wallace (George Wallace
[1997]) and Lyndon Johnson (Path to War [2002)). His
career proved that both film and television, whatever
the reigning technology, offer unique opportunities for
creative expression.

RoN SiMON
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Movies on Television

The most popular programming form in U.S. televi-
sion has been the presentation of motion pictures. Dur-
ing the latter third of the 20th century, most people
viewed films not in theaters but on television, whether
on broadcast television, cable television, or home
video. Beginning with The Late Show in the mid-
1950s and Sarurday Night ar the Movies during the
early 1960s, the screening of feature films gradually
became one of television’s dominant programming
forms.

Movie presentation on broadcast TV actually began
in the late 1940s. when British companies rented tilms
to new TV stations. Minor Hollywood studios (in par-
ticular Monogram and Republic) joined in this
process. delivering approximately 4.000 titles to tele-
vision stations before the end of 1950. Most of the
films were genre works such as westerns or B-grade
fare. The repeated showings of these low-budget offer-
ings served to remind movie fans of the extraordinary
number of treasures resting comfortably in the vaults
of the major Hollywood studios: MGM, RKO,
Paramount. 20th Century-Fox, and Warner Brothers.

The dominant Hollywood studios finally agreed to
tender their vast libraries of filim titles to television be-
cause eccentric millionaire Howard Hughes, owner of
RKO, had run his studio into the ground. By late in
1953, it was clear Hughes had to do something to sal-
vage RKO, and so few industry observers were sur-
prised in 1954 when he agreed to sell RKO’s older
films to the General Tire and Rubber Company to be
presented on its independent New York television sta-
tion. By 1955 the popularity of Million Dollar Movie
made it clear that tilm fans would abandon theaters to
curl up and watch a reshowing of their past cinematic
favorites.

Thereatter, throughout the mid-1950s, all the major
Hollywood companies released their pre-1948 titles to
television. For the first time in the 6(-year history of
film. a national audience was able to watch, at their
leisure, a broad cross section of the best and worst of
Hollywood “talkies.” Silent films were only occasion-
ally presented, usually in the form of compilations of
the comedies of Charlie Chaplin or Buster Keaton.

By the mid-1960s, innumerable “Early Shows,”
“Late Shows.” and “Late, Late Shows” dotted TV
schedules. For example, by one count, more than 100
classic black-and-white films aired each week on New
York City television stations, with fewer movies being
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broadcast in less populous cities. But with color televi-
sion becoming a more dominant presence, the three
TV networks wished to book newer, Technicolor Hol-
lywood feature films. The network with the most in-
vested in color, the National Broadcasting Company
(NBC), thus premiered, at the beginning of the
1961-62 TV season, the first prime-time series of re-
cent films as Saturday Night at the Movies. Ratings
were high, and the other two major networks, the
Columbia Broadcasting System (CBS) and the Ameri-
can Broadcasting Company (ABC), seeing how poorly
their shows fared against Saturdav Night at the
Movies, quickly moved to set up their own “Nights at
the Movies.” Early in 1962, ABC. then a distant third
in the ratings, moved to first with a midseason replace-
ment, Sunday Night at the Movies. CBS, the longtime
ratings leader in network television, did not join in the
trend until September 1965.

Soon thereafter, television screenings of recent Hol-
lywood movies became standard practice. In 1968
nearly 40 percent of all television sets in use at the
time tuned in to Alfred Hitchcock’s The Birds (theatri-
cal release date. 1963). Recent feature films regularly
attracted blockbuster television ratings, and when
Gone with the Wind was shown in two parts in early
November 1976, half the nation’s television-owning
homes tuned in.

By the early 1970s, American viewers could choose
from ten separate “movie night” programs each week.
It soon became clear that there was an imbalance be-
tween the many scheduled movies showings on net-
work television and the relatively small amount of new
product being aired. Hollywood knew this, and the stu-
dios began to charge higher and higher prices for TV
screenings. For the widely viewed September 1966
telecast of The Bridge over the River Kwai, the Ford
Motor Company paid nearly $2 million to be the sole
sponsor.

Network executives found a solution: make movies
aimed for a television premiere. The networks began
making made-for-television movies in October 1964,
when NBC aired See How They Run, starring John
Forsythe. However, the historical turn came in 1966,
when NBC contracted with MCA's Universal studios to
create a regular series of “world premiere” movies made
for television. The initial entry of this continuing effort
was Fame Is the Name of the Game, inauspiciously pre-
sented on a Saturday night in November 1966.
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The Winds of War.
Photo courtesy of Dan Curtis Productions, Inc.

By the early 1970s, made-for-television motion pic-
tures had become a mainstay of network program-
ming. Profits proved substantial. A typical movie made
for television cost $750,000), far less than what Holly-
wood was demanding for rental of its recent block-
busters. The ratings were phenomenal. Few expected
that millions would tune in for Brian's Song (1971).
Women in Chains (1972), The Waltons’ Thanksgiving
Story (1973), or A Cuse of Rape (1974). but such fare
regularly outdrew what were considered the biggest
films of the era: Wesr Side Storv (1961 1972 premiere
on network television). Goldfinger (1964; 1972 pre-
miere on network television), and The Graduate
(1967, 1973 premiere on network television).

ABC led the way in made-for-television movies.
The ABC Movie of the Week had premiered in the fall
of 1969, placed on the schedule by the young execu-
tive Barry Diller, then head of prime-time program-
ming at ABC, later a founder of the FOX television
network. During the 1971-72 television season, the se-
ries was composed entirely of movies made for televi-

Movies on Television

sion and finished as the fifth-highest series of the year.
TV movies also began to earn praise for the upstart
ABC: for Brian’s Song. the network earned five Em-
mys, a prestigious George Foster Peabody Award, and
citatons trom the National Association for the Ad-
vancement of Colored People (NAACP) and the
American Cancer Society.

Made-tor-television movies made it possible 10 deal
with topical or controversial material not deemed ap-
propriate for regularly scheduled network series. Cele-
brated actors and actresses who did not wish to work in
series television would agree to be featured in minise-
ries. Running over several nights, miniseries such as
Holocaust (1978), Shogun (1980), The Thorn Birds
(1983), Fresno (1986), and Lonesome Dove (1989)
drew large audiences during key rating-measurement
periods. In 1983 ABC presented Winds of War on six
successive February evenings for a total ot 18 hours at
a cost of production of nearly $40 million. This mini-
series required more than 200 days to shoot from a
script of nearly 1.000 pages. Winds of War, starring
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Something for Joey, Marc Singer, Jeff Lynas, 1977.
Courtesy of the Everett Collection

Robert Mitchum and Ali McGraw, more than returned
its sizable investment in this key sweeps month by
capturing half the total viewing audience and selling
out all its advertising spots at $300,000 per minute.

Six years earlier, ABC’s miniseries Roots had aired
for eight consecutive nights in January 1977. An esti-
mated 130 million households tuned in to at least one
episode, with approximately 80 million Americans
watching the final episode of this docudrama, breaking
the TV ratings record set just a year earlier by Gone
with the Wind. Thus, Roots created for network televi-
sion an event that was the equal of any blockbuster
theatrical film.

However, even as Roots was setting records, the TV
marketplace was changing. In the late 1970s and early
1980s, pay TV, particularly in the form of Time’s
Home Box Office (HBO), drew millions to its uncut
screenings of films, free of advertisement breaks. Later
in the 1980s, home video spread to the vast majority of
homes in the United States, allowing film fans to
watch their favorites—uncut, uninterrupted, and
whenever they liked. Theatrical features began to have
so much exposure on pay TV and home video that they
ceased to be as valuable on network evening show-
cases, and made-for-television films came to fill more
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and more of the time reserved for network “Nights at
the Movies.”

There was change on the local level as well. The
number of independent television stations doubled in
the 1980s, and all used movies to help fill their sched-
ules. Independents developed movie libraries by con-
tracting with Hollywood studios for five-year rentals
and aired acquired titles as many times as possible dur-
ing that period. Researchers told executives of inde-
pendent stations that movies tended to draw a
larger-than-average share of valued female watchers,
in particular those from the 18- to 34-year-old and 18-
to 49-year-old age-groups so prized by advertisers.

By the 1990s, in an average week, a film fan could
choose among hundreds of titles scheduled on TV. Re-
liance on television for the presentation of motion pic-
tures extracted a high price in terms of viewing
conditions. The dimensions of a standard television
image are constructed on a four-by-three ratio, while
the standard image for motion pictures made after
1953 is much wider. To accommodate the larger image
on TV, the wide-screen film is cut off at the sides.
Panning-and-scanning companies reedit the wide-
screen film so that the action shifts to the center of the
frame, but the fan misses any subtlety at the edges.

Of course, films need not be panned and scanned.
One could reduce the image for television until all of it
fits; in practice, this technique of letterboxing fills the
empty space above and below with a black matte. Dur-
ing the 1980s, there was a great deal of lip service paid
to letterboxing, but movie watchers en masse in the
United States did not seem to care for it. Fans seemed
to prefer that the TV frame be filled, with the primary
action in the center of the screen. In the early 2000s,
the increasingly pervasive adoption of wide-screen
television technology and the popularity of wide-
screen TVs addressed this problem.

However, the biggest complaint from the average
television viewer of motion pictures has long con-
cerned the interruption of the movie by advertise-
ments. To fit the formulaic slots of television, a station
or network shows but 90 minutes of film for a two-
hour slot. Stories of how television companies cut
films to fit the program length are legendary. It is said
that Fred Silverman, when he was a lowly film editor
at WGN-TV in Chicago, solved the problem of fitting
in the 96-minute Jailhouse Rock in a 90-minute slot by
cutting all of Elvis Presley’s musical numbers. Indeed,
the key attraction of pay TV and then home video was
the elimination of interruptions for advertising.

Just when experts declared that, in an age of pay TV
and home video, blockbuster movies shown on net-
work television could not draw an audience, NBC of-
fered Jurassic Park. The box office hit, widely




available on home video for less than $15, was shown
on Sunday, May 7, 1995, at the beginning of a key
sweeps month. Advertisers paid $650,000 for each 30-
second advertising slot, and more than one in four tele-
vision households in the United States tuned in.

In the early 2000s, broadcast networks and cable
channels continued to present feature films and made-
for-television movies. Indeed, the latter represented a
common strategy for cable channels in their moves to
create original programming that could replace mate-
rial previously aired on network television or produced
for other venues. The music channel Video Hits 1
(VH1) produced feature-length films based on per-
former biographies, whereas the sports channel Enter-
tainment and Sports Network (ESPN) made movies
about athletes and coaches. The Court Channel pro-
duced dramatic representations of legal battles. A&E
produced mysteries based on Nero Wolfe novels.
Turner Network Television (TNT) produced westerns
and thrillers. At the same time, HBO, Showtime, and
Cinemax continued to produce original movies as reg-
ular additions to their schedules of previously run the-
atrical features.

Meanwhile, a new technology for watching films on
TV, the digital video disc (DVD), grew in popularity,
with one in four U.S. households owning a DVD
player in 2001 and various distributors phasing out
their VHS stocks altogether. While it is too early to tell

Moyers, Bill

whether VHS-format videocassettes and DVD will ex-
ist side by side in most households or whether DVD
will replace VHS as the preferred means to play
movies on television, the popularity and ease of home
movie viewing will surely remain a common aspect of
the uses of television.

DouGLas GOMERY

See also American Movie Classics; Cable Net-
works: Channel Four; FilmFour/Film on Four;
Home Box Office (HBO); Miniseries; Movie Net-
works; Movie Professionals and Television; Pro-
gramming; Showtime Network

Further Reading

Chambers, Everett, Producing TV Movies, New York: Prentice
Hall, 1986

Edgerton, Gary, “High Concept, Small Screen,” Journal of Pop-
ular Film and Television (fall 1991)

Forkan, James P, “For Independents, Movies Remain Prime-
Time Priority,” Television-Radio Age (December 26,
1988)

Marill, Alvin H., Movies Made for Television: The Telefeature
and the Mini-Series, 1964-1979, Westport, Connecticut: Ar-
lington House, 1980

Rapping, Elayne, The Movie of the Week: Private Stories/Public
Events, Minneapolis: University of Minnesota Press, 1992

Tobenkin, David, “Movies Still Rolling in Syndication: New
Packages Belie Rumor of Genre’s Failing Health,” Broad-
casting & Cable (January 23, 1995)

Moyers, Bill

U.S. Broadcast Journalist

For more than 30 years, Bill Moyers has established a
brand of excellence in broadcast journalism. Moyers is
one of the chief inheritors of the Edward R. Murrow tra-
dition of “deep-think” journalism. He worked alter-
nately on the Columbia Broadcasting System (CBS) and
the Public Broadcasting Service (PBS) in the 1970s and
early 1980s and has since appeared almost exclusively
on PBS, and throughout this career his achievements
have been principally in the areas of investigative docu-
mentary and long-form conversations with some of the
world’s leading thinkers. Moyers, who had been a print
journalist, an ordained Baptist minister, a press secretary
to President Lyndon Johnson, and a newspaper pub-
lisher before coming to television in 1970, gained public
and private-foundation support to produce some of tele-

vision’s most incisive investigative documentaries.
Each was delivered in the elegantly written and decep-
tively sofi-spoken narrations that came, Moyers has
said, out of the storytelling traditions of his east Texas
upbringing. Whereas Murrow had taken on Joseph Mc-
Carthy on See It Now and the agribusiness industry in
his famous Harvest of Shame documentary, Moyers ex-
amined the failings of constitutional democracy in his
1974 Essay on Watergate and exposed governmental il-
legalities and cover-up during the Iran Contra scandai.
He has looked at issues of race, class and gender; ana-
lyzed the power that media images hold for a nation of
“consumers,” not citizens; and explored virtually every
aspect of American political, economic, and social life
in his documentaries.
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Bill Moyers.
Photo courtesy of Bill Moyers and Lawrence Ivy

Equally influential were Moyers’s World of Ideas
series. Again, Murrow had paved the way in his
transatlantic conversations with political leaders,
thinkers, and artists on his Small World program in the
late 1950s, but Moyers used his own gentle, probing
style to talk to a remarkable range of articulate intel-
lectuals on his two foundation-supported interview se-
ries on PBS. In discussions that ranged from an hour
to, in the case of mythology scholar Joseph Campbell,
six hours on the air, Moyers brought to television what
he called the “conversation of democracy.” He spoke
with such social critics as Noam Chomsky and Cornel
West; writers such as Nigerian novelist Chinua
Achebe, Mexican poet and novelist Carlos Fuentes,
and American novelist Toni Morrison; and social ana-
lysts including philosopher Mortimer Adler and Uni-
versity of Chicago sociologist William Julius Wilson.
Moyers engaged voices and ideas that had been sel-
dom if ever heard on television, and, in many in-
stances, the transcribed versions of his series became
best-selling books as well (The Power of Myth, 1988,
The Secret Government, 1988; A World of Ideas, 1989;
A World of Ideas II, 1990, Healing and the Mind,
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1992). Joseph Campbell’s The Power of Myth was on
the New York Times best-seller list for more than a year
and sold 750,000 copies within the first four years of
its publication.

Moyers’s television work has been as prolific as his
publishing record. In all, he produced more than 600
hours of programming (filmed and videotaped conver-
sations and documentaries) between 1971 and 1989,
which comes out to 33 hours of programming a year,
or the equivalent of more than half an hour of pro-
gramming a week for 18 years. Moyers broadcast an-
other 125 programs between 1989 and 1992, working
with a series of producers—27 of them on the first two
World of Ideas series alone. He formed his own com-
pany, Public Affairs Television, in 1986 and began to
distribute his own shows.

By the early 1990s, Moyers had established himself
as a significant figure of television talk, his power and
influence providing him access to corridors of power
and policy. In January 1992, he was invited for a rare
overnight visit with president-elect Bill Clinton to dis-
cuss the nation’s problems before the Clinton inaugu-
ral. A survey of the video holdings of a single large
state university at the end of the 1990s showed almost
100 holdings bearing Moyers’s name. By this time, he
had also received 67 prizes and awards in recognition
of his work.

Working closely with his wife, Judith Davidson, as
creative collaborator and president of the Public Af-
fairs Television production company, Moyers has con-
tinued his prolific output into the 2Ist century. In
January 2002, he began hosting a new weekly PBS se-
ries, Now with Bill Moyers, which covers stories from
angles and with the kind of perspectives and depth that
viewers have come to expect from this veteran writer,
publisher, and broadcast journalist.

Over his long career, Moyers has become one of the
few broadcast journalists who might be said to ap-
proach the stature of Murrow. If Murrow founded
broadcast journalism, then Moyers has significantly
extended its traditions.

BERNARD M. TIMBERG
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cial assistant to President Johnson, 1963-67, press sec-
retary, 1965-67; publisher, Newsday, 1967-70; pro-
ducer and editor, Bill Moyers’ Journal, PBS, 1971-76,
1978-81; anchor, USA: People and Politics, 1976;
chief correspondent, CBS Reports, 1976-78; senior
news analyst, CBS News, 1981-86; executive editor,
Public Affairs Programming Inc., since 1986. Hon-
orary doctorate, American Film Institute. Recipient:
more than 30 Emmy Awards; Ralph Lowell medal for
contribution to public television; Peabody Awards,
1976, 1980, 1985-86, 1988-90, 1999; DuPont
Columbia Silver Baton Award, 1979, 1986, 1988;
Gold Baton Award, 1991; George Polk Awards, 1981,
1986; Humanitas Award, 1978, 1986, 1995.

Television Series (selected)

1971-76,
1977-81 Bill Moyers’ Journal

1971-72 This Week

1976-78 CBS Reports

1982 Creativity with Bill Moyers

1983 Our Times with Bill Moyers
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MSNBC

Cable News Service

MSNBC is a 24-hour, advertising-supported cable and
online news service. Envisioned as a fully integrated
cable television and Internet-based interactive product,
MSNBC is a joint venture between Microsoft and the
National Broadcasting Company (NBC). While the
slower-than-expected convergence of television and
computing has made MSNBC'’s promise of a unified
service difficult to fulfill, MSNBC’s entry helped invig-
orate the 24-hour cable news category and advanced
the development of interactive news. MSNBC.com has
become the number one news and information website
in the United States. The MSNBC cable network has

been described as “confused” because of an unsettling
churn of program offerings and is an also-ran in its
competition for viewers with Cable News Network
(CNN) and the FOX News Channel (FNC).

Announced with much fanfare in December 1995,
the partnership’s financial arrangement called for Mi-
crosoft tc pay $220 million for 50 percent of NBC’s
America’s Talking cable network that was converted to
MSNBC, plus $250 million for the network’s annual
costs. Well funded and armed with NBC’s news-
gathering and Microsoft’s technology resources,
MSNBC launched on July 15, 1996.
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MSNBC online’s challenges included attracting In-
ternet users to the site and initiating untested inter-
active video technology to a mass audience. The
website’s rollout, supported by cross promotion on Mi-
crosoft’s websites and NBC'’s television outlets, has
been highly successful. MSNBC.com was named the
number one general news site on the Web by Internet
ratings service PC Meter just eight months after its in-
troduction. It has held that distinction in Jupiter Media
Metrix’s Internet ratings for many months since, in-
cluding all of 1999 and 2000.

MSNBC.com’s leadership position is built on tech-
nological and content advantages. The site began with
text, graphics, and audio programming. A relaunch in
August 1997 improved navigability and added techni-
cal capabilities that enabled streaming video news,
which has grown in importance as work and more re-
cently home environments have upgraded to broad-
band Internet access. Alliances with the websites of
dozens of local television and print media, plus re-
spected national outlets such as Newsweek and the
Washington Post, have increased the depth and breadth
of the site’s content. Highly successful at attracting an
audience, MSNBC.com’s financial future is less clear
amid the severe post-September 11, 2001, downturn in
the online advertising market.

MSNBC cable launched in a respectable 22.5 mil-
lion cable television homes with support from outdoor
and print advertising, plus cross-platform promotion
on the NBC broadcast network and Microsoft web-
sites. MSNBC'’s acceptance by cable system operators
was an early concern, but carriage of the fledgling net-
work grew steadily as agreements were sealed with
major cable system operators such as TeleCommunica-
tions, Inc. (now AT&T Broadband) and Time Warner
Cable.

Programming the network with content cable news
viewers find compelling has proved to be more diffi-
cult. Hoping to attract younger, Generation X viewers,
the network’s initial strategy was to feature well-
known NBC News talent on a hip, Starbucks-style set,
complete with brick wall and open metalwork. Day-
time news coverage was anchored by John Gibson,
Jodi Applegate, and John Seigenthaler. Prime-time
programming centered on three shows, The News with
Brian Williams,; The Site, a youth-oriented new media
and technology program; and InterNight, a talk show
alternatively hosted by Katie Couric, Bob Costas, Tom
Brokaw, and others. This schedule was supplemented
by repeats of current shows and repurposed content
from NBC News.

To fill out its schedule in its first year, a deal was
made to simulcast Don Imus’s syndicated radio show
weekday mornings. The network began recycling
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NBC's Dateline shows, and Time and Again, hosted by
Jane Pauley, was created around repackaged NBC pro-
gramming and old news footage. In addition, John
Hockenberry joined MSNBC from the American
Broadcasting Company (ABC) to host Edgewise on
weekends.

By August 1997, MSNBC was reaching 38 million
cable households, and viewership was growing, in part
because of the death on August 31 of Diana, Princess
of Wales. Nielsen Media Research reported that third-
quarter 1997 prime-time ratings for MSNBC averaged
99,000 households compared with 24,000 and 766,000
for FNC and CNN, respectively.

Under growing pressure to build its audience,
MSNBC continued molding its program lineup in its
second year by pulling the critically acclaimed show
The Site and recruiting Keith Olbermann of the Enter-
tainment and Sports Network’s (ESPN’s) Sports Cen-
ter and Charles Grodin to host their own shows. The
network also went “tabloid” with extended coverage
and discussion of sensational stories such as the death
of JonBenet Ramsey and the sexual activities of broad-
caster Marv Albert.

Cable system carriage continued apace, and after
two years MSNBC was reaching 42 million house-
holds. Competition for viewers among the cable news
networks was intensifying, and by January 1999, amid
the Monica Lewinsky scandal and President Clinton’s
impeachment trial, rival FNC’s prime-time household
viewership surpassed MSNBC’s. MSNBC was already
reworking its schedule to offset FNC’s fast-growing
audience. Keith Olbermann’s Big Show was canceled.
John McLaughlin of The McLaughlin Group and
Oliver North were recruited to host McLaughlin Spe-
cial Report and Equal Time, respectively.

In April 1999, MSNBC turned to Mullen Advertis-
ing, based in Wenham, Massachusetts, for aid in at-
tracting 25- to 44-year-old viewers. Nevertheless, at its
three-year anniversary, MSNBC’s viewership re-
mained a concern to be addressed by yet more pro-
gramming changes. A prime-time magazine-type
tabloid series, Special Edition, debuted with a segment
profiling serial killers. Headlines & Legends with Matt
Lauer, a biography show, was introduced in an attempt
to build prime-time appointment viewing.

By January 2000, 52 million cable households could
watch MSNBC, and, as hoped, the network was at-
tracting youthful viewers with an average age of 50
years old compared with 58 for CNN and 56 for FNC.
Apparently, attracting a younger audience did little to
address MSNBC'’s audience shortfall. October 2000’s
audience ratings showed that MSNBC still trailed its
competitors in prime-time and total day average audi-
ence.




The 2000 presidential election and its aftermath
benefited all three cable news networks. Viewership
was up, and advertising was easier to sell, even with
the weakening U.S. economy. MSNBC turned protf-
itable late in 2000, but its second-quarter 2001 prime-
time viewership averaged just 247,000 homes. FNC
averaged 436,000 households and CNN 483,000.

The September 11, 2001, terrorist attacks on the
Pentagon and World Trade Center fixated the nation
and drove viewership higher. News of anthrax scares
and the search for Osama bin Laden in Afghanistan
helped retain viewers, but to keep them without a con-
stant stream of breaking news, the cable news services
turned to established personalities. CNN lured Paula
Zahn from FNC to anchor news. Geraldo Rivera
joined FNC as a war correspondent. MSNBC'’s entry
in this competition was relative unknown Ashleigh
Banfield, who attracted notice while covering the 2000
presidential election and earned recognition for her
September 11 coverage when she kept reporting at the
north tower of the World Trade Center as it collapsed.
Unseasoned, irreverent, and fashionable, Banfield was
given her own prime-time show, A Region in Conflict,
that has taken her to Afghanistan and the Middle East.

For all of 2001, MSNBC reached on average a mere
382,000 prime-time homes versus CNN’s 816,000 and
FNC’s 675,000. FNC’s ability to attract viewers fur-
ther surprised its competitors when it beat CNN in to-
tal day and prime-time ratings for January 2002. Ever
in search of a programming solution to its viewership
quandary, MSNBC hired Alan Keyes, former conser-
vative presidential candidate and author, to host Alan

MTV

Keves Is Making Sense. On the other end of the politi-
cal spectrum, in April 2002, MSNBC signed a contract
with former talk show mainstay Phil Donahue to host a
prime-time current events program. Donahue had its
debut in July 2002, but it was canceled after six
months on the air, having consistently placed low in
the ratings.

Now available in over 74 million households,
MSNBC's average prime-time audience is less than
half of FNC’s and CNN’s. MSNBC also trails distantly
in viewership within the coveted 25-10-54 age-group.
FNC has distinguished itself as a commentator-driven,
viewpoint network, while CNN has long been a
reporter-driven news-gathering service. Despite years
of programming adjustments, MSNBC continues to
struggle with no clear editorial direction.

RANDY Jacoss

See also Cable News Network (CNN); FOX Broad-
casting Company
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MTV

U.S. Cable Network

MTYV (Music Television) is the oldest and most influ-
ential U.S. cable network specializing in music-related
programming. It was launched on August |, 1981, with
the words “Ladies and gentlemen, rock and roll,” spo-
ken by John Lack, one of the creators of MTV. This in-
troduction was immediately followed by a music video
for the song “Video Killed the Radio Star,” by the
Buggles. The song title proved somewhat prophetic, as
MTYV greatly transformed the nature of music-industry
stardom over the next several years. At the same time,

MTYV became a major presence in the cable-TV indus-
try and the American cultural landscape.

One of the earliest and greatest cable success stories,
MTYV was established by Warner Amex Satellite Enter-
tainment Company (WASEC) after extensive market-
ing research. The key to MTV’s viability, at least
initially, was the availability of low-cost programming
in the form of music videos. Originally, these were pro-
vided free by record companies, which thought of them
as advertising for their records and performers.
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MTYV presented one video after another in a constant
“flow” that contrasted with the discrete individual pro-
grams found on other television networks. Clips were
repeated from time to time according to a light,
medium, or heavy “rotation” schedule. In this respect,
MTYV was like top-40 radio (it even had video jockeys,
or Vs, similar to radio disk jockeys). Moreover, it
soon became apparent that MTV could “break” a
recording act, just as radio had done for decades.

The visual portion of a video usually consists of live
concert footage or, more commonly, lip synching and
pantomimed instrument playing by the recording
artist(s). Dancing is also very common. In many cases,
there is also a dramatic or narrative concept, some-
times grounded in the song lyrics. The “acting” in a
concept video is usually done by the musician(s), al-
though in some cases (e.g., “Crazy” and “Cryin’” by
Aerosmith), the video cuts away from the band to ac-
tors who act out a drama inspired by the lyrics. The
combination of elliptical storylines, record-as-
soundtrack, lip synching, and direct address to the
camera seemed so novel in the early 1980s that music
video was often referred to as a new art form. The con-
tent of the new art was sometimes bold (and controver-
sial) in its treatment of sex, violence, and other
sensitive topics.

Many of the earliest MTV videos came from Great
Britain, where the tradition of making promo clips was
fairly well developed. One of the earliest indications of
MTV’s commercial importance was the success of the
British band Duran Duran in the U.S. market. This
band had great visual appeal and made interesting
videos but was not receiving radio airplay in the
United States as of 1981. In markets where MTV was
available, the network’s airing of Duran Duran’s
videos made the band immediately popular. Ulti-
mately, MTV proved to be immensely important to the
careers of numerous artists, including Madonna,
Michael Jackson, Prince, Peter Gabriel, U2, N’Sync,
and Britney Spears as well as Duran Duran.

Andrew Goodwin identifies three phases in the his-
tory of MTV. The real ascendance of the network be-
gan in 1983 with phase 2, the so-called second launch,
when MTV became available in Manhattan and Los
Angeles. Phase 3 began in 1986, following Viacom’s
purchase of MTV from Warner Amex and the depar-
ture of Robert Pittman as the network’s president and
chief executive officer. Pittman had been largely re-
sponsible for leading MTV down the programming
path of flow and narrowcasting. By 1986, however,
MTV’s ratings were in decline as a result of a too-
narrow musical palette.

Throughout its so-called third phase, MTV diversi-
fied its musical offerings, most notably into rap, dance
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music, and heavy metal. To some extent, these genres
were segregated into their own program slots (Yo!
MTV Raps, Club MTV, and Headbangers' Ball, respec-
tively). At the same time, the move toward discrete
programs increasingly became a move away from mu-
sic video. In the process, MTV became more like a
full-service network, offering news, sports, sitcoms,
documentaries, cartoons, game shows, and other tradi-
tional TV fare. Often these programs were also musi-
cal in some sense (Beavis and Butt-Head), but
sometimes they were not (reruns of Speed Racer).

We might now identify a fourth phase in MTV’s his-
tory, dating from the late 1990s, when MTYV itself be-
came a sort of “flagship” network among a stable of
branded subsidiaries. Even before this, much of the
musical content displaced from MTYV, especially soft
rock and other “adult” music, had landed on Video
Hits 1 (VHI), a second video channel owned by parent
company MTV Networks (which, in turn, is a sub-
sidiary of Viacom). Launched in 1985, VHI quickly
acquired a reputation as “video valium” for yuppies.
For several years, the channel had an indistinct image
and languished in the shadow of MTYV, but makeovers
in 1989 and (especially) 1994 raised the younger net-
work’s profile. By 1994, VHI1 was playing slightly
harder music and “breaking” recording artists, such as
Melissa Etheridge. Meanwhile, MTV continued to
play innovative videos on programs such as Amp and
120 Minutes, but these programs aired at odd hours.
Nonmusical programs such as The Real World, which
debuted in 1992 and gave birth to the “reality” genre,
sometimes seemed to threaten MTV’s identity as a mu-
sic network.

By about 1998, MTV was again emphasizing music,
but its most popular program, Total Request Live, or
TRL, treated videos as raw material to be talked over
and covered up by all manner of graphics and inserts.
By this time, sister network VH1 was also relying more
on traditionally packaged programs, such as Behind the
Music and Pop Up Video (which, along with Beavis
and Butt-Head, paved the way for TRL-style *“vandal-
izing” of video clips). Flow and format, the original
ideas behind MTV (and VHI1), had by now become
secondary components, at best, in the programming
philosophy of both networks. These changes were per-
haps best exemplified on MTV in the surprise 2002 hit
The Osbournes, a program that seemed to meld multi-
ple aspects of the channel’s history. Focused on the
“family life” of notorious rocker Ozzy Osbourne, his
wife, and two of their children, the series combined a
fascination with music and musicians, the “inside
views” developed with The Real World, and the (per-
haps unintended) blankness of Beavis and Butt-Head.
Following an initial run and tough negotiations with




the family, the series was renewed for two more sea-
sons and by then had led to copycat programming on
other networks.

With home satellite reception and digital cable on
the rise, MTV launched M2 (also called MTV2) in
1996. The new channel was very similar to what MTV
had originally been. It played music videos in a contin-
uous flow, with only occasional interruptions for video
jockey patter, promos, and the like. In the early 2000s,
MTYV Networks exploited the original flow idea even
further by launching VHI Classic Rock (which spe-
cialized in 1980s videos) and MTVX (which played
mostly hard rock videos). Despite their forays into
nonmusical programming, MTV and VHI are by far
the most important outlets for music-video program-
ming in the United States. They have achieved almost
a monopoly status, one that has caught the attention of
scholars (especially Jack Banks), record companies,
and the government. Many competing music-video
programs and networks have fallen by the wayside or
have been absorbed by Viacom. Most recently, Viacom
bought its last remaining major U.S. competitors in
music-video programming: Country Music Television
(CMT) and The Nashville Network (TNN, subse-
quently renamed The National Network) in 1997 and
Black Entertainment Television (BET) in 2000.

Music video and MTV are major ingredients of tele-
vision programming internationally. MTV Europe,
launched in 1987, was followed by an Asian service in
1991 and MTV Latino in 1993. VH1 established a Euro-

MuchMusic

pean service in 1994. In 2001 an international satellite
directory listed more than 20 MTV channels worldwide,
along with 7 VHI services and 3 MTV2 channels.

Both economically and aesthetically, MTV has
wrought major changes in the entertainment industries.
By combining music with television in a new way,
MTV has charted a path for both industries (and
movies as well) into a future of postmodern synergy.

GARY BURNS

See also Beavis and Butt-Head; Music on Televi-
sion; Pittman, Robert
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MuchMusic

Canadian Music Television Programming Service

MuchMusic, a 24-hour Canadian music television sta-
tion and satellite-to-cable programming service, was
launched nationally in September 1984. In a satellite-
to-cable structure that relied for its success on the mas-
sive penetration of cable coverage of urban Canada,
MuchMusic was part of the Canadian Radio-television
and Telecommunications Commission (CRTC)-regu-
lated introduction of specialty services on cable two
years after the introduction of pay television to
Canada. Similar to its U.S. counterpart Music Televi-
sion (MTV), MuchMusic was instrumental in setting
the national agenda of Canadian popular music tastes.
The predominant format of the station was and contin-

ues to be video clips of artists or music videos received
from record companies free of charge. A French sister
station, MusiquePlus, was established in 1986, primar-
ily for the Quebec market.

Stylistically, MuchMusic bears the marks of its cre-
ative origin. The station’s managing team was con-
nected to the syndicated New Music program (1978-)
developed and sold by Citytv of Toronto. The execu-
tive producer of the New Music program and the orig-
inal owner and manager of Citytv in Toronto was
Moses Znaimer. Along with John Martin, Znaimer de-
signed the “live” emphasis of the set of MuchMusic
that has made MuchMusic so distinctively different
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from both MTV and most of the rest of Canadian tele-
vision. The set of MuchMusic is the actual video para-
phernalia of a television station and is inherently
“studioless.” Between their introductions of new
videos, the video jockeys, or Vs, negotiate themselves
around the various machines, lights, and screens to
chat with the technicians and producers. Indeed, be-
cause of this exposure, technicians have even moved
into before-the-camera roles. The intention behind this
design is to structure an environment that resonates
with the youthfulness and exuberance of popular mu-
sic itself. The set, which often moves with portable
cameras to exterior locations, produces a sense of im-
mediacy and spontaneity that, through its weekly
reach, has captured the sought-after demographic of
youths and young adults in Canada.

MuchMusic is owned and operated by CHUM Lim-
ited of Toronto, and the name itself is a play on the
corporate name. CHUM operates the only private ra-
dio network in Canada and has successfully owned and
operated a number of music-oriented radio stations.
CHUM also is the owner of Citytv (purchased in 1981
from Znaimer), a Toronto based free-to-air UHF (ultra-
high frequency) station that has been distributed by ca-
ble to most of southern Ontario, the most heavily
populated region of Canada. Its background in music
broadcasting allowed CHUM to successfully win the
license of the first and only English-language music
television station in Canada. The facilities of Citytv in
Toronto served as the first home for MuchMusic.

Self-titled “the nation’s music station,” MuchMusic
gradually moved to a format that allowed it to target
and promote itself like other television services. Origi-
nally a flow service that resembled radio in its seam-
less quality, MuchMusic relied on its mixed rotation of
video clips and the personalities of the VJs to maintain
the audience. Later, however, the station began making
identifiable programs that would at least allow it to
garner the free publicity of listings in TV program
guides and to sell portions of time for specific advertis-
ers. It still maintains eight hours of programming,
which is taped and repeated three times to fill the 24-
hour schedule. In the 1980s, these programming
blocks included the Pepsi Powerhour and the singly
sponsored Coca-Cola Countdown. The “spotlight”
feature also transformed the mix of rotations of current
music into a half-hour retrospective on an individual
artist’s or group’s career. To coordinate with a slightly
different demographic of daytime listeners, MuchMu-
sic programmed a show called MushMusic, which
showcased softer and more romantic ballads. Other
programs also coordinated with and competed with the
rest of television. A late-night weekend program called
City Limits attempted to showcase the more avant-
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garde, alternative visuals and music. In a more prime-
time evening slot, a shorter segment, Combar du Clip,
was programmed; here a returning favorite video clip
faced a challenger clip.

MuchMusic’s license requirements have posed
questions about what kinds of programming are in-
cluded under the definition of music. In the mid-1980s,
MuchMusic was not allowed to show movies, even
those with a musical theme or premise. It was likewise
questionable whether television programs such as The
Partridge Family or The Monkees could be shown on
the station. In recent years, there has been a relaxation
of what constitutes music programming, and this shift
has allowed MuchMusic a freer hand in organizing a
schedule that maintains its key marketing demograph-
ics of youth and young adult. Regulatory requirements
have demanded, however, that a greater range of musi-
cal material be part of the national music television
station. Hence, MuchMusic programmed the country
music half-hour Outlaws and Heroes. The CRTC has
likewise continued to maintain that the station must
stick close to its license mandate: its top-rated program
of 1993, the cartoon series Ren and Stimpy, did not
meet a minimum musical-content rule and was ordered
removed. With the advent of new digital channels,
these regulations have been in constant flux, and
MuchMusic continues to expand its presence through
multichanneling its content.

From its inception, MuchMusic has also provided
a percentage of its revenues (currently 5 percent of its
gross revenues) for the production of Canadian inde-
pendent music videos. The production company
Videofact Foundation produces clips for emerging
popular music groups in both English and French and
spent $6 million to produce 820 videos in its first ten
years. The production of Canadian sources allows
MuchMusic easily to surpass its 10 percent
Canadian-content quota established in consultation
with the CRTC. This connection to a national popular
culture is differently constructed than that produced
by public broadcasters such as the Canadian Broad-
casting Corporation (CBC). MuchMusic’s stance is
thus more outward than inward looking. It has ac-
tively sought out other markets for its program pack-
age. Currently, it is available to more than 4 million
cable subscribers through various services in the
United States. It has a reach that includes both the
United Kingdom and parts of Latin America. The sta-
tion has been negotiating for inclusion on direct
broadcast satellite services for greater coverage of a
complete North America. The station format/concept
has been sold to New Zealand, and MuchMusic has
showcased well in Europe, often outdrawing its more
established rival, MTV.




MuchMusic has continued to brand its success with
its national youth audience, and it has exported that
strategy internationally with equal financial rewards.
Contained under the Much brand are specialty and dig-
ital channels that cater to specific musical tastes. Thus,
relatively new stations, such as MuchmoreMusic, and
digital channels, such MuchLoud and MuchVibe, con-
tinue to extend the MuchMusic niche of television fo-
cused on music and youth across Canada.

P. DAVID MARSHALL
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Munroe, Carmen

British Actor

Carmen Munroe is one of Britain’s leading black ac-
tresses. Born in Guyana (then British Guiana), she
went to Britain in 1951 and gained early acting experi-
ence with the West Indian Students’ Drama Group.
Munroe made her professional stage debut in 1962 and
later played major roles in London’s West End theater,
including Jean Genet’s The Blacks (1970). When she
played Orinthia, the king’s mistress, in George
Bernard Shaw’s The Apple Cart (1970), she said it was
the first time she had been cast in a leading role not
written for a black actress. Since the 1970s, Munroe
has played an important part in the development of
black theater in Britain, scoring a personal triumph in
1987 as the overzealous pastor of a Harlem “store-
front” church in James Baldwin’s The Amen Corner. In
1993, she won a best actress award from Time Out
magazine for Alice Childress’s Trouble in Mind.

In 1965 Munroe made an early television appear-
ance in Fable. In this controversial British Broadcast-
ing Corporation (BBC) drama, writer John Hopkins
reversed apartheid and located it in Britain so that
black people ran the country and whites were sub-
jected to enforced population-movement and pass
laws. However, this innovative and highly charged
play did not have the reception anticipated from audi-
ences. Viewers were put off, while critics thought the
play heavy-handed and moralistic.

In 1967 Munroe was featured in an episode of Rain-
bow City, one of the first British television series to in-
clude a black actor in a leading role. Since that time,

she has demonstrated her acting range in numerous
other appearances, with roles in a mixture of populist
dramas and situation comedies, as well as impressive
single dramas. They include Doctor Who (1967), In
the Beautiful Caribbean (1972), Ted (1972), Shake-
speare’s Country (1973), General Hospital (1974),
The Fosters (1976), A Black Christmas (1977) with
Norman Beaton, Mixed Blessings (1978), A Hole in
Babylon (1979), Rumpole of the Bailey (1983), and
The Hope and the Glory (1984).

In 1989 Munroe was in Desmond’s, one of Channel
4’s most successful sitvation comedy programs.
Costarring Norman Beaton as the proprietor of a bar-
bershop in south London, Desmond’s has been one of
the few British television series to feature an almost
entirely black cast. For five years, this appealing series
won critical acclaim and awards for its humorous ex-
ploration of the conflict between the views of young
British-born blacks and the values of the older genera-
tion who grew up in the Caribbean.

In between her appearances in Desmond's, Munroe
took part in Ebony People (1989), sharing her experi-
ences of the acting world with a studio audience, and
Black and White in Colour (1992), a documentary
tracing the history of black people in British television.
In 1992, Munroe gave an outstanding performance as
Essie Robeson in a BBC play called A Song ar Twi-
light. This emotional drama, shown in the anthology
series Encounters, explored an imaginary meeting in
1958 between British socialist radical Aneurin Bevan
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and the black American singer and militant activist
Paul Robeson. Another recent role for Munroe was in
the two-part drama The Final Passage (1996), a story
of blacks emigrating from the Caribbean to Britain in
the late 1950s.

STEPHEN BOURNE

See also Beaton, Norman; Black and White in
Color; Desmond’s

Carmen Munroe. Born in Guyana (then British
Guiana); immigrated to Britain, 1951. Trained with
West Indian Students’ Drama Group. Worked in televi-
sion, since 1959; stage debut, Period of Adjustment,
1962; has appeared or starred in numerous television
series; cofounder, Talawa Theatre Company, 1985. Re-
cipient: Time Out award, 1993.

Television Series (selected)

1971 You’re Only Young Twice
1971 Ace of Wands

1974 General Hospital

1974 Play School

1976-77 The Fosters

1989-95 Desmond'’s

1996 The Final Passage

Television Plays
1965 Fable
1977 A Black Christmas

1992 A Song at Twilight
1993 Great Moments in Aviation

Television Documentary
1992 Black and White in Colour

Films
Naked Evil, 1966; All Neat in Black Stockings, 1968;
The Chain, 1985; Shades of Fear, 1993.

Radio (selected)
Obeah, 1989.

Stage (selected)

Period of Adjustment, 1962; There'll Be Some
Changes Made, 1970; The Blacks, 1970, The Apple
Cart, 1970, Trouble in Mind; El Dorado; A Raisin
in the Sun; The Amen Corner, 1987, Alas, Poor
Fred (director); Remembrance (director); The
Odyssey, 2001.
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Muppet Show, The

U.S. Syndicated Comedy/Variety Program

From its first broadcast in 1976 to its 1981 finale, The
Muppet Show was groundbreaking television. A syndi-
cated variety show starring a troupe of puppets, it be-
came more popular than anyone but its creator, Jim
Henson, could have imagined. During its five seasons
of inspired insanity, it was broadcast in more than 100
countries.

The wonderful children’s show Sesame Street, also
starring Henson’s Muppets, had been broadcast since
late 1969. For Henson, its success was a mixed bless-
ing, as network executives began to see the Muppets
strictly as children’s entertainment. The Muppet Show
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proved that Henson’s innovative puppets could appeal
equally to children and adults. Its setting, Muppet The-
ater, allowed onstage sketches and songs as well as
backstage antics. Except for Kermit the Frog, a
Sesame Street favorite, The Muppet Show featured an
entirely new cast of Muppets: Fozzie Bear, the lovably
inept comic and Kermit’s second banana; Miss Piggy,
a glamorous, Rubenesque starlet and Kermit’s would-
be love interest; Gonzo the Great, a buzzardlike crea-
ture with a chicken fetish; Rowlf, the imperturbable
piano-playing dog; Statler and Waldorf, two geriatric
hecklers; The Electric Mayhem, the ultracool house




Muppet Show, The

The Muppet Show, Gonzo, Kermit the Frog, Scooter, Fozzie Bear, Miss Piggy, Camilla, Animal, Dr Teeth, Rowiff, Dr. Bunsen
Statler & Waldorf, Beaker, 1976-81
Courtesy of the Everett Collection
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band; and Scooter, hired as Kermit’s gofer because his
uncle owned the theater. The show also featured count-
less other Muppets, from a 12-inch rat named Rizzo to
a seven-foot monster named Sweetums.

But Kermit was undeniably the glue that held these
lunatics together. As producer/host of Muppet Theater,
Kermit had the considerable task of keeping guests and
Muppets happy, fending off Miss Piggy’s advances,
bolstering Fozzie’s confidence after another joke fell
flat, and tolerating Gonzo’s bizarre stunts. As per-
formed by Henson, Kermit was the lone sane creature
in the asylum, the viewers’ bridge to world of The
Muppet Show, a small, green Everyman (Everyfrog)
just trying to do his job in the midst of gleeful crazi-
ness.

The partnership between Henson and Frank Oz pro-
duced such puppet pairs as Miss Piggy and Kermit,
Sesame Street’s Ernie and Bert, and Kermit and Fozzie
Bear. The two also teamed up for the Swedish Chef, a
Muppet with Henson’s voice and Oz’s hands, with hi-
larious results. Oz’s nasal boom was a perfect counter-
point to Henson’s gentle voice, and the two performers
complemented each other well. Other Muppet Show
puppeteers included Richard Hunt (Sweetums,
Scooter, Statler, and Beaker), Dave Goelz (Gonzo and
Dr. Bunsen Honeydew), Jerry Nelson (Floyd Pepper
and Lew Zealand), and Steve Whitmire (Rizzo the
Rat).

Both backstage and onstage, lunacy ruled at Muppet
Theater. Memorable sketches included pig Vikings pil-
laging towns while singing the Village People’s “In the
Navy,” one creature devouring another while singing
“I’ve Got You Under My Skin,” and the great ballet
dancer Rudolf Nureyev in a pas de deux with a human-
size lady pig.

Often, the guest stars were the perfect catalyst for
Muppet nuttiness. The frequently starstruck Miss
Piggy swooned at guest Christopher Reeve’s every
move; in another episode, she locked Kermit in a trunk
because guest Linda Ronstadt showed too much inter-
est in the little green host. Guest Gene Kelly thought
he had been invited just to watch the show; he stayed
backstage chatting with the rats until Kermit finally
convinced him to perform “Singin’ in the Rain” on a
near-perfect replica of the film’s street set. Victor
Borge and Rowlf the Dog played a piano duet. Diva
Beverly Sills gave Gonzo a lesson in the fine art of bal-
ancing a spoon on one’s nose.

During the first season, writes Christopher Finch in
his book Jim Henson: The Works, guest stars were
mostly personal friends of Henson or his manager,
Bernie Brillstein. But by the third season, popular per-
formers were practically lining up to appear with the
beloved puppets. The Muppet Show’s guest roster
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reads like a “Who’s Who” of late 1970s performers,
most notably Roger Moore, John Cleese, Harry Bela-
fonte, Dizzy Gillespie, Lynn Redgrave, Diana Ross,
Alice Cooper, Julie Andrews, George Burns, Joel
Grey, Steve Martin, Ruth Buzzi, and both Candice and
Edgar Bergen.

The Muppets’ TV history starts long before Sesame
Street. From 1955 to 1961, Henson’s Sam and Friends,
a five-minute live show, aired twice nightly on WRC-
TV in Washington, D.C. Sam and Friends afforded
Kermit’s debut; it also featured several Muppets that
did not make the cut for The Muppet Show. In 1961,
the Muppets began making regular guest appearances
on the National Broadcasting Company’s (NBC’s) To-
day. The following year, Rowlf made his debut in a Pu-
rina dog food commercial; in 1963, the affable canine
began regular appearances on The Jimmy Dean Show.
The Muppets also made regular appearances on The
Ed Sullivan Show from 1966 to 1971. In 1975, the year
Henson formed an agreement with Lord Lew Grade to
produce 24 episodes of The Muppet Show, Henson also
created an entirely new set of Muppets that were fea-
tured on Saturday Night Live in its first season.

During The Muppet Show’s heyday in 1979, The
Muppet Movie was released in the United States, be-
ginning the Muppets’ transition from TV to film. Sev-
eral movies featured The Muppetr Show cast, including
The Great Muppet Caper, The Muppets Take Manhat-
tan, The Muppets’ Christmas Carol, and The Muppets’
Treasure Island. Henson also produced several other
TV shows featuring the Muppets after The Muppert
Show ended: Fraggle Rock, focusing on an under-
ground community of fun-loving Fraggles, hardwork-
ing Doozers, and odious Gorgs; The Storyteller, which
aired only in England; Muppet Babies, a children’s
cartoon featuring baby versions of The Muppet Show’s
cast; and several other short-lived productions.

On May 16, 1990, Jim Henson died suddenly after a
short illness. He was 54 years old. The Jim Henson
Company continues to produce Muppet-related pro-
jects for film, television, and the stage. Frank Oz has
enjoyed a notable career as a film director, while Ker-
mit, Miss Piggy, and other Muppet characters regularly
appear on talk shows and other television programs as
well as in films.

JULIE PRINCE

See also Henson, Jim; Sesame Workshop

Puppeteers
Jim Henson
Frank Oz
Richard Hunt
Dave Goelz




Jerry Nelson

Erin Ozker (1976-77)
Louise Gold (1979-81)
Kathryn Muller (1980-81)
Steve Whitmire (1980-81)

Muppet Characters

Kermit the Frog (Henson)

Miss Piggy (Oz)

Zoot (Goelz)

Fozzie Bear (Oz)

Gonzo (Goelz)

Sweetums (Hunt)

Sam the Eagle (Oz)

The Swedish Chef (Henson and Oz)
Dr. Teeth (Henson) and the Electric Mayhem
Floyd (Nelson)

Animal (Oz)

Capt. Link Heartthrob (Henson)

Dr. Strangepork (Nelson)

Wayne and Wanda (1976-77)

Rowlf (Henson)

Dr. Bunsen Honeydew (Goelz)

Statler and Waldorf (Hunt and Henson)
Scooter (Hunt)

Beauregard (Goelz) (1980-81)

Murder, She Wrote

Pops (Nelson) (1980-81)

Lew Zealand (Nelson) (1980-81)
Janice (Hunt)

Rizzo the Rat (Whitmire) (1980-81)

Musical Director
Jack Parnell

Producers
Jim Henson, Jon Stone, Jack Burns

Programming History
120 30-minute episodes
Syndicated
1976-1981

Further Reading

Finch, Christopher, Of Muppets and Men: The Making of The
Muppet Show, New York: Knopf, 1981

Finch, Christopher, Jim Henson: The Works: The Art, the
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Henson, lim, The Sesame Street Dictionary: Featuring Jim
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Murder, She Wrote

U.S. Mystery

Murder, She Wrote, starring Angela Lansbury as ama-
teur sleuth and mystery writer Jessica Fletcher, has
been the only significant dramatic series on American
television to feature an older woman in the sole 