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Do you remember when you used to watch
Milton Berle every Tuesday night? Or
Bishop Sheen? How many Bowl games
can you watch at once®? When did you
start watching As the World Turns? Do
you remember Ed Murrow’s See It Now
and how he took off after Senator Mc-
Carthy? Is “I can’t believe I ate the whole
thing” your favorite commercial, or did it
drive you up the wall? When did Jack
Paar host the Tonight show? When did
America adopt Carol Burnett? And how
many hours did you spend watching the
Bicentennial Minutes? Do you think Bob
Hope is still emceeing the Academy
Awards, or are you one of the 35 million
still watching? What are the top 50 TV
shows of all time? And what is that stagger-
ing statistic on the viewing audience for
Roots?

Les Brown, the foremost historian of
television, in THE NEW YORK TIMES
ENCYCLOPEDIA OF TELEVISION not
only describes the careers of the medium’s
familiar and not-so-familiar actors, ac-
tresses, newscasters, producers, and di-
rectors—from the epic masterbuilders
such as William Paley and David Sarnoff
to heroines and heroes of the sitcom world
of Mary Tyler Moore and Norman Lear.
He guides the reader (and viewer)
through the labyrinth of behind-the-
scenes artistic, technical, financial, and
commercial components that provide the
simple image on the screen: the complex
organization of the networks, the inde-
pendent stations, public television, the

( continued on back flap )
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unions, and the interdependence with ad-
vertising agencies and their sponsors. Mr.
Brown presents penetrating analyses of
the critical economic and political develop-
ments that have changed the direction of
the medium, taking into account the in-
numerable pressures on the industry from
every area of society.

THE NEW YORK TIMES ENCYCLO-
PEDIA OF TELEVISION is the indispens-
able source book for the world of
television, the most comprehensive, au-
thoritative, clearest and highly readable
account of how the picture on the tube has
become the most powerful medium ever.

LES BROWN is TV analyst for The New
York Times and author of The Bu$ine$$
Behind the Box. He lives with his family
in Larchmont, New York.
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INTRODUCTION

What entered the national environment in
1948 was not a mere piece of furniture with
a captivating picture but a separate and new
environment with its own agenda, its own
laws of nature and its own idea of reality and
time. In television, kitchen dramas unfold in
30 seconds, whole lives in an hour, and two
centuries of a family’s history in eight nightly
installments.

The medium’s own history has similarly
telescoped time. Beaming 18 hours a day on
some 960 over-the-air channels and hundreds
more on cable-TV, television probably has
presented more shows, logged more hours of
performance and reached more people
cumulatively in its brief three decades than
have all the theaters together that ever ex-
isted on Broadway from the day the Indians
sold Manhattan. Eternities of game shows,
westerns, police melodramas and frank-
spoken comedies pass in six-year cycles. Su-
perstars are born in three weeks of a season
and hit series proclaimed in overnight rat-
ings.

The miracle of a television signal spanning
a whole community seems prehistoric, now
that the same signal insouciantly embraces
the world by microwave and satellites. In 30
years, by their mysterious regenerative pro-
cess, the networks — governments of leisure
time — among them have had almost as
many administrations as the United States of
America.

Changes in television occur by the day,
stifred by a hyperactive technology, a volatile
marketplace, the chessboard strategies of
broadcast companies and, to a lesser extent,
the incalculable shifts in public tastes. These
forces of change are themselves responsive to

new regulatory or legislative actions, judicial
decisions, the pressures of labor and public
interest groups and the influence of foreign
television systems.

Television thus has come to epitomize all it
advertises of the disposable culture that has
flowered since World War II. Like paper tow-
els and rented cars, television’s programs,
personalities, creative talent and executives
— serving viewers whose hours are often dis-
posable — enjoy a glorious moment of utility
and then, discarded, yield to the new supply.
This dedication of television to evanescence
is best exemplified by the curious fact that
network presidents, even the most talented,
once out of office never work in network tele-
vision again.

As film is said to be a director’s medium,
and the stage a writer’s medium, television is
an executive’s medium. The shapers of an
evening or a season, or of an entire value sys-
tem, have been business-suited men with ti-
tles of vice-president, president or chairman.
With rare exceptions, the triumphs and fail-
ures in television are theirs, decision-making
being the art of commercial broadcasting.

Eras in television therefore tend to go by
managerial names. Pat Weaver, Jim Aubrey
and Bob Wood, a:nong others, each stand for
a time in television; it was they who set the
tempos and the taste standards for the years
that spanned their terms as network presi-
dents. The Weaver era was one of creative
ferment and innovation, bringing forth the
talk show and the TV special; the era of Au-
brey made competitive scheduling a science
and the quest for maximum audiences a
mania; and Wood’s era extended the bounds
of permissibility in the medium.
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Television became a legitimate news me-
dium in the Edward R. Murrow era (he was
an executive as well as an on-screen figure),
and sports coverage was elévated in the
Roone Arledge era.

For a form of communications that is
chronologically an infant, television has
passed through numerous distinct periods
marked by such figures as General David Sar-
noff, Frank Stanton, Leonard Goldenson,
Robert Kintner, Robert Sarnoff, Louis
Cowan, Hubbell Robinson, Oliver Treyz,
Thomas Moore, John Schneider, Richard Sa-
lant, William McAndrew, Elton Rule, Her-
bert Schlosser, Arthur Taylor, Michael Dann,
Fred Pierce and Fred Silverman. Spanning
them all with his career, and unrivaled for
influence, has been the CBS patriarch, Wil-
liam Paley.

In television’s first managerial wave were
the electronics engineers, who implemented
the technology and built the stations. Then
came a wave of showmen who developed
television’s program forms and its artists and,
in general, spurred the proliferation of TV
sets. Next the salesmen, as conduits to the
money in a highly profits-oriented system.
And then, as broadcast companies grew and
sought to expand and diversify as businesses,
the wizards of finance. By the mid-70s, when
broadcast advertising was lush and millions in
profits were swinging on shares of audience,
the showmen appeared to be making a come-
back.

As for the public, until it found other ways
to express itself effectively in the 70s, its voice
in television was the ratings. A high or a low
rating told television executives just about all
they considered pertinent from those on the
other side of the tube. But a citizens’ move-
ment established itself in television’s third
decade, bringing about reforms in the indus-
try without seriously impairing the profitabil-
ity of broadcasting. Organizations in that
movement, such as ACT, NCCB and the
Office of Communication of the United
Church of Christ, may now be considered
fulltime components of the system, as ratings
continue to be.

Now comes Alternate Television on porta-
pak equipment, videodiscs, Betamax, ENG,
Ceefax, computer television, MDS, ITFS,
fiber optics and a fourth-nefwork movement.
The picture broadens even as the pace quick-
ens.

After more than 20 years of covering televi-
sion, first for Variety and then for The New
York Times, 1 have come to the point of want-
ing to stop its motion and freeze its time into
a single still picture. As one who frequently
combs the indexes of books and rummages
through clips from the Times’s morgue in
search of an elusive fact, I have endeavored to
fulfill my own wish for a book that would
bring together all the flickering parts of tele-
vision in stable print: the history, technology,
programs, stars, creative talents, executives,
special language, FCC regulations, landmark
legal cases, networks and station groups, in-
dustry organizations and unions, citizens
groups, syndication, cable-TV, pay-TV, public
television, the economics, the meaning and
mechanics of ratings, and the structure and
content of foreign broadcast systems.

My plan was to present this anatomy of tele-
vision as nearly as possible in lay terms and to
arrange it all alphabetically, instead of by sub-
ject area, to facilitate retrieval. Having done
that, I am struck now by the chance juxtaposi-
tions that illuminate television’s polarities
and limitless variety. After Milton Berle
comes Leonard Bernstein; after Ken Murray,
Edward R. Murrow; after Little House on the
Prairie and Little Rascals, Live from Lincoln
Center. After Red Channels, the Red Lion
Decision.

Once into the project I became keenly
aware of its pitfalls. Television kept marching
on, and entries that were written one week
had to be updated or revised the next. There
was so much to cover that something inevita-
bly would .be omitted through oversight.
Some of the decisions on the length of arti-
cles, and on what to include or not include,
were bound to be arbitrary. Obviously, not
every program nor every person who ap-
peared on television, or did significant work
in it, could be an entry. Where was the line to
be drawn? I decided that reference value and
prominence should be the guidelines and
that judgments would be made in consulta-
tion with a team of contributing experts.

For mechanical purposes, it was necessary
to establish a deadline for revisions: May 1,
1977. All topics, one hopes, are up-to-date as
of that date.

David Lachenbruch, one of the most know-
ledgeable reporters in the field of television
technology, served as expert on the technical
pieces and author of most of them. On those
pertaining to broadcast law, the chief con-
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tributor was Stuart Sucherman, a lawyer who
has worked for CBS and the Ford Foundation
and is now administrative vice-president of
WNET New York, as well as lecturer on
broadcast law at Hunter College. Richard C.
Block, who also spans the academic world
(Stamford University) and that of broadcast-
ing and has been steeped in all aspects of sta-
tion operations as the former head of Kaiser
Broadcasting, contributed extensively to the
material on stations, station groups, broadcast
organizations, UHF and regulatory proce-
dures.

Two veteran trade reporters who were col-
leagues of mine when I worked for Variety,
and who are among the most able news-gath-
erers in the field, gave of their expertise. Jack
Pitman, who now covers television from Lon-
don, contributed to the entries on foreign sys-
tems, international competitions, and British
programs, companies and officials. Bob
Knight of Variety’s New York staff was the
source of much of the material on American
producers, writers and directors.

Kathryn Moody gave valuable assistance as
chief researcher, organizer of the manuscript
and contributor to the entries on children’s
television. Avra L. Fliegelman, executive edi-
tor of the Broadcast Information Bureau, was
a key source of program information. Wini-
fred Gorlin, a former Massachusetts cable-TV
commissioner now with CBS, assisted on the
cable articles.

Karen Steffire, director of audience re-
search for WNET New York, served as consul-
tant on ratings entries. Howard Coleman,

onetime public relations executive for the
A.C. Nielsen Co. and now associated with the
Lutheran Broadcasting Commission, pro-
vided some of the material on ratings and
religious broadcasts.

John Abrams of The New York Times televi-
sion staff was a prime retriever of information
and the principal liaison with the Times’s
morgue. Charlotte Fairchild and Bruce
Janicke also chipped in on research.

Others helped in various ways: Ben Kuba-
sik, Bob Bernstein, John Sann, Martin
Umansky, Dawson (Tack) Nail, Kay Koplov-
tiz, Panny Thomas, the press departments of
the networks, the Television Information
Office, PBS, WNET and the A.C. Nielsen Co.
My family offered clerical help, moral sup-
port and afternoon tea for sustenance.

I am indebted to the broadcast industry’s
excellent trade press — Broadcasting Maga-
zine, Television Digest, Radio/TV Age, Vari-
ety — and to such special publications as The
Broadcasting Yearbook, the Television Digest
Factbook and the BIB source book, Series,
Serials and Packagers. Also to the authors of
more than a score of books, listed in the Bibli-
ography, against which facts were checked
and, in many cases, from which facts were
exclusively gotten.

Accuracy is always a concern, and in an
encyclopedic work it is an obligation. I wish
it were possible to warrant that every detail
here is exact and that every piece is as com-
plete as it should be. We who wrote and re-
searched this, while television’s mighty
bonfire burned on, offer our disclaimer.

Les Brown
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AA RATING (Average Audience) — a mea-
sure of the size of a program’s audience; it is
expressed as the percentage of all TV
households in the survey area tuned to a tele-
cast in the average minute. Thus, an AA rat-
ing of 24.2 means that an average of 24.2% of
all TV households in the survey area were
viewing at any point in the program.

Because the universe is constant — all TV
households in the survey area, whether it be
the national market or a local one — an AA
rating can be translated directly into the
number of households that were tuned in.
Advertisers usually refer to the AA rating to
determine how many people watched their
commercials.

The TA (Total Audience) rating differs from
the AA in that it represents the total number
of different homes that watched all or part of
a telecast for six minutes or longer. Unlike an
AA rating, the TA is not an average but rather
is a measure of the cumulative audience —
that is, all those who watched some of the
program, even if they tuned out.

A comparison of the TA and AA ratings for
any given telecast usually indicates how well
it was liked. When there is no great disparity
between the two rating indices (the TA will
always be somewhat larger), it may be con-
cluded that viewers who tuned in enjoyed the
program because they remained with it. A
wide difference, however, suggests that the
program did not satisfy viewer expectations.

See also Cume, Pocketpiece, Rating.

AAA RATE — a station’s designation for its
most expensive commercial positions, usually
those in the highest-rated time periods. The
conventional price classifications are passing

from use, however, because of the rapidly
fluctuating prices for commercial time. The
practice at most stations now is to quote rates
according to specific rating and demographic
information.

(AAAA) AMERICAN ASSN. OF ADVERTIS-
ING AGENCIES — national organization
for ad agencies founded in 1917 to improve
agency business and advance the cause of ad-
vertising as a whole. Today it has a member-
ship of 385 agencies, all of which must adhere
to the 4-A codes for agency service and stan-
dards and practices.

AARON, CHLOE — senior v.p. of program-
ing for PBS since June 1976. For the five pre-
vious years she was director of the public
media program of the National Endowment
for the Arts. Earlier, she had been a freelance
writer specializing in film and TV.

AARON, JOHN A. (d. 1972) — co-producer
with Jesse Zoussmer of Edward R. Murrow’s
Person To Person (1953-60). Earlier he had
been a journalist with CBS.

ABC — youngest of the networks and for
most of its years the weak sister of the three,
although its fortunes began to change in 1976
with a new management team that brought
in a rash of hit programs in prime time. By the
end of the 1976-77 season, ABC had become
the No. 1 network in the peak viewing hours
with the largest rating advantage ever
amassed by a network over its competitors.
The swing from third place to first was es-
timated to have been worth around $60 mil-
lion in profits.
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But for most of its history, ABC perennially
ran last and was forced continually to find
new ways to compete. These efforts on sev-
eral occasions created dramatic changes in
television: It was ABC that brought the major
Hollywood film studios into TV production,
causing all television to jettison live programs
for film; and it was ABC that opened prime
time to participating advertising in the 60s,
signaling the end of program sponsorships.

Even while enjoying extraordinary success,
ABC broke new ground in the medium in
February 1977 with the unusual scheduling
tactic for Roots, the 12-hour serialization of
the new novel by Alex Haley which attracted
the largest single-night audience, as well as
cumulative audience, for any entertainment
program in the history of television. By airing
the full adaptation over eight consecutive
nights, ABC demonstrated that the practice
of playing a series in weekly installments was
only a tradition and not a commandment of
television etched in stone.

ABC is the offspring of two government-
ordered divestitures, the breakup of NBC’s
two-network system of radio in 1943 and the
divorcement of Paramount Pictures from its
theaters division, creating United Paramount
Theaters. The newly liberated theater chain
and the young network merged in 1953 and
proceeded to build a TV network, scrambling
with the equally weak DuMont network for
affiliates from the relatively few stations not
linked with CBS and NBC. DuMont eventu-
ally folded.

The history of ABC has been the history of
a struggle for economic survival against the
two powerful and well-entrenched networks
that simply carried over their strongest affilia-
tions from radio to TV. But ABC’s fortunes
improved markedly in the 70s when televi-
sion advertising expanded sufficiently to sup-
port three networks lavishly. By the mid-70s,
ABC had established a sturdy management
cadre and a body of successful programs to
serve as a foundation for its schedule. It had
begun to achieve results with its campaign to
woo away affiliates of CBS and NBC in sec-
ondary markets, with the aim of bringing up
its distribution strength to that of its rivals.
And it achieved ratings parity with the other
networks in daytime and nighttime, even tak-
ing over first place in prime time during
1976. ABC continued to lag behind only in
news and late-night programing.

But for the first two decades of its existence,

ABC was the lone captive of network televi-
sion’s poverty cycle. Having fewer stations
than its rivals and fewer powerhouse shows to
bring over from radio, it drew smaller audi-
ences and was perpetually on the lean end of
what was then called “a 2%-network econ-
omy.” The best-known movie, radio and re-
cording stars who decided to go into TV in-
variably chose to go with CBS or NBC.
Packagers and advertising agencies that de-
veloped shows which promised to be hits
rarely risked taking them to the third-place
network. Thus, in the years when star power
was what counted in prime time, ABC had no
access to it to climb out of the depths.

The network survived on expedient moves
and the exploitation of fads. Unable to sign
stars, it turned instead to the major film stu-
dios for products and made a significant im-
pact in 1955 with shows from Walt Disney
and Warner Bros. It also developed an un-
wanted tradition of bringing in shows that
had great appeal one season and very little a
season or two later (Batman, for example),
the result of aiming them at teenagers, whose
tastes are notoriously fickle.

Burdened always with a large roster of low-
rated shows, ABC was saved finally by the
prime time access rule, which confined the
networks to three hours of programing in
the peak hours, forcing them to cut back their
schedules by 30 minutes a night in 1971. This
enabled ABC to slough off seven failures and
shore up its finances. The network then was
able to build its evenings around its most de-
pendable programs, principally movies,
Movie of the Week, and Monday night foot-
ball.

History — Edward J. Noble, the maker of
Life Savers Candy, created ABC in 1943
when he purchased the Blue Network, which
NBC was forced to shed. Ten years later, the
network entered into a $25 million merger
with United Paramount Theaters, whose
president, Leonard Goldenson, became pres-
ident of the new company, AB-PT. (In the
late 60s, the corporate name was changed to
American Broadcasting Companies, Inc., of
which the American Broadcasting Co. was
a division). Noble became chairman of the
finance committee and Robert E. Kintner re-
mained president of the broadcast division.

At the time, the company owned two TV
stations in major markets and shared owner-
ship in a third. Problems abounded on every
front — programs, sales and affiliates, al-
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though the last was eased somewhat when
the DuMont Network dropped out in 1955
and as more and more new stations went on
the air (unfortunately for ABC, many of them
on UHF). Goldenson’s deal with Disney —
his motion picture background paying off
— gave the network its first big lift. The first
show, Disneyland (which later became The
Wonderful World of Disney when Kintner
joined NBC and lured it away), was a substan-
tial hit, and the second, The Mickey Mouse
Club, created a sensation with children in the
early evening and gained secondary affilia-
tions for ABC in most of the two-station mar-
kets committed to CBS and NBC.

With the Warner Bros. array — Cheyenne,
77 Sunset Strip, Hawaiian Eye, Surfside 6,
Maverick — the ABC network began making
a profit for the first time, but soon enough it
was beaten at the film game by the other net-
works. NBC came up strong with programs
from Universal, and CBS with shows from an
assortment of Hollywood studios.

ABC’s attempt to keep up with its rivals in
news, meanwhile, proved costly. From 1963
through 1971 the network failed to make
money in any single year, and in fact lost
more than $100 million before taxes in that
span, although its five owned stations were
extremely prosperous as a separate division.
The network’s financial problems were ex-
acerbated by the need to equip for color in
1965, in order to keep step with the other
networks. As long as NBC had been the only
all-color network, it was acceptable for ABC
to remain black & white; but when CBS
joined NBC, the third network was forced to
go along.

The enormously expensive conversion to
color prompted ABC to sell off some of its
properties and its investment in Disneyland,
and the hard-pressed company in 1965
agreed to a merger with the giant interna-
tional conglomerate ITT. The FCC approved
the merger by a 4-3 vote in December 1966,
but the Justice Department called for a re-
opening of the case and asked the commission
to hold hearings. The FCC ordered a rehear-
ing in March 1967, and in the meantime ITT
extended ABC a loan of $25 million to help it
through its critical cash shortage. The FCC
again voted to approve the merger but or-
dered a 30-day delay for Justice to decide
whether to appeal. When the JD decided it
would appeal — essentially objecting to a
multinational company controlling a power-

ful news medium — ITT decided, in January
1968, that it had had enough of government
obstruction and canceled the merger.

This made ABC ripe for attempted take-
overs. Reclusive billionaire Howard Hughes
offered $50 million in 1968 for working con-
trol of ABC and was rebuffed. Goldenson was
also able to thwart a move for control by in-
dustrialist Norton Simon. ABC reorganized
the management of its broadcast operations,
naming Elton H. Rule president of the net-
work, and raised financing through a convert-
ible bond issue.

Throughout the difficult period, ABC con-
tinued to improve its competitive standing in
a single program area, sports. The aggressive
and imaginative leadership of Roone Ar-
ledge, president of ABC Sports, was largely
the reason; another was the logistical genius
of Julius Barnathan, head of engineering and
operations who designed and arranged most
of the coverage. The ABC program envied
most by the other networks, and the one they
were unable to copy adequately, was the pop-
ular fringe-time omnibus Wide World of
Sports. In 1970, Arledge ran a large gamble
by signing a long-term contract for Monday
Night Football, dealing ABC into the presti-
gious NFL events. Football had been a sport
for weekend afternoons, and no one could be
sure that the games would attract the neces-
sary audience on Monday night. They did,
and Monday Night Football proved a tre-
mendous coup for ABC, which never before
had been able to mount a successful Monday
night schedule.

Although it was NBC that innovated the
made-for-TV movies, with Universal TV pro-
ducing them, ABC for once beat another net-
work at its own game. With Barry Diller as
the executive. in charge (he later went on to
become chairman of Paramount Pictures),
ABC initiated Movie of the Week as a 90-
minute entry, comimissioning films from a
range of major studios and independents at
half what NBC paid Universal for the 2-hour
shows. It was so successful that the network
added a second MOW.

But ABC’s progress in these areas came to
naught when the 1974 season opened, with
ABC’s schedule a colossal disappointment. In
November, the network’s cagiest programer
and strategist, Frederick Pierce, was elevated
to president of ABC Television, and with a
number of deft maneuvers he immediately
reversed the network’s downward trend. The
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following year, Pierce hired away from CBS
its program chief, Fred Silverman — notable
for the fact that top executives almost never
moved “backward” to ABC. Together, Pierce
and Silverman improved ABC’s ratings in the
fall of 1975 and then made midseason
changes which shot the network ahead of its
rivals. Wall Street became bullish about
ABC’s prospects.

Structure — ABC Inc. owns the network;
five TV stations which comprise the most
profitable 0&o station group; ABC Radio with
four network services, 7 AM and 7 FM sta-
tions; a chain of 266 motion picture theaters;
a recording company and a chain of retail
shops; a scenic and wildlife division operating
tourist attractions; a motion picture produc-
tion division; and a publishing division spe-
cializing in farm magazines, Prairie Farmer,
Wallace’s Farmer and Wisconsin Agricul-
ture.

Corporate management consists of the
chairman, Goldenson; the president, Rule;
and a senior v.p., Everett Erlick. On the next
tier are the various divisions, whose presi-
dents report to Rule.

The president of ABC Television super-
vises the network, ABC News, the owned TV
stations, the spot sales division, ABC Sports
and ABC Entertainment, and ABC Opera-
tions, each of which has its own president.
Unlike the situation at the other networks,
TV programing is not a department equal to
sales and affiliate relations but rather a sepa-
rate company, ABC Entertainment, equal to
the network itself.

“ABC CLOSE-UP” — a series of monthly
ABC News documentaries begun in 1973
under the supervision of Av Westin and pass-
ing in 1976 to Marlene Sanders. Titles in-
cluded Crashes: The Illusion of Safety; Dan-
ger in Sports: Paying the Price; Food: The
Crisis of Price; Firel; The CIA; and Prime
Time: The Decision Makers.

ABC OWNED TELEVISION STATIONS
— a group founded by the American Broad-
casting Co. in 1948 consisting of stations in
five major cities, all with an identical channel
number, 7. Those channels were available be-
cause, in the early years, many broadcasters
believed that “high band” channels (those be-
ginning with Channel 7) were inferior to
those on the low band and undesirable. In
fact, the ABC o&os were highly profitable

and supported the ABC network through the
two decades during which it operated in the
red. They became even more profitable in
the 70s, when their convivial approach to
newscasting — a style known as “eyewitness
news” or, sometimes derisively referred to as
“happy talk news” — elevated them to lead-
ing positions in their markets.

The stations are WABC-TV New York,
WLS-TV Chicago, WXYZ-TV Detroit, KABC-
TV Los Angeles, and KGO-TV San Francisco.
The first three went on the air in 1948, the
latter two ‘in 1949. Richard A. O’Leary has
been president of the division since 1970.

“ABC STAGE 67” — hour-long weekly an-
thology series created in the fall of 1966 for
experimentation with new fotms of program-
ing and new talent. Little came of the ven-
ture, however, since its offerings received
only moderate critical approval and generally
unimpressive ratings. The series opened with
an original film drama featuring Alan Arkin,
The Love Song of Barney Kempinski, and
over its course presented programs with such
titles as The Kennedy Wit, The Bob Dylan
Show, The Anthony Newley Show, Rogers ¢»
Hart Today, Noon Wine, The Many Worlds of
Mike Nichols, The Legend of Marilyn
Monroe, and An Essay on the American Jew.
Hubbell Robinson, the former head of pro-
grams for CBS who had been responsible for
Playhouse 90, was executive producer of the
series.

ABOVE THE LINE/BELOW THE LINE
— terms for the general types of television
production costs. On the budgeting sheet, a
line separates the constants and the variables.
Technical expenses are listed below the line
and generally are determined by union re-
quirements, so that they are virtually fixed
costs; creative expenses are written above the
line and may range widely according to terms
made with writers, directors and producers.

For most network television programs of a
specified length, the below-the-line costs are
standard. They involve the basic technical
staff, camera unit, electrical unit, music,
wardrobe, makeup, props, set design, special
effects, editing, laboratory processing, trans-
portation, and the cost of film stock.

The venturesome area is above the line. A
script property may involve the payment of
literary rights or may be a modest original
purchased at Writers Guild scale. The direc-
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tor may be famous and highly expensive or a
journeyman who works for the going rate.
The program may have a small cast with few
salaries or a large cast with many. The differ-
ence between a superstar and a relatively un-
known actor can amount to $20,000 or more
per program, or even a percentage of the
profits. The producer may be extravagant or
resourceful with regard to his concept of the
production and his administrative style. Loca-
tion and night shooting are extra, as are elabo-
rate special effects.

For a typical half-hour television program
of modest pretensions, the above-the-line
costs will exceed the below-the-line by
around 25 per cent.

The costs for promotion, program testing
and the rental of facilities are listed separately
as a third general category.

ABRAHAMS, MORT — TV producer in the
50s and 80s. He was executive producer of
Producers Showcase on NBC (1956) and of
Suspicion (1958). His producing credits in-
cluded Target, The Corrupters (1961) and
Route 66 (1962).

ACADEMY AWARDS TELECAST
(“OSCAE SHOW?”) — biggest of the TV
awards shows and annually one of the me-
dium’s most potent special events, nearly al-
ways ranking among the top-rated shows of
the year, despite the late hour of the broad-
cast in the East, usually 10 or 10:30 p.M.

The first national telecast of the Oscar cere-
monies was provided by NBC on March 19,
1953, although the awards had been covered
on local Los Angeles stations in years before,
as well as on network radio. NBC continued
to televise the event through 1960, when
ABC acquired the rights. After 10 years on
ABC, the Oscars went back to NBC for five
(1971-75) and then returned to ABC.

The Oscars have had the appeal of sus-
pense, glamour, the unpredictability of live
TV and a procession of stars whose dress or
deportment might be the stuff of gossip. Al-
though the TV Emmy Awards would seem to
have comparable attraction, in fact those cer-
emonies have been less an event in audience
terms and on the whole less successful as pro-
grams. Largely this is becauge the quality and
variety of TV programs make for an excess of
categories, which tends to dilute the sus-
pense, even when not causing confusion.

While the Oscar presentations have under-

gone changes year by year, the performer
most closely associated with the ceremonies
has been Bob Hope, who has been emcee
more than 15 times, including the years be-
fore TV coverage, when the awards were
broadcast on radio. The comedian had served
as host for five consecutive telecasts (1958-
62) and sporadically thereafter.

A rating history of the Oscarcasts, at five-
year intervals but including 1976 and 1977,
follows:

Date  Network Total Share  Total

Audience Audience
Ratings Homes*
3/19/53 NBC 49.7 76 10.9

3/26/58 NBC 53.4 76 22.7
4/8/63 ABC 51.5 71 25.6
4/10/68 ABC 471 67 26.4
3/27/73 NBC 50.1 68 32.5
3/29/76  ABC 52.0 64 36.1
3/28/77 ABC 50.0 63 35.6

* Changes in the ratio of ratings to homes are the
result of population growth; shown in millions.

ACADEMY OF TELEVISION ARTS &
SCIENCES — See Emmy Awards, NATAS.

ACCOUNT EXECUTIVE — the established
euphemism for a time salesman at the net-
works or stations. As a title it has the effect of
putting him /her on a par with account execu-
tives at advertising agencies, those in charge
of client accounts.

ACE, GOODMAN — one of the radio era’s
most successful comedy writers. He made the
transition to television in 1952, working first
for Milton Berle and later for the Perry Como
and Sid Caesar shows. That he was adaptable
to the vastly differing styles of Berle and
Como—one brash and slapstick, the other
relaxed and low-key — was the essence of
Ace’s success. He did little TV writing after
the 1950s.

Ace gained his fame in radio chiefly as the
straight-man opposite his wife Jane in their
popular programs The Easy Aces and Mr. Ace
and Jane, both of which he wrote. The pro-
grams were noted for the malapropisms
freely dropped by Jane Ace, such as “aragged
individualist” and “The Ten Amendments.”

ACHROMATIC — a type of lens used for
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color cameras which is free from unwanted
color reflections and fringing.

ACKERMAN, HARRY — head of produc-
tion for Screen Gems from 1958 through the
60s and previously a program executive for
CBS. At Screen Gems he was executive pro-
ducer of Bewitched, Hazel, Temperature’s
Rising, The Paul Lynde Show, and numerous
others.

ACROSS-THE-BOARD — scheduled every
day, or every weekday, at the same time: ap-
plicable to both commercials and programs.
The synonym stripped is now more com-
monly used.

ACTION FOR CHILDREN’S TELEVISION
(ACT) — a national citizens group formed in
1968 by four women in Newton, Mass., which
from the beginning has been extraordinarily
effective in pressuring the television industry
for reforms in children’s programing and ad-
vertising. Largely through ACT’s early efforts
in calling attention to the violence and com-
mercialism in Saturday morning children’s
programing, the networks shifted to more
wholesome shows and cut back commercial
announcements from 16 minutes an hour
eventually to 9% minutes.

ACT produced literature, games and con-
sumer kits designed to discourage heavy
television viewing of inferior shows and
to alert parents and children to healthier
kinds of food than that advertised on tele-
vision.

In 1974, having failed to persuade the FCC
to adopt a set of hard and fast rules for chil-
dren’s television, ACT sued to force the com-
mission to turn its policy statement for chil-
dren’s television into a set of regulations that
would affect license renewals. See also Chil-
dren’s Television, Broadcast Reform Move-
ment,

“ACTION NEWS” — a style of local news-
casting in the 70s that placed a heavy empha-
sis on newsfilm and on the “realism” of the
newsroom: newsmen in shirtsleeves and re-
porters typing in the background. Some also
feature an ombudsman or problem-solving
service for viewers. “Action News” formats
usually involved joshing among the reporters
and informal exchanges that strived for
humor. Although it was not TV’s noblest con-
tribution to journalism, the style was popular

and won audiences for stations. See Eyewit-
ness News

ACTUALITIES — programs or program
segments covering real events of historic or
journalistic value. Newsreel footage and
documentaries covering unrehearsed or
unarranged occurences are actualities; those
involving setups are not.

A.D. (Assistant Director) — detail man on set
or location and aide to the TV director in the
studio. The job is an apprenticeship for di-
recting.

“ADAMS CHRONICLES, THE” — ambi-
tious historical-drama series on PBS produced
by WNET New York for the Bicentennial; it
not only won critical praise but drew the larg-
est audiences ever for a PBS series. In addi-
tion, the series inspired a college-credit ex-
tension course designed by Coast Community
College District in Costa Mesa, Calif., and off-
ered by around 400 colleges around the coun-
try.

A series of 13 one-hour programs on four
generations of the family descended from
John and Abigail Adams, Chronicles covered
American history, from the viewpoint of the
Adamses, from 1750 to 1900. It premiered on
PBS Jan. 20, 1976 and was repeated that fall.
The series was produced with meticulous at-
tention to historical and cultural detail, using
as its source The Adams Papers, letters, diar-
ies, and journals written by members of the
Adams family and preserved by the Massa-
chusetts Historical Society. Various scholars
quarreled with the historical accuracy of the
series, but the producers maintained that,
while it was never intended as objective his-
tory, it was faithful to The Adams Papers.

The program was conceived and produced
by Virginia Kassel through WNET New York,
which aspired to create a dramatic series
equal in scale and quality to those imported
from the BBC. The project raised $5.2 million
in grants from the National Endowment for
the Humanities, the Andrew Mellon Founda-
tion and the Atlantic Richfield Co.

Nine playwrights wrote the scripts: Anne
Howard Bailey, Sam Hall, Roger O. Hirson,
Ian Hunter, Corinne Jacker, Millard Lampell,
Tad Mosel, Phillip Reisman Jr. and Sherman
Yellen. The directors were Paul Bogart,
James Cellan Jones, Fred Coe, Barry Davis,
Bill Glenn and Anthony Page. Jac Venza, di-
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rector of performance programs for WNET,
was executive producer.

The large cast included George Grizzard,
Nancy Miarchand, Leora Dana, David Birney,
Peter Brandon, John Houseman, Pamela Pay-
ton-Wright, Katharine Houghton, Kathryn
Walker and John Beal. Narrator for the series
was Michael Tolan.

Adam 12: Martin Milner and Kent McCord

“ADAM ~2” — half-hour, low-key pclice se-
ries on N3C (1968-75) about the day-to-day
activities of two Los Angeles Police Depart-
ment officers who ride a patrol car identified
as Adam-12. It featured Martin Milner and
Kent McLCord and was produced by Jack
Webb’s Mark VII Productions and Universal
TV.

ADAMS, DAVID C.— leading corporate
figure at MBC, member of its board of direc-
tors since 1958, and chairman from 1972-74.
Disdaining public prominence, Adams pre-
ferred to serve in the background as high
councellor and grey eminence, with titles
such as vice-chairman or executive v.p. His
judgment was brought to bear on a wide
range of NBC management matters and gen-
eral industry problems, as well as in formulat-
ing NBC’s position when it was called to tes-
tify before: congressional committees or the
FCC.

Alawyer, he came to NBC in 1947 from the
staff of the FCC. Working initially in the legal
area, he shortly moved into the corporate
sphere and in 1956 became executive v.p. for
corporate relations. Except for a year’s leave
of absence in 1968, he has been involved in
NBC policy decisions ever since.

ADAMS, EDIE — attractive comedienne

who became known through sketches with
her husband Ernie Kovacs during the late
50s. When Kovacs died, she made frequent
guest appearances and in 1962 had her own
series, Here’s Edie. ’

“ADDAMS FAMILY, THE” — live-action
situation comedy based on the macabre car-
toon characters of Charles Addams. It had a
moderately successful run on ABC (1964-66).
Produced by Filmways, it featured Carolyn
Jones, John Astin and Jackie Coogan.

AD HOC NETWORKS — temporary hook-
ups of stations, nationally or regionally, for a
single specific purpose, usually the distribu-
tion of a sports event or entertainment pro-
gram in behalf of a sponsor. Such occasional
networks enlist affiliates of ABC, CBS and
NBC as well as independent stations, the
lineup differing for each event. Network affili-
ates are usually won by the inherent appeal of
the event and by the fact that ad hoc net-
works either barter the shows or pay a higher
rate of compensation than the commercial
networks, usually 40% or more of ratecard for
the time period. Some of the better-known
part-time networks are the Hughes Televi-
sion Network, TVS, Mizlou and the MGM
Family Network. See also Hughes Television
Network.

ADI (AREA OF DOMINANT INFLU-
ENCE) — a means by which a television sta-
tion’s market is defined for ratings and sales
purposes. Each ADI market consists of all
counties in which the home market stations
receive a preponderance of their viewing.
Each county in the U.S. belongs only to one
ADI, so that the total of all ADIs represents
the total number of TV households in the
country.

The system of ADI allocations was intro-
duced in 1966 by Arbitron, one of the rating
services, and the concept has become stan-
dard. ADI rankings and population data
(households, TV households, persons, pene-
tration of cable-TV, multi-set households,
etc.) are revised every year to reflect popula-
tion shifts. The A.C. Nielsen Co.’s equivalent
of the ADI is the DMA (Designated Market
Area).

In the 1974-75 report, the Kansas City ADI
consisted of 30 counties in both Missouri and
Kansas; it ranked 23d among the 207 desig-
nated ADIs in the U.S., and its potential audi-




ADJACENCIES - 8

ence represented .91% of all viewing
households in the country. In the 1976-77
report, there were 208 designated ADIs, and
Kansas City dropped to 26th in rank.

New York City, the No. 1 ADI, with 29
counties in New York, New Jersey, Connecti-
cut and Pennsylvania, represents 9.01% of
the viewing households in the U.S.

The largest ADIs in the 197677 report are,
in order, New York, Los Angeles, Chicago,
Philadelphia, San Francisco, Boston, Detraoit,
Washington, D.C., Cleveland and Dallas-Ft.
Worth. Together, the ten cover slightly more
than one-third of the potential viewing popu-
lation in the U.S. See also DMA.

ADJACENCIES — sales term referring to
commercial spots following and preceding a
particular program, or local spots for sale ad-
jacent a network show, which usually carry
high rates.

ADMINISTRATIVE LAW JUDGE (previ-
ously known as hearing examiner) — a mem-
ber of the FCC staff responsible for conduct-
ing hearings for mutually exclusive license
applications involving a problem at renewal
time. After hearing testimony from parties of
interest, usually with the aid of counsel, and
on considering the evidence submitted, the
ALJ issues an Initial Decision, which is re-
viewed directly by the commission. The ALJ
decisions are not binding on the commission
and frequently are overturned in the final de-
cision.

The Nelson family:
Harriet, David, Ricky, and Ozzie

“ADVENTURES OF OZZIE AND HAR-
RIET, THE” — long-running family situa-
tion comedy on ABC (1952-66) whose princi-

pals were actually a family, that of Ozzie
Nelson, a former bandleader, and Harriet Hil-
liard, a former band singer. Their two sons,
Ricky and David, grew up on the TV series
and eventually were joined by their wives.
When the series ended, the sons were
launched on show business careers of their
own., '

“ADVENTURES OF ROBIN HOOD” —
one of the first British series to play success-
fully on American TV. Starring Richard
Greene, it was produced by Sapphire Films
Ltd. in- England and was carried by CBS
(1955-58).

“ADVENTURES IN PARADISE” — an
hour-long ABC adventure series (1959-62)
about the skipper of a small schooner in the
South Pacific and based loosely on the fiction
of James Michener. It starred Gardner
McKay and was produced by 20th Century-
Fox TV. McKay later became a writer.

“ADVENTURES OF JIM BOWIE” — ABC
western series (1956-58) on the famed pio-
neer and frontiersman who invented the
Bowie ‘knife. Scott Forbes played the title
role, and Louis Edelman produced for Jim
Bowie Enterprises.

“ADVENTURES OF RIN TIN TIN” —
ABC series (1954-57) based on the movies of
the canine hero, produced by Screen Gems
and featuring Rin Tin Tin, Lee Aaker, Jim
Brown, and Joe Sawyer. The series was re-run
on ABC (1959-61) and then on CBS (1962
64). Tinted in sepia with new wraparounds, it
was revised for syndication in 1976 and bar-
tered by SFM Media Services.

ADVERTISING COUNCIL — joint body of
the AAAA, the ANA and major media repre-
sentatives, through which major public ser-
vice projects are developed and channeled
through media and advertisers for support.

ADVISORIES — warnings or notices on the
screen that the subject matter of a program
may be for adults only or otherwise unsuit-
able for general audiences. Advisories came
into use during the early 70s, chiefly with the
showing of theatrical movies that had been
rated R. They were used more extensively in
1975 for all types of programing, in response
to a growing national concern about the so-
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phistication of prime time programs. Their
use became required practice with adult-ori-
ented programs under the Television Code
amendment for family-viewing time, and
they were continued by the networks al-
though a California Court ruled the code
amendment illegal. See also Family Viewing
Time.

“ADVOCATES, THE” — essentially a de-
bate series, produced for PBS on an alternat-
ing basis by KCET Los Angeles and WGBH
Boston, from 1969-73. The series sprung
amid cnticism from the Nixon Administra-
tion that TV, in general, was coloring the is-
sues with a liberal bias and that public TV was
not giving adequate voice to conservative
views. A creature of those pressures, The Ad-
vocates allowed both sides of a public issue to
be argued in courtroom fashion, live, by ex-
pert representatives. The series was pro-
duced on grants from the Ford Foundation.

AFFILIATE —. a station serving as a link in
a netwuork by carrying 10 or more hours of its
programing every week. Stations aligned to a
network for most of its schedule are known as
primary affiliates; those contracted on a part-
time basis are secondary affiliates.

AFM {(AMERICAN FEDERATION OF
MUSICIANS) — large and powerful union
(AFL-CIO) with 725 chaptersin the U.S. and
Canadz. Its TV contracts involve few individ-
ual stations and are mainly with networks and
group owners. During the radio era, AFM
had fought a famous battle to prohibit stations
from wding prerecorded music but lost when
a Federal court, in 1940, ruled that a musi-
cian’s rights to recorded music ended with
the sale of the record.

“AFRITA” — four-hour documentary by
ABC Mews examining Africa in the modern
world, to which the network devoted a full
evening in 1967 as the opening night event of
the fall season. The longest single program
produeed for U.S. TV at the time, ithad been
more than a year in production with six film
crews assigned to the project. Although lav-
ishly promoted, and despite the popular ap-
peal of Gregory Peck, who narrated, it drew
modest ratings.

Jamés Fleming was executive producer and
Blaine Littell, who had covered Africa as a
correspondent, was the project producer.

Others who figured prominently in the pro-
duction were Eliot Elisofon, Richard Siema-
nowski, Leon Gluckmas, Edward Magruder
Jones and William Peters. Alex North com-
posed the original score. The program was
later syndicated by Worldvision as four one-
hour specials.

“AFTERNOON PLAYBREAK” (also used
the title of ABC Matinee Today) — series of
90-minute daytime drama specials which
began on ABC in 1972. They were produced
by studios such as Universal, MPC, Filmways
and Screen Gems, some on film and some on
tape. Titles included Alone With Terror,
Heart In Hiding, Can I Save My Children?,
The Things I Never Said, and Oh! Baby, Baby,
Baby.

“AFTERSCHOOL SPECIALS” — occasion-
al series on ABC of quality productions for
children, produced at a rate of three or four
a year since the premiere in 1972. Most of the
programs have been widely praised and sev-
eral have won awards. The shows include The
Skating Rink, Santiago’s America, Sara’s
Summer of the Swans, William (readings
from Shakespeare) and My Dad Lives in a
Downtown Hotel.

AFTRA (AMERICAN FEDERATION OF
TELEVISION AND RADIO ARTISTS) —
broadcast performers union (AFL-CIO)
founded in August 1937 as AFRA (radio art-
ists), adding the “T” in 1952 after a merger
with the Television Authority. The Television
Authority had been formed by the American
Guild of Variety Artists, Actors” Equity, Cho-
rus Equity and the American Guild of Music
Artists to represent their membership in the
new electronic medium.

With AFTRA representing performers in
live TV and Screen Actors Guild those in
filmed TV programs, a jurisdictional dispute
developed with the advent of video tape.
SAG contended it was a new form of film, and
AFTRA insisted the intent of tape was to pre-
serve a live performance. AFTRA prevailed,
but the two unions have been discussing the
possibility of a merger ever since.

AFTRA staged a 13-day strike against the
networks in March 1967, chiefly over a con-
tract for new employees at the network-
owned stations, and in the fall of that year the
union briefly honored the picket lines of a
technical union, NABET.

r— - rr




AGENCY COMMISSIONS - 10

AGENCY COMMISSIONS — sums rebated
by media to advertising agencies for time or
space purchased on behalf of an advertiser.
The standard amount is 15% of the total pur-
chase. These commissions provide the basic
income for ad agencies, although some agen-
cies represent certain clients on a fee basis.

AGENT — one who represents an artist for a
commission of 10% of the negotiated fee and
is in direct contact with networks, producers
and/or advertiser. The artist — whether per-
former, writer or director—is usually
reached by the network or production com-
pany first through the agent, who often pre-
sents the basic outlines of the project. Agents
are selective about whom they represent and
are often the key to getting a start in show
business. See also Packager.

AGNEW’S ATTACK ON TV NEWS— a
televised speech by Vice-President Spiro T.
Agnew (Nov. 13, 1969) before a Republican
party conference in Des Moines which be-
came the opening shot in a continuing assault
on the credibility and integrity of network
news by the Nixon Administration. Agnew,
who up to that point was scarcely known to
the public, became thereafter the leading
White House critic of the media.

The networks actually were responsible for
the wide circulation the Des Moines speech
received. In the belief that they would be
ventilating an important issue that concerned
them, the three networks — in carrying the
speech live — in effect force-fed it to the
viewers. And the fact that Agnew was ad-
dressing a partisan group which applauded
everything he said undoubtedly heightened
his effectiveness with the TV audience.

“The purpose of my remarks tonight is to
focus your attention on this little group of
men who not only enjoy a right of instant
rebuttal to every presidential address, but,
more importantly, wield a free hand in select-
ing, presenting and interpreting the great is-
sues of our nation,” Agnew said.

“Is it notfair and relevant to question (the)
concentration (of power) in the hands of a
tiny, enclosed fraternity of privileged men
elected by no one and enjoying a monopoly
sanctioned and licensed by government?

“The views of the majority of this fraternity
do not — and I repeat, not — represent the
views of America.”

The address, written by one of President

Nixon’s speechwriters, Patrick J. Buchanan,
conveyed strong hints that the networks
were controlled by an Eastern establishment
with a decidedly liberal bias, a theme which
was to become a motif in Agnew’s later
speeches, as well as those of Buchanan and
Clay T. Whitehead, director of the Office of
Telecommunications Policy.

The Des Moines speech also denounced the
networks’ practice of following a President’s
speech with instant analysis by newsmen,
without taking into account the fact that
newspaper pundits also write their analyses
immediately after such a speech, although
those do not appear until the following morn-
ing. The networks did not follow Agnew’s
speech with an analysis, and not long after-
wards CBS chairman William S. Paley banned
instant analysis on his network, although he
restored the practice later. See also Instant
Analysis; Whitehead, Clay T.

AGRONSKY, MARTIN — veteran TV news-
man working between commercial and pub-
lic television. After a network career with
NBC, ABC, and CBS, spanning the period
1952-69, he became an anchorman and com-
mentator for the Post-Newsweek Stations,
based at WTOP-TV in Washington, and
simultaneously for PTV’s Eastern Educa-
tional Network. His principal programs were
Agronsky and Company, Evening Edition,
and Agronsky At Large.

Agronsky joined NBC in 1952 as a foreign
correspondent and later became a Washing-
ton correspondent for ABC, performing his
most distinguished work in covering the ac-
tivities of Sen. Joseph McCarthy. He rejoined
NBC in 1956 and covered the Eichmann trial
in Jerusalem (he had once been a reporter for
the Palestine Post in that city) in 1961, among
other assignments. In 1965, he went to
CBS and produced several noted documen-
taries (including Justice Black and the Con-
stitution) before becoming Paris bureau
chief (1968-69).

AILES, ROGER — independent newsfilm
producer who became Richard Nixon’s TV
advisor for the 1968 campaign and in 1974
news editor of TVN, the short-lived syn-
dicated news service financed by Joseph
Coors. Before joining the Nixon campaign,
Ailes had been producer of The Mike Douglas
Show in Philadelphia.
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AIM (ACCURACY IN MEDIA) — a Wash-
ington- sased citizens organization founded
in 1969 that watches over print and broadcast
media for instances of what it judges to be
biased, danted or unbalanced reporting. The
organization, which could be characterized
as polit cally conservative, reports its specific
complaints to the FCC, the National News
Counci’ and the broadcaster (or publisher) in-
volved, and to the public as well, through its
newslelter, the AIM Report. Its charges of
one-sidedness and journalistic unfairness in
NBC’s documentary, Pensions: The Broken
Promise (aired on Sept. 12, 1972), were
upheld by the FCC. In 1974, however, the
Court of Appeals for the District of Columbia
reversed the FCC’s decision to avoid inhibit-
ing investigative journalism. See also Pen-
sions: The Broken Promise.

ALABAMA ETV LICENSES — case in
which the FCC denied the renewal of Ala-
bama’s zight public TV licenses but then per-
mitted the licensee to reapply for them.

The Jcenses of the Alabama Educational
Television Commission (AETC), an agency of
the stat = of Alabama, were denied renewal in
1975 when the FCC determined that the sta-
tions fo_lowed a racially discriminatory policy
in their pverall programing practices. Citing
“pervasive neglect” of Alabama’s black pop-
ulation, the commission maintained that
the staiions failed to meet adequately the
needs of the public they were licensed to
serve.

The 17CC’s opinion was based on AETC’s
conduct during the 1967-70 license term,
during which the licensee rejected most of
the blac k-oriented programing available to it
and failed to give blacks adequate representa-
tion on the air or in the production or plan-
ning operations at the stations. The commis-
sion said that while it recognized the vital
service of educational TV, it would not con-
done AETC’s dereliction and deficiency sim-
ply becuse it was engaged in public broad-
casting.

However, the commission noted that im-
provements had occurred since 1970 and that
there was a pressing need for public televi-
sion in .Alabama. It ruled, therefore, that the
public interest would be served by granting
AETC interim authority to continue operat-
ing the eight stations.

The commission also held that in light of
the fact that the licensee was a state agency,

and that it had demonstrated a greater re-
sponsiveness to the special needs of Ala-
bama’s black citizens since 1970, AETC
should not be ruled ineligible to file applica-
tions for the stations. In this connection,
the commission waived its rules governing
the filing of repetitious applications, and
AETC resubmitted its eight license applica-
tions. '

In 1976, the FCC granted five of the AETC
license applications. The other three were
designated for hearing along with applica-
tions filed by a nonprofit group, made up
predominantly of blacks. The hearing is still
pending before the FCC.

ALBERG, MILDRED FREED — producer
of prestigeous .dramatic series in the late
60s, including Playhouse 90 and the Our
American Heritage series. She was also
executive producer of The Story of Jacob
and Joseph and The Story of David in the
mid-70s.

ALDA, ALAN — star of the successful CBS
situation comedy M*A*S*H who also wrote
and directed some episodes of that series. He
was director of the TV production of the play
6 Rms Riv Vu (1974) and creator and co-
executive producer of We'll Get By, a situa-
tion comedy on CBS (1974) which had a brief
run.

ALEXANDER, DAVID — director whose
credits range from US. Steel Hour, Climax
and Studio One in the 50s to episodes of Mar-
cus Welby, M.D., Emergency, F. Troop, My
Favorite Martian, Gunsmoke, Please Don’t
Eat the Daisies and other comedy and action
series in the 60s and 70s.

ALEXANDERSON, ERNST F.W. (Dr.) (d.
1975) — engineer of the General Electric
Co. (U.S.) whose invention of the alternator
made possible long-distance radio communi-
cations and who presented the first home and
theater demonstrations of television. The first
home reception of television took place in
1927 in his home in Schenectady, N.Y., and
the theater demonstration was held the fol-
lowing year in the same city. Both demonstra-
tions used perforated scanning discs and
high-frequency neon lamps to originate and
reproduce the picture. In the theater demon-
stration the picture was flashed on a seven-
foot screen.
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Alfred Hitcheock

“ALFRED HITCHCOCK PRESENTS” —
popular series of mystery and suspense stories
hosted by Alfred Hitchcock, famed producer
of classic suspense movies. Hitchcock’s wry
delivery and his sardonic closing speech were
important assets to the series, which ran from
1955 to 1962 in half-hour form and three ad-
ditional seasons in a one-hour version, The
Alfred Hitchcock Hour. Produced by Sham-
ley Productions, the half-hour series began on
CBS (1955-59) and switched to NBC (1960-
62). Similarly, the hour version began on CBS
in the fall of 1962 and moved to NBC in 1964.

“ALIAS SMITH AND JONES” — ABC
Western series (1971-73) featuring Ben Mur-
phy and Pete Duel as two young outlaws try-
ing to earn amnesty. When Duel died in De-
cember 1971, he was replaced by Roger
Davis. The hour-long Universal TV series was
produced by Glen Larson, with Roy Huggins
as executive producer.

“ALICE” — half-hour videotaped situation
comedy on CBS (1976-) loosely based on the
film, Alice Doesn’t Live Here Anymore, con-
cerning a widow waiting tables in a diner to
support her young son. Linda Lavin was fea-
tured in the title role, with Vic Tayback, Seth
Howland and Polly Holliday in the support-
ing cast. The series was by Warner Bros., with
Tom Kuhn as executive producer and Bruce
Johnson as producer.

ALLBRITTON, JOE L.— Texas financier
who in 1976 acquired control of Washington
Star Communications, which included the
six-station Evening Star Broadcasting group

and the ailing Washington Star newspaper.
Under the FCC’s cross-ownership rules, re-
quiring divestiture of all but one newspaper,
TV, radio or cable property when multiple
media pass into new hands, Allbritton was
given a period of. grace to swap WMAL-TV-
AM-FM Washington and WLVA Lynchburg,
Va,, since he elected to keep, and try to save,
the Star.

He sold the Washington radio stations to
ABC for $16 million, believed to be the larg-
est radio sale ever. Then, in March 1977, he
traded WMAL-TV for KOCO-TV Oklahoma
City in a complex deal with Combined Com-

munications Corp. that involved properties .

and securities said to be worth $100 million.
Along with the swap of stations, the agree-
ment called for Allbritton to receive $65 mil-
lion worth of nonvoting preferred stock in
CCC to be redeemed at arate that would give
the Star $30 million in 1983 and $2.5 million
a year for 14 years. See also Cross-Ownership.

ALL-CHANNEL LAW — passed by Con-
gress in 1962, legislation designed to help fal-
tering UHF broadcasting by giving the FCC
the power to require that all television sets
shipped in interstate commerce be “capable
of adequately receiving” all 82 channels—the
70 UHF channels as well as the 12 VHF chan-
nels.

The FCC implemented the law by setting
minimum standards for UHF tuners and re-
quiring that they be included in all receivers
manufactured after April 30, 1964. Since that
time, the FCC has added new rules designed
to make UHF channels as easy to tune as
VHEF. As the result of the law, more than 90%
of all television-equipped homes now have
sets with UHF tuners. See also UHF.

Fred Allen and Portland Hoffa
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ALLEN. FRED (d. 1956) — one of radio’s
leading somedians who made the switch to
TV in 1450, although he disapproved of the
new medlium and continually railed against it.
A satirist and social commentator who had
become a darling of the intellectuals, Allen
made hi; first TV appearances in the Colgate
Comedy Theater as one of the stars in the
rotation. He became emcee of Judge For
Yourself (1953-54), starred in Fred Allen’s
Sketchbuok in 1954 and became a member
of the What’s My Line? panel in 1935, serv-
ing until his death on March 7, 1956. He
was nevir to recapture the glory of his radio
days, and his own show, Sketchbook, was
knocked off the air by competition with
one of tue big giveaway shows of the time.
He madz guest appearances on numerous
shows, 2nd his last special effort for NBC
was to narrate “The Jazz Age” for the Pro-
ject 20 series. It aired nine months after
his deatl.. :

ALLEN, MEL — sportscaster prominent
from the late 30s to the early 70s, whose au-
thoritati /e style and polished delivery won
him network assignments for major baseball
and footiall events. The regular commenta-
tor for the N.Y. Yankees games for three
decades, he was also announcer for most of
the annual All-Star games during that period,
as well as. For many of the football bowl games.
He was ko commentator for the Fox Movie-
tone Newsreel (1946-64) and host of Jackpot
Bowling {1959).

ALLEN, IRWIN — a leading producer of
special effects movies (Poseidon Adventure,
The Towzaring Inferno) whose TV series lend
themselves to the disaster situations that are
his specinlty. His TV offerings included Voy-
age To tive Bottom of the Sea and Swiss Fam-
ily Robi:son.

ALLEN, STEVE — many-talented TV per-
sonality *vho hosted several successful shows,
includingthe first Tonight Show on NBC, and
a Sunday .2vening variety series that was com-
petitive 'with The Ed Sullivan Show for a few
seasons. de was also a pianist, composer, re-
cording wrtist, fiction writer and political ac-
tivist.

The Stwve Allen Show began as a late-night
program in New York og July 27, 1953 and
went on the NBC network in September
1954 as Fhe Tonight Show. Aired on week-

nights for 90 minutes, it was a potpourri of
music, comedy, interviews, and inventive
sketches with the resident cast, many of
whom went on to become stars — Andy Wil-
liams, Eydie Gorme, Steve Lawrence, Don
Knotts and Bill Dana, among them.

Simultaneously, Allen served as a panelist
on What’s My Line on CBS from 1953 to 1955
and starred in spectaculars for Max Liebman.
He left Tonight in January 1957 after having
begun the Sunday evening Steve Allen Show
(1956-60), a jazz-accented variety hour pitted
against Sullivan on CBS. It featured his wife
Jayne Meadows.

He later did several syndicated programs,
including a popular talk show for Westing-
house Broadcasting, and a series for PBS in
1977, Meeting of Minds.

All In the Family:
Jean Stapleton and Carroll O’Connor

“ALL IN THE FAMILY” — a landmark se-
ries that changed the nature of situation
comedies, opening them to realistic charac-
ters, mature themes and frank dialogue. Writ-
ten by Norman Lear and produced by Yor-
kin-Lear Productions, the series was intro-
duced on CBS in January 1971 as a second
season entry and did poorly in the ratings at
the outset. Rare among TV programs, it de-
veloped its great popularity during the sum-
mer reruns.

Based on an immensely popular and con-
troversial British series, Till Death Us Do
Part, created by Johnny Speight for a limited
run on BBC-TV, Family is built upon the
clashes of a working-class bigot, Archie Bun-
ker, with his neighbors and his liberal son-in-
law. (His British counterpart was named Alf
Garnett.) Bunker has become so well estab-
lished as representative of an American type
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that his name bids fair to enter the language.

The half-hour series was developed by
ABC, but when that network rejected two
versions of the pilot, Lear took it to CBS and
landed a:berth. Fortuitously, it was in a time
when CBS was actively searching for pro-
grams relevant to contemporary life and to
the liberal-conservative rift in American atti-
tudes.

The series made stars of its principals —
Carroll O’Connor as Archie, Jean Stapleton as
his wife Edith, Sally Struthers as their daugh-
ter and Rob Reiner as their live-in son-in-law
— none of whom was well known before
Family began. It also spun off two other suc-
cessful series, Maude and The Jeffersons. See
also Wood, Robert D.

ALLISON, FRAN — Chicago radio-TV ac-
tress best known in her role as the live mem-
ber of the noted puppet series, Kukla, Fran &
Ollie (1947-57 and since revived). She began
as a radio singer in Iowa in 1934 and moved
to Chicago in 1937 where for many years she
portrayed Aunt Fanny on Don McNeill’s
Breakfast Club.

“ALL MY CHILDREN” — ABC soap opera
created by Agnes Nixon which premiered
Jan. 5, 1970 and concerns two families, the
Martins and the Tylers, and their romantic
entanglements and marital stresses. The cast
is headed by Mary Fickett, Ruth Warrick,
Nicholas Benedict, Karen Gorney, Kay
Campbell, Hugh Franklin, Larry Keith and
Judith Bancroft.

ALLOCATIONS, TABLE OF — a nation-
wide listing of communities and the televi-
sion channels assigned to each, based on such
engineering considerations as co-channel and
adjacent-channel spacing. See also “Freeze”
of 1948; Zones.

“ALL’S FAIR” — half-hour videotaped CBS
situation comedy (1976-) from the Norman
Lear organization built upon the romantic re-
lationship between: political opposites, an
arch-conservative male and an ultra-liberal
female. The leads were portrayed by Richard
Crenna and Bernadette Peters, with J.A.
Preston, Jack Dodson and Judy Kahan fea-
tured. Created by Rod Parker, Bob Schiller
and Bob Weiskopf, it was developed and pro-
duced by Lear’s T.A.T. Productions, with
Parker as executive producer and script su-

pervisor and Bob Claver as director. It lasted
one season.

“ALMOST ANYTHING GOES’—prime
time action game show on ABC (1976),
derived from a European show, It’s a Knock-
out, in which teams of citizens representing
different countries compete with each other
in bizarre contests. In the U.S. version, which
had a successful summer tryout in 1975, the
competing teams represented small towns
with populations of less than 20,000. Regis
Philbin hosted, and the action was covered in
the manner of a sportscast by Charlie Jones
and Lynn Shackelford. A Saturday night hour
entry, it was co-produced by Bob Banner As-
sociates and the Robert Stigwood Organiza-
tion. When the nighttime program failed, a
children’s version was mounted, Junior Any-
thing Goes. '

ALTERNATE TELEVISION — generic for
the field of video outside the formal broadcast
system that has grown up around portapak
equipment since its introduction into the con-
sumer market by Japanese manufacturers in
1970. The field embraces student groups, in-
dividual techno-artists, community video
centers and a range of collectives and groups
dedicated to innovative television. Some of
them function as the video equivalents of the
underground press.

Nam June Paik, a Korean-born artist who
had been experimenting with abstract im-
ages on television since 1963, is generally
credited with having fathered the Alternate
Television movement when he exhibited, at
the Cafe ‘Au Go Go in Greenwich Village in
1970, scenes shot from a taxi with his newly
purchased portapak gear.

The portapak units, initially costing around
$2,000 for a complete system, are built
around lightweight hand-held cameras that
record on %-inch tape in much the way that
movie cameras expose film. An attractive fea-
ture of the videotaping unit is its playback
capability, which allows the operator to re-
view immediately what he has shot. Portapak
technology thus permits one person to
achieve a video result which in studio televi-
sion involves a clutch of professionals, from
director to lighting engineer.

Usually without expectation of remunera-
tion for their efforts and with few outlets for
their work beyond public access channels on
cable television or varied forms of video
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theaters, several schools of Alternate Televi-
sion began to grow, some devoted to service
video (serving the communications needs of
commur ities too small for broadcast TV to
serve, stzh as ethnic ghettos, schools, banks
and industries); some to explorations of opti-
cal effects; some to producing nonfiction pro-
grams, sich as documentaries; and some to
perfectirg “street video” as an art form.

A leader in the documentary field has
been TVTV (Top Value Television), a San
Francisca-based group whose candid two-
part repcrt on the way the formal media cov-
ered the 1972 political conventions was car-
ried by tize Group W television stations and
several cible systems. This was followed by
the sale t¢ public television of two more docu-
mentaries, Adland, on the advertising indus-
try, and .Lord of the World, on the 16-year-
old guru #ahara-ji in his 1973 appearance at
the Houston Astrodome. Both were well-
received hy the critics.

The development of the Time-Base Cor-
rector by Consolidated Video Systems in
1973, chisfly for the expensive minicameras
that had legun to come into use in commer-
cial televi fion for newsgathering, made it pos-
sible for alternate Television productions to
infiltrate liroadcast television. The corrector
regeneratss the signal of %-inch, 3%4-inch and
l-inch vidleotape, bringing it up approxi-
mately to the standard of 2-inch quadraplex
used in st edios.

Alternaie Television groups took such
names as ltaindance, the Videofreex, the Ant
Farm, A'ternate Media, Peoples Video
Theatre arnd Global Village. The hundreds of
groups opirating in various parts of the U.S,,
with hundreds more throughout the world,
gave rise t2 networks-by-mail, video festivals
and exhikitions and a periodical, Radical
Software. ‘“ee also Nam June Paik, TVTV.

“AMAHL AND THE NIGHT VISITORS”
— Gian Carlo Menotti opera on a Christmas
theme, the first opera to be written expressly
for TV; it premiered in a two-hour production
by the NBC Opera Company on Christmas
Eve, 1951, and has been a seasonal offering
nearly every year since. The 1953 produc-
tion, presenited in the Hallmark Hall of Fame
series, was .he first sponsored show to be tele-
vised in cclor. Samuel Chotzinoff produced
the early teldecasts of the opera.

The role of Amahl, the crippled shepherd
boy, was pzrformed the first year by Chet

Allen and in many of the subsequent produc-
tions by Bill McIver. Rosemary Kuhlmann
performed the role of the boy’s mother in the
original and the later productions.

AMATEAU,ROD — producer-director,very
active in the 50s, best known for creative
supervision of The Burns and Allen Show.

“AMERICA” (ALISTAIR COOKE’S ‘AMER-
ICA’) — 13-hour series produced by the BBC
as a sort of personal essay by journalist Alistair
Cooke on the history of the United States.
NBC televised it simultaneously with the
BBC in 1972; then it went to PBS in 1974 in
a different form—26 half-hour episodes un-
derwritten by Xerox.

Cooke, an Englishman who became a U.S.
citizen, called the series a “personal interpre-
tation” of American history and was its writer
as well as narrator. The shows, which won
numerous honors, traced the country’s
growth from Indian times to the present.
Michael Gill was producer, and Time-Life
Films co-financed the production with the
BBC.

“AMERICA AFTER DARK” — an attempt
by NBC at a new concept in late-night televi-
sion, that of surveying live the key population
centers for coverage of the social and celeb-
rity functions. The nightly program, which
began in January 1957 in the 11:30 P.M. time-
slot, was poorly received and lasted only
seven months.

Columnists Hy Gardner, Earl Wilson and
Bob Considine covered the New York seg-
ments, while Paul Coates went on for the
West Coast and Irv Kupcinet for Chicago.
Jack Lescoulie served as moderator. The pro-
gram gave way to the vastly more successful
Tonight show, with Jack Paar.

“AMERICAN BANDSTAND” — a TV disk
jockey show that criginated on a local station,
WFIL-TV, in Philadelphia in the mid 50s and
made a national figure of host Dick Clark
when it went on the ABC network in 1957.
The program was televised daily in the after-
noons and soon added a Saturday evening
version, helping to introduce such rock stars
of the era as Chubby Checker, Paul Anka and
Frankie Avalon. In 1963, it was cut back to
the Saturday edition, which is still running.
Meanwhile, Clark himself branched into pro-
gram-packaging and other TV ventures.
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“AMERICAN NEWSSTAND” — an  at-
tempt by ABC to create a daily five-minute
newscast for the young audience in the late
afternoon. It featured news of particular in-

terest to teenagers but lasted only a year
(1961-62).

AMERICAN WOMEN IN RADIO AND
TELEVISION (AWRT)— nonprofit profes-
sional organization of women working in
broadcasting and allied fields. Its purpose has
been to encourage cooperation between, and
to enhance the role of, females in the indus-
try. Its national and regional conferences are
forums for the discussion of industry issues.

Established in 1951, AWRT now has more
than 50 chapters in the U.S. and some 2,500
members. In addition, there are campus
groups assisted by the chapters known as Col-
lege Women in Broadcasting. An AWRT edu-
cational foundation formed in 1960 finances
broadcast industry forums, career clinics, in-
ternational study tours and closed-circuit pro-
grams for hospitalized children.

“AMOS ’'N° ANDY” — TV version of the
enormously popular radio series, produced
and carried by CBS (1951-53). It ceased pro-
duction not for lack of audience but because
black organizations such as NAACP objected
to it for depicting blacks in a demeaning and
stereotyped manner. When Blatz Beer
yielded to the organizations’ campaigns and
withdrew its sponsorship, CBS took the show
off the network, but the reruns continued to
be syndicated by CBS Films until 1966. Dur-
ing the civil rights movement, CBS re-
sponded to protests by removing the show
from both domestic and overseas sale and
making it unavailable for any purpose. The
series featured Alvin Childress and Spencer
Williams, with Tim Moore in the focal role of
“Kingfish.”

AMPEX CORP.— Redwood City, Calif,
electronics company which developed video
tape recording ahead of several other compa-
nies and with that rose from obscurity to a
$250-million-a-year corporation. The com-
pany was founded by Alexander Poniatoff, an
engineer who emigrated from Russia, and ini-
tially was engaged in producing audio tape.
An Ampex team headed by Charlie Ginsburg
and Ray Dolby accomplished the video tape
breakthrough by reversing the audio tape
process: using a rapidly revolving scanning

head, instead of a fixed one, and moving the
tape slowly rather than at high speed. In that
way, they achieved the 4 million cycles a sec-
ond required to record pictures satisfactorily
for the human eye. Video tape caused a sensa-
tion in the industry when it was introduced
by Ampex at the NAB convention in Chicago
in 1956 and it marked the virtual end of live
television.

AMPTP (ASSOCIATION OF MOTION PIC-
TURE AND TELEVISION PRODUCERS)
— trade association representing about 70
production companies. As the collective bar-
gaining arm of the Motion Picture Assn. of
America, it handles contract negotiation and
labor relations in television for the member
companies. It also conducts training, appren-
ticeship and technical research programs.

AMST (ASSOCIATION OF MAXIMUM
SERVICE TELECASTERS) — an organiza-
tion of local broadcasters formed in 1956 to
preserve the coverage, range and power of
their stations against proposals by the FCC to
increase the number of VHF stations by re-
ducing the distances covered by existing sta-
tions. The AMST is essentially concerned
with protecting the maximum effective ra-
diated power permitted for stations by the
FCC rules adopted July 1956. The organiza-
tion has been instrumental in securing pas-
sage of the All-Channel Receiver legislation
in 1962 and has mounted resistance to pro-
posed reallocations of the television broadcast
spectrum to nonbroadcast frequency use.

“AN AMERICAN FAMILY” — a PBS docu-
mentary series (1973) on the affluent William
C. Loud family of Santa Barbara, Calif., which
some critics considered a brilliant television
venture and others a grotesque use of the me-
dium. Producer Craig Gilbert and his cam-
eras in effect moved in with the family from
May 1971 to the following New Year’s Eve to
record the life-style, values and relationships
of Bill and Pat Loud and their five children,
Lance, Kevin, Grant, Delilah and Michele.
The cinema verite portrait that resulted was
provocative because it captured highly per-
sonal moments in their lives, including the
break-up of the parents and the eldest son’s
flamboyant involvement in the New York
homosexual scene.

When the series aired, the Louds went on
talk shows and gave newspaper interviews
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contending that the 12-part documentary
presented a distorted picture, emphasizing
the bad moments in their lives rather than
the gool. Meanwhile, the press and public
debated whether the film was valid as a reve-
lation of American family life or was merely
a form cof peeping tomism with exhibitionists.
The serizs originated as a project of NET and
was conmipleted when that organization was
absorbe 1l by WNET New York.

(ANA) A5SOCIATION OF NATIONAL AD-
VERTISERS — a nonprofit service organiza-
tion for some 500 companies whose products
and services are marketed nationally. Estab-
lished i 1910, the ANA remains the only or-
ganization solely concerned with the inter-
ests of the users of advertising. It provides a
variety of information and practical services
to its mrembers and represents the point of
view of advertisers to the media, the Govern-
ment and the general public.

ANCHORMAN — in the broadcast sense a
newscaster, but more accurately the central
figure, er host-newsman, in a collective effort
— either a newscast in which several report-
ers participate, or a live event, such as a politi-
cal convention, covered by a team of report-
ers. Whether on the local or network level,
the anchorman has the status of star.

ANDRIWS, CHARLES — active producer
of live :elevision shows in the early years of
TV. He had a long association with Arthur
Godfrey (as his producer) at CBS.

ANDR##WS, EAMONN — a leading British
TV personality who since 1968 has been a
dominznt on-camera figure for Thames Tele-
vision. He has been one of the co-hosts of the
Thames Today show, which is televised in the
evening, and also host of This Is Your Life (a
program quite different in the U.K. from its
U.S. counterpart). Before signing on with
Thame:, he had been a BBC performer, host-
ing the British edition of What’s My Line?,
which ran for 12 years, and doubling as a
sportscaster on BBC Radio. An Irishman, he
broke into radio in Dublin as a boxing com-
mentator at the age of 16.

“ANDY GRIFFITH SHOW, THE” — a
countr.fied situation comedy concerning a
small thwn sheriff and his friends. A Monday
night -ixture on CBS for nearly a decade

(1960-68), it featured Don Knotts, Ronny
Howard and Frances Bavier. When Griffith
left the series, it continued in its CBS time
period as Mayberry R.F.D., with Ken Berry in
the principal role as a small town councilman.
It fell, finally, not to poor ratings but to the
CBS decision to undo what had become the
network’s rural image. The syndicated reruns
of the Andy Griffith version carried the title
Andy of Mayberry. The series was by May-
berry Productions.

Andy Williams

“ANDY WILLIAMS SHOW, THE” — title
of four different music-variety series star-
ring one of the leading popular singers of
the 60s. Longest-running of the four was
Williams’s first NBC variety hour (1962-67),
which featured The New Christy Minstrels
and a singing group of young boys, The Os-
mond Brothers. It was by Barnaby Produc-
tions. Two years later NBC mounted a new
series for Williams with a different support-
ing cast that lasted two seasons, until 1971.

A 1959 Andy Williams Show was a sum-
mertime venture for CBS. In 1976 Williams
began a new half-hour variety series for
prime-access syndication, produced by Pierre
Cossette.

The Osmonds, meanwhile, continued to
work in TV and spawned the brother-sister
act that developed into a hit variety series on
ABC in 1976, Donny and Marie. :

ANGLIA TELEVISION — commercial lic-
ensee for the East of England region, based in
Norwich and founded in 1961. Survival
Anglia Ltd., its production subsidiary, made
its mark globally with the Survival series of
nature and animal shows. See also Trident
Anglia.
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ANIK — first domestic satellite, launched
by Canada in November 1972 and used for
transcontinental Canadian television links
and for TV and telephone links with re-
mote Arctic settlements. Anik 2 was
launched in April 1973 and Anik 3 in May
1975. All were manufactured by Hughes
Aircraft Co. and operated by Telesat Can-
ada. The satellites’s name is the Eskimo
word for “brother.” See also Satellite, Com-
munications.

ANN, DORIS — executive producer of
NBC’s Television Religious Programs unit
since 1950, in charge of its regular series and
special productions. She joined the network
in 1944 working in its personnel department
before becoming a producer of religious pro-
grams.

“ANOTHER WORLD” — NBC soap opera
which premiered in 30-minute format on
May 4, 1964 and was expanded to an hour
a day in 1975. Meanwhile, in 1970, it had
spun off another successful soap opera, An-
other World: Somerset, which later took the
title Somerset. The stars include Hugh Mar-
lowe, David Bailey, Susan Harney, Nicolas
Coster, Constance Ford, Mike Hammett,
Irene Dailey, Ariane Munker, Douglas Wat-
son, Beverly Penberthy and Victoria Wind-
ham.

ANNAN COMMISSION — See
Broadcasting Commissions.

Britain’s

ANNENBERG, WALTER H. — head of a
media empire largely concentrated in Phila-
delphia and eastern Pennsylvania. It was dis-
mantled after his appointment as President
Nixon’s Envoy to the Court of St. James’s. An-
nenberg’s broadcast group, Triangle Stations,
was broken up in 1970, with a total of nine
stations sold to Capital Cities and the remain-
der to former employees under the banner of
Gateway Communications. Earlier he had di-
vested himself of his two newspapers, the
Philadelphia Inquirer and the Philadelphia
Daily News, but retained the magazines TV
Guide and Seventeen and the racing publica-
tions the Morning Telegraph and the Daily
Racing Form.

The Triangle TV group had consisted of
WFIL-TV Philadelphia; WFBG-TV Altoona,
Pa; WLYH-TV Lancaster-Lebanon, Pa;
WNBF-TV Binghampton, N.Y.; WNHC-TV

New Haven, Conn.; and KFRE-TV Fresno,
Calif.

Annenberg was also founder and president
of the Annenberg Schools of Communica-
tions at the University of Pennsylvania and
the University of Southern California and
contributed to the communications program
at Temple University. In 1977, he proposed
to establish a multimillion dollar communi¢a-
tions facility and school at the Metropolitan
Museum of Art in New York but withdrew
the offer when it proved controversial with
the Museum’s board.

“ANN SOTHERN SHOW, THE” — moder-
ately successful CBS situation comedy (1958~
61) which was part of a parade of shows in the
50s that absorbed movie actors into TV. Actu-
ally, Miss Sothern had made the transition
earlier with Private Secretary (1952-54),
whose reruns went into syndication under
the title Susie. In both series she played oppo-
site Don Porter. The first series cast her as a
secretary in a talent agency, the second as an
assistant manager at a New York hotel. In
1965 Miss Sothern performed the voice of the
car in the short-lived fantasy comedy My
Mother, The Car.

ANSWER PRINT — in film production, the
initial print on which the picture and sound
are joined. Further prints are made only after
the answer print has been perfected.

ANTENNA — device for radiating radio
waves (transmitting antenna) or receiving
them (receiving antenna).

ANTENNA FARM — a location set aside
for all or most of the television transmitting
antennae in a community or area. The use
of antenna farms is considered preferable
to locating antennae in various different
areas because it reduces air traffic hazards
and usually makes possible better home tel-
evision reception by permitting all receiv-
ing antennae to be oriented in the same di-
rection.

ANTHOLOGY — nonepisodic program se-
ries constituting an omnibus of different pro-
grams that are related only by genre. The
studio drama series of the 50s — U.S. Steel
Hour, Philco Playhouse, etc. — are notable
examples, as in another sphere is ABC’s Wide
World of Sports. Often a host is used to pro-
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vide a se 1se of weekly continuity, as with Al-
fred Hitchcock Presents, Boris Karloff's
“Thriller:” Dick Powell’s Zane Grey Theater
and Rod Serling’s Twilight Zone. The long-
est-running anthology in prime time is NBC’s
Wonderyul World of Disney, although it is
exceedet! for longevity by the Sunday morn-
ing religious shows.

The se-called Golden Age of TV drama
ended amd anthologies in general went into a
decline in the early 60s when network pro-
grammess determined that TV’s heavy view-
ers — th = habit viewers — were more likely
to embrice episodic shows with familiar ele-
ments tkan series whose casts changed every
week. Through most of the 60s the networks
usually avoided the anthology series as a high-
risk iterr. except in one form, theatrical mov-
ies.

Audie.ice criteria changed around 1970,
howevet, sparking the return of the anthol-
ogy. The advertising industry’s preoccupa-
tion with demographics sent the networks in
quest of viewers in the 18-49 age range; this
ruled out the habit viewer, who was per-
ceived as either very young or over 50. The
18-49 g1oup was the movie-going group, and
the networks catered to it with made-for-TV
movies which, of course, were merely te-
lefilm anthologies going by the names of
World Premiere and Movie of the Week.
Other aathologies such as Police Story and
the new:-magazine 60 Minutes soon after es-
tablisheel themselves in prime time.

ANTI-BLACKOUT LAW — legislation en-
acted in 1972 prohibiting local TV blackouts
of major professional sports events if they are
sold out 72 hours ahead of game time. The
law, as initially passed, was contingent on a
three-year trial basis, the result of public dis-
affectior at being denied telecasts of sold-out
home games. The blackouts occurred, ac-
cording to team spokesmen, because owners
feared that the availability of honre games on
TV would discourage ticket sales. Annual
studies by the FCC, however, have proved
otherwise, prompting Congress to consider
legislatinn to make the original law perma-
nent.

ANTONOWSKY, MARVIN — NBC pro-
gram chief for one year (1975-76), after
which ke became a v.p. for Universal TV. A
former research executive for ABC and ear-
lier for several major advertising agencies, he

approached programing with a heavy reli-
ance on program testing and other statistical
data. His tendency to make swift alterations
in the schedule during his single disappoint-
ing season at NBC earned him the nickname
“the mad programmer.”

Antonowsky had been recruited from ABC
in July 1973 to become NBC’s v.p. of program
development, and he moved rapidly into
other posts until he was named to succeed
Larry White as v.p. in charge of programing.
He had joined ABC in 1969 from the J. Walter
Thompson ad agency.

APPELL, DON — director-writer whose
credits include Apple’s Way, Love Story,
Love, American Style, Arnie and Run For
Your Life, among scores of other shows.

“APPLE’S WAY” — an hour-long dramatic
series about a contemporary idealistic fam-
ily, which was an attempt by CBS to dupli-
cate its success with The Waltons. Like
Waltons, it was created by Earl Hamner
and produced by Lee Rich’s Lorimar Pro-
ductions. The series premiered as a second
season replacement in February 1974 and
fared well enough to be renewed for the
following fall. However, it faltered, or
cloyed, and became an early casualty of
that season. Featured were Ronny Cox, Lee
McCain, Malcolm Atterbury and Vincent
Van Patten.

“APPOINTMENT WITH DESTINY” —
series of specials by the Wolper Organization
using documentary techniques in dramatic
reenactments of historical events. Six were
televised by CBS between 1971 and 1973 and
a seventh, They ve Killed President Lincoln,
by NBC.

The CBS group included The Crucifixion of
Jesus, narrated by John Huston; Surrender at
Appomattox, narrated by Hal Holbrook;
Showdown at O.K. Corral, narrated by Lorne
Greene; The Plot to Murder Hitler, narrated
by James Mason; The Last Days of John Dil-
linger, narrated by Rod Serling; and Peary’s
Race to the North Pole, narrated by Greene.
The Lincoln episode was narrated by Richard
Basehart. Nicholas Webster and Robert Gue-
nette separately produced and directed vari-
ous episodes.

ARBITRON — the rating service of the
American Research Bureau, which is the




ARCHER, NICHOLAS - 20

prime competitor to the A.C. Nielsen Co. in
gathering audience data at the local market
level. A subsidiary of Control Data Corp., it is
the preferred service of some advertising
agencies and stations for measuring local
audiences.

Before it incorporated electronic meter-
ing of viewing, when the data was obtained
entirely through diaries, the ratings were
known as ARB’s. The Arbitron Television
Market Report provides individual surveys
of TV viewing, with demographic break-
downs, in the 208 marketing areas defined
by its table of Areas of Dominant Influence
(ADI). The Arbitrons also offer estimates of
the numbers of households subscribing to
cable-TV, owning color receivers, owning
more than one TV set, capable of receiving
UHF and other such information.

Arbitron’s ADI geographic specifications
coincide for the most part with the DMA
(Designated Market Area) data of the Nielsen
Co., but stations are more likely to refer to
their ADI in discussing their coverage areas
than to their DMA, possibly because the ADI
was developed first.

ARCHER, NICHOLAS — ABC News execu-
tive who became v.p. of Television News Ser-
vices in 1975. He was responsible for the
planning and implementation of the net-
work’s coverage throughout the world and
was supervisor of the assignment desk. He
joined ABC as assignment manager in 1963,
after working for the N.Y. Journal-American,
Paramount News and Telenews-News of the
Day.

ARD — See West Germany, Television In.

Roone Arledge

ARLEDGE, ROONE — leading figure in TV
sports since the 60s when, as v.p. for ABC
Sports, he moved aggressively to acquire
rights to top events, developed omnibus pro-
grams such as Wide World of Sports and The
American Sportsman and stimulated innova-
tions in live production. He was named presi-
dent of ABC Sports in 1968 and shortly after-
wards successfully negotiated for the Monday
night NFL Football series, giving an impor-
tant lift to the network’s prime time sched-
ule. In the spring of 1977 he became also
president of ABC News.

Arledge outbid his rivals for Olympic
events in 1968, 1972 and 1976 and won hon-
ors for ABC with distinguished coverage. By
using the Atlantic satellite he arranged live
coverage of numerous international sporting
events, including heavyweight title fights, the
U.S.-Russia Track Meet from Kiev, the Le
Mans endurance race in 1965, the Irish
Sweepstakes and the World Figure Skating
Championships.

His skill in producing elaborate live sports
events brought him into the show business
realm in the mid-70s as producer of live spe-
cials with Frank Sinatra and Barbra Streisand,
and later as executive producer of the variety
series Saturday Night Live With Howard Co-
sell. None, however, scored impressively in
the ratings.

Arledge joined ABC in 1960 in a produc-
tion capacity after six years at NBC, during
which time he produced news and special
events broadeasts and the series Hi Mom. He
created Wide World of Sports in 1961 and,
with that, started ABC Sports on its period of
rapid growth.

“ARMY-McCARTHY HEARINGS” — an
historic congressional proceeding which
began April 22, 1954; it marked the end of
Sen. Joseph McCarthy’s career as a ruthless
hunter of communists and subversives in gov-
ernment, largely because it was televised.
The hearings spanned two months and occu-
pied a total of 35 broadcast days. ABC, which
had a meager daytime schedule at the time,
carried the hearings in full, as did the fading
DuMont Network. CBS and NBC carried ex-
cerpts.

As he had on Edward R. Murrow’s See It
Now programs weeks before the hearings
began, Sen. McCarthy projected the image of
a callous and opportunistic villain to millions
in the viewing audience. Largely as a result of
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the heirings, the Senate voted 67 to 22
to contlemn McCarthy for his tactics and
irrespousible charges, and conventional
wisdorr. insists that it was this television ex-
posure that turned public opinion against
the Winconsin senator and was his real un-
doing.

ARNAZ, DESI — co-star of the I Love Lucy
series and subsequently producer and occa-
sional director of Lucy and The Lucille Ball
Show while he was married to the come-
dienne. He also headed their Desilu Studios
prior to its sale to Paramount TV. Before em-
barking on a TV career, Arnaz, a Cuban, had
been leader of a Latin band.

ARNESS, JAMES — star of Gunsmoke
(1955-75) on CBS, through which he be-
came one of TV’s best-known and highest
paid actors, while the character he por-
trayed, Marshal Matt Dillon, became a na-
tional felk hero. A relatively obscure screen
actor, k& won the role because he bore a
resemblance to John Wayne, who had been
envisiored for the part. Arness eventually
became part-owner of the series. See also
Gunsmeke.

“ARNIE.” — a domestic situation comedy on
CBS (1370-72) about a Greek-American,
blue-col'ar worker who becomes an execu-
tive. Prioduced by 20th Century-Fox TV, it
starred IHerschel Bernardi and featured Sue
Ane Lengdon, Roger Bowen, Stephanie
Steele a.1d Del Russel.

ARNOLD, DANNY — comedy writer-pro-
ducer whose series credits include Barney
Miller 1which he created with Theodore
Flicker and of which he is executive
produce) and My World and Welcome to
It.

“ARREST AND TRIAL” — innovative, 90-
minute series introduced by ABC (1963-
64), which was two shows in one: a 45-
minute police show involving the capture
of a suspect, followed by a 45-minute court-
room drima on the prosecution of the case.
The joiming of two popular modes of melo-
drama did not catch the public fancy, how-
ever, ani the series lasted 6nly one season.
Ben Garzara starred in the “Arrest” seg-
ment as a police detective and Chuck Con-
nors pleyed the criminal lawyer in the

“Trial” portion. The series was by Universal
TV.

“ARTHUR MURRAY DANCE PARTY,
THE” — prime-time ballroom dance show
which ran through the 50s variously on four
networks. It featured the head of the famous
dance-instruction chain but actually starred
his wife Kathryn Murray as hostess. The se-
ries, which involved skits, demonstrations of
dance steps, and dance contests among cel-
ebrities began on the DuMont Network in
1950 and the following year switched to
ABC. Later it went to NBC, CBS and back
to NBC.

ASCAP (AMERICAN SOCIETY OF COM-
POSERS, AUTHORS AND PUBLISHERS)
— founded in 1914, the oldest of the U.S.
music licensing organizations. As a nonprofit
membership society, it collects copyright fees
from users of music and distributes the roy-
alty payments to writers and publishers.
Radio and TV stations, and networks, are per-
mitted to use ASCAP music under a blanket
annual license fee; ASCAP then surveys the
air plays to determine what each song has
earned in royalties.

ASCAP’s ability to control absolutely the
copyright fees for music during the 1930s so
concerned the broadcast industry that it
created the National Assn. of Broad\clasters to
fight the anticipated increases in licensing
fees. In 1939, the broadcast industry created
a new music licensing organization as a coun-
ter-force, BMI (Broadcast Music, Inc.), which
was controlled by broadcasters. Lacking the
big-name established song writers, BMI en-
deavored to sign up young new composers;
many were drawn to BMI because its for-
mulas for royalty payments were more gener-
ous to writers of current hits than were those
of ASCAP, oriented as it was then to the es-
tablished writers.

In 1941, when broadcasters would not
agree to ASCAP’s demands for higher royalty
payments, all ASCAP music was barred from
the air — the current popular hits, as well as
the standards by Berlin, Kern, Porter, Gersh-
win and others. Radio stations were left to
play public-domain and BMI music until the
matter was settled, but in holding out ASCAP
actually helped BMI to grow stronger.
ASCAP’s new rival developed initially in the
peripheral country music, jazz and rhythm &
blues fields, and BMI came to full flower with
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the emergence of rock in the mid-50s. See
also BMI, SESAC.

The Ascent of Man: Dr. Jacob Bronowski .

“ASCENT OF MAN, THE” — outstanding
13-hour series on the history of man’s ideas
from prehistoric times to the present, pre-
pared and presented by the late Dr. Jacob
Bronowski. A co-production of the BBC and
Time-Life Films, it had its U.S. premiere on
PBSJan. 7, 1975 on underwriting from Mobil
QOil.

Dr. Bronowski, a noted scholar and leader
in the movement of Scientific Humanism,
proved an engaging TV performer, warm
and infectiously enthusiastic; these appealing
personal qualities made the difference be-
tween a remarkable mustering of knowledge
and a television triumph. More than informa-
tive, the series was inspirational because of
Bronowski’s concern not with the historical
discoveries themselves — “the great mo-
ments of human invention” — but with what
they revealed of man.

Bronowski died of a heart attack in Califor-
nia, where he was a fellow at the Salk Insti-
tute, shortly before the series aired on PBS.
But he had already assisted in the design of
the college-credit courses that were to be
based on the programs, courses which
marked a breakthrough in the use of televi-
sion for off-campus education.

ASCERTAINMENT PRIMER — a spelling
out by the FCC of requirements and proce-
dures to assist stations in their ascertainment
activities, issued on Dec. 19, 1969 as Primer
On Ascertainment of Community Needs. Tt
was amended and clarified by a Report and
Order of Feb. 23, 1971. The primer, whose
leading proponents on the commission were

Robert Taylor Bartley and Kenneth Cox,
made ascertainment of the needs and inter-
ests of a licensee’s market an ongoing proce-
dure rather than one performed only at li-
cense-renewal time.

With the primer, the FCC hoped to create
a formal mechanism by which to put all
broadcasters in continual touch with all sig-
nificant elements of the communities they
were licensed to serve. Following the guide-
lines prescribed, each station was required to
show what it ascertained of community needs
and how it responded to those needs on the
air. The primer called for key station person-
nel, including management, to meet on a reg-
ular basis with community leaders and to con-
duct surveys of the general population.

The commission’s ascertainment proce-
dures came in stages, beginning with its 1960
Programming Policy Statement, which ex-
pressed the agency’s interest in licensees
making a concerted effort to seek out the
community issues that would lead to pro-
graming. In 1968, the FCC Public Notice As-
certainment of Community Needs by Broad-
cast Applicants asserted that long residency
in an area was not necessarily an indication of
familiarity with the programing needs of the
community, and that a survey of needs was
mandatory. The primer that resulted was
hatched in part by the Federal Communica-
tions Bar Assn. (FCBA).

ASHER, WILLIAM — producer-director
whose credits include the Fibber McGee ¢»
Molly TV series and The Shirley Temple
Show in the late 60s, as well as Bewitched,
Temperature’s Rising and the Paul Lynde
Show.

ASHLEY, TED — noted talent agent who
became chairman of Warner Bros. in 1969
when Kinney Services Inc. acquired the mo-
tion picture company; in 1975, he gave up the
day-to-day operational responsibilities to
Frank Wells and became active on a part-
time basis as co-chairman.

A force in show business since the early 50s,
Ashley was an agent for William Morris for six
years before starting his own agency at about
the time commercial TV was beginning to
grow. His agency expanded through acquisi-
tions, becoming known as the Ashley Famous
Agency, and was instrumental in packaging
and selling to the networks around 100 series,
including The Carol Burnett Show, The Doris
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Day Show and Mission: Impossible. Ashley
represented such artists' as Tennessee Wil-
liams, Arthur Miller, Perry Como, Burt Lan-
caster, Rex Harrison and Ingrid Bergman.
The agency was acquired by Kinney in
1967 and Ashley became a director and mem-
ber of the executive committee. Two years
later, when Kinney acquired Warner Bros., it
sold off the talent agency to avoid the conflict
of interests in both representing talent and
produzing but it retained Ashley and named
him head of the motion picture subsidiary of
what became Warner Communications Inc.

ASI (AUDIENCE STUDIES, INC.) — pro-
gram testing system in Hollywood used by
NBC, ABC and the production studios to de-
termine whether a program will be popular
and whether the storylines and cast members
have appeal. CBS rarely uses ASI because it
operates its own testing system, “Little
Annie.” ASI testing is conducted in a plush
Sunse® Strip theater, Preview House, with a
seating capacity of 400, to which the ran-
domly accumulated participants are invited
free. Kach fills out forms to provide break-
down of the group by age, sex, education and
income and is asked to operate a dial at
his/her seat to indicate when something in
the program is pleasing or displeasing. The
dial has degrees for either reaction. To set a
norm for each night’s audience, a Mister
Magoo cartoon is run before the program. Os-
cilloscopes in the control room produce
graphs of the audience reactions as expressed
in dizl-turning, and this information is col-
lated with data from questionnaires and per-
sonal jinterviews. Although ASI had been
owned by Screen Gems in the 60s, other stu-
dios and the networks use it and trust its re-
sults. See also Stanton-Lazarsfeld Program
Analyzer.

ASPECT RATIO — the proportions of a pic-
ture, in terms of height vs. width. The aspect
ratio of a standard television picture is 3:4,
meaning that it is 1 1/3 times as wide as it is
high, This ratio was adapted from the stan-
dard motion picture ratio of pre-Cinema-
Scope days. (The aspect ratio of a Cinema-
Scope picture is 4:11.) Until about 1969 most
television receiver picture tubes had an as-
pect ratio of 4:5 and so clipped off part of the
vertical dimension of the picture. Most mod-
ern picture tubes have the same 3:4 aspect
ratio as the television camera.

ASPEN INSTITUTE PROGRAM ON COM-
MUNICATIONS AND SOCIETY — a proj-
ect of the Aspen Institute for Humanistic
Studies to propose policies and action on
major issues relating to the communications
media. The institute’s initial areas of priority
have been government and the media, public
broadcasting, television and social behavior
and the humanistic uses of cable and the new
technologies. Begun in 1971 with Douglass
Cater as director, the program has consisted
of seminars and conferences and has pro-
duced a number of books, policy papers and
special reports.

It was at the instigation of the Aspen Insti-
tute that the FCC late in 1975 reinterpreted
the Equal Time Law, classifying debates be-
tween political candidates and their press
conferences as exempt from equal time con-
siderations if they are covered by TV and
radio as external, on-the-spot news events.
Thus the institute helped to make possible
the 1976 presidential and vice-presidential
debates. See also Carter-Ford Debates.

“ASPHALT JUNGLE, THE” — crime series
on ABC (1961) based loosely on W.R. Bur-
nett’s best seller and on the John Huston 1950
movie of that title. It lasted only 13 weeks.
Produced by MGM-TV, it featured Jack War-
den, Arch Johnson and Bill Smith.

ASTAIRE, FRED — indestructible dancing
star who achieved stardom in movies during
the 30s and contributed three dazzling TV
specials almost a quarter-century later. His
first, An Evening With Fred Astaire, was an
artful blockbuster in 1958, winning a passel of
Emmy Awards. Barrie Chase was his dancing
partner, Hermes Pan the choreographer and
Bud Yorkin the producer, with the Jonah
Jones Quartet also featured. Astaire encored
the following year with Another Fvening
With Fred Astaire and in 1960 offered Astaire
Time.

Aside from the specials, he hosted Alcoa
Premiere in 1962, a drama anthology that
went into syndication as Fred Astaire Pre-
sents.

“AS THE WORLD TURNS” — CBS day-
time serial which premiered April 2, 1956
and which for almost a decade was the No. 1
daytime program. In fact, its ratings often
equaled those of certain nighttime shows.
The stories concern the romantic trials of resi-
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dents of mythical Oakdale, principally the
families of doctors and lawyers. In December
1975 its format was expanded from 30 min-
utes to an hour.

Members of the cast have included Eileen
Fulton, Henderson Forsythe, C. David Col-
son, Don MacLaughlin, Larry Bryggman,
Ethel Remey, Helen Wagner, Rita McLaugh-
lin and Kathryn Hays.

ATLASS, H. LESLIE (d. 1960) — a pioneer
in radio and TV who founded the WBBM sta-
tions that became the powerful and lucrative
CBS base in Chicago. Atlass had been owner
of WBBM Radio until it was purchased by
CBS in 1933. He was then named v.p. in
charge of the network’s central division and
in the early 50s acquired a TV station for CBS,
which became WBBM-TV. He then became
v.p. and general manager of the Chicago TV,
AM and FM stations and was a forceful figure
in the company until he reached the manda-
tory retirement age in 1959. At WBBM Atlass
groomed numerous executives who rose to
high positions at CBS.

ATS-6 (APPLICATIONS TECHNOLOGY
SATELLITE 6)— an experimental NASA
satellite launched in May 1974 with the larg-
est antenna yet devised for space and power-
ful enough to transmit directional signals to
small and inexpensive ground receivers, mak-
ing it a prototype for the futuristic satellite-to-
home form of television. ATS-6, in its first
year, was used for communications experi-
ments, among them health and education
transmissions to Appalachia, Alaska and the
Rocky Mountain region. In 1975 the satellite
was repositioned for use by the Government
of India for an instructional television experi-
ment. In late 1976, it was moved back to the
Western hemisphere, where it has resumed
its original experimental services. See also
Satellites, Communications.

ATV — British independent licensed to the
Midlands region, with headquarters in Bir-
mingham and other production studios in
Borehamwood, Herts. Named for its parent
company, Associated = Television Corp.,
headed by Lord Lew Grade, ATV is a major
producer for the commercial network in Brit-
ain and one of the UX.’s largest exporters of
TV shows. Its distribution arm in the US. is
known as Independent Televigion Corp.
(ITC).

AUBREY, JAMES T. — president of CBS-TV
from December 1959 to February 1965. His
administration was probably the most com-
petitively successful in TV history but was
marked by hints of scandal. A cum laude
graduate of Princeton, Aubrey was a cham-
pion of unsophisticated entertainment pro-
grams of strong rural appeal (Mister Ed, The
Andy Griffith Show, The Beverly Hillbillies,
Petticoat Junction) and a leading exponent of
the “habit” theory of television, which holds
that most people want the same series in the
same time periods every week, without inter-
ruption by specials. In the years before demo-
graphic ratings, when reaching the greatest
numbers of viewers was the objective, his ap-
proach proved sound and his programing
prowess made him the most powerful albeit
most arrogant of network presidents.

His business style — which included an
ability to tell a star of long standing, simply
and coldly, “You're through” — earned him
the nicknames of “Jungle Jim” and “The
Smiling Cobra.” Still he was held in awe for
his ability to win the ratings race decisively,
and for his assertions of power. Rumors began
to circulate about his allegedly bizarre per-
sonal life; about his acceptance of an apart-
ment in Manhattan and private limousine
from Filmways, a studio supplying programs
to CBS; and mainly about his strange business
association with Keefe Brasselle, an actor of
modest achievement who professed a con-
nection with the underworld.

Brasselle’s company, Richelieu Produc-
tions, with no record of achievement in tele-
vision, suddenly landed three major shows on
CBS in the 1964 season, all without benefit of
a pilot—The Reporter, The Baileys of Balboa
and The Cara Williams Show, the latter ex-
pected to be the successor to the Lucille Ball
show. The arrangement with Brasselle raised
suspicions within CBS as well as at the FCC,
and both conducted investigations. All three
Richelieu programs were failures, and the
CBS rating lead shrunk for the first time in
Aubrey’s presidency. Over a weekend, in late
February 1965, Aubrey was fired and was re-
placed at the network by John A. Schneider,
who had been v.p. and general manager of
WCBS-TV, the flagship station. Aubrey went
into independent production, then became
president of MGM for a time and became an
independent again.

Aubrey started with CBS in 1948 as a sales-
man for KNX-Radio and KNXT Los Angeles,
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later becoming general manager of the tele-
vision station and of what was then the CBS
Pacific Network. In 1956 he became manager
of network programs for CBS-TV in Holly-
wood, then skipped to ABC in New York as a
v.p. in charge of programs and talent. There
he introduced a number of hit shows, 77 Sun-
set Striyn, The Rifleman, The Real McCoys, Ha-
waiian Eye, demonstrating that the wave of
the future in TV was the Hollywood film se-
ries and not the New York game- or variety-
show. CBS rehired him in 1958 as v.p. of crea-
tive services, having apparently decided then
that he was to be the next president. Within
a year he had the job.

AUDIENCE COMPOSITION — the demo-
graphie profile of the audience for a program
or time period. The standard demographic
categories used in both national and local
market estimates are age and sex. Additional
demographics, such as education, income
level, cecupation and ethnicity are published
for select report periods throughout the TV
season.

AUDIENCE FLOW — the movement of the

audience between programs and stations dur- -

ing suecessive time periods. By scheduling
programs consecutively which appeal to simi-
lar audiences, the networks and local stations
attempt to achieve a flow of audience to mini-
mize the tuning away to other channels. Pro-
gram schedules are devised with a mind to
audience flow, because programmers have
found that when two shows are contiguous
that appeal to different kinds of viewers nei-
ther will do well.

AUDILOG — Nielsen’s television viewing
diary vised for both national and local market
(NSI) estimates of audience size and demo-
graphics. Households agreeing to keep a
diary for Nielsen fill out how long the set was
on, to which program or channel the viewing
was given, and which household members
were vsatching. For national ratings, the diar-
ies are: kept during designated weeks on a
continuing basis. For NSI, the local market
viewing data is gathered from three to eight
times annually (depending on the size of the
market). NSI households keep a diary only for
one waek, and they are selected at random
from telephone listings.

Diaries are used by the ratings services to
find out who in the household was viewing.

These data are collated with those from me-
tered households, because the meter can only
record how long each TV set was on and to
which channel it was tuned.

AUDIMETER — a device patented by the
A. C. Nielsen Co. which is attached to televi-
sion sets in sample households to record
minute-by-minute viewing. The device was
acquired by Nielsen in the late 30s and was
first used to measure national radio audiences
in 1942. Within the standard Audimeter, now
passing from use, a slowly revolving cartridge
of film records the set-on, set-off information
and the channel tuned to. The results, from
approximately 1,200 Audimeter households
for the national sample, were tabulated and
projected for the Nielsen weekly and bi-
weekly television reports.

Starting with the 1973 season, Nielsen put
into national operation the Storage Instanta-
neous Audimeter (SIA), an electronic infor-
mation storage and retrieval system capable
of reading up to four TV sets in a household,
including battery-powered portables. Three
markets have been metered with SIA for
overnight ratings—New York, Los Angeles
and Chicago. In addition to those, there are
approximately 1,170 other SIA households
nationally, each connected to a special tele-
phone line. At least twice a day a central
office computer dials the household units and
retrieves the stored viewing information. Un-
like the standard Audimeter, which required
the removal and mailing of the cartridge by
members of the sample household, the auto-
matic process requires no such work.

The SIA makes possible daily national rat-
ings (available two days after broadcast) for
each day of the year, and the daily overnight
ratings for the three largest markets. See also
Nielsen, A.C., Co.; Pocketpiece; Ratings.

AUER, JOHN H. (d. 1975) — producer-
director whose credits in the early years of
TV included Whirlybirds, U.S. Marshal and
Harrigan & Sons.

AURAL CABLE — the origination of radio
programing on an FM channel leased from an
existing cable system and available only to
cable subscribers. By 1976 there were only
around 50 such cable stations in the country,
most of them leased by universities or com-
munity groups but some dependent on ad-
vertising revenues for their support.
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AURTHUR, ROBERT ALAN — a prolific
writer during the “golden age” of live TV
drama, best known for his A Man Is Ten Feet
Tall. He later doubled as an executive pro-
ducer of drama specials, such as What Makes
Sammy Run? for NBC’s Sunday Showcase in
1959. Since the 60s he has worked mainly in
motion pictures.

AUSTIN, BUD (HAROLD M.)— head of
Paramount TV (1974-76), having joined the
parent Paramount Pictures in 1973 as v.p. of
creative services and marketing. Most of Aus-
tin’s career had been in TV program sales,
initially with Official Films and NTA in the
early 50s, then with Goodson-Todman (1956-
65) and then Filmways (1965-71) as executive
v.p. He attempted production on his own be-
fore joining Paramount.

AUSTRALIA, TELEVISION IN — consists
of a national public channel (no advertising)
operated by the Australian Brpadcasting
Commission, plus three commercial net-
works operating in the key cities, and more
than 30 so-called “country” stations in the
provinces which are the equivalent of unaf-
filiated independents in the U.S.

Australian TV began with the first public
station in 1956. The first commercial station
came in the early 60s. The medium went to
625-line PAL color in March 1975.

ABC, the public broadcaster,is patterned
very much after Britain’s BBC, both in pro-
graming terms and as a kind of quasi-official
patron of culture. It sponsors, for instance,
several symphonic orchestras. Governed by a
nine-member commission appointed by the
governor-general, the ABC is funded by an-
nual government appropriation. It was cre-
ated in 1932, the successor to the old Austral-
ian Broadcasting Co., which has been operat-
ing public radio in the country since 1923.

The three commercial chains are the 7 Net-
work, the National 9 Network, and the 0-10
Network, each consisting of independently
owned affiliates in Sydney, Melbourne, Ade-
laide and Brisbane.

The “country” stations, though unaffiliated
with any of the three chains, buy much of
their programing from them.

Commercial stations are licensed by the
Australian Broadcasting Control Board,
which comes under a ministry of the Federal
Government and has ultimate control over
everything aired by the independents.

AUSTRIA, TELEVISION IN — two chan-
nels operated by Osterreichischer Rundfunk,
supported by a mix of spot advertising and
license fees. The color standard is 625-line
PAL, incepted in 1969. Total set count is
about 2,250,000. Television households pay
the equivalent of $68.40 a year in license fees
for color TV or black and white.

The service attempts to defray the cost of
expensive special productions by offering
them to underwriters on a single sponsorship
basis, as in public TV in the U.S. It provides
for billboards at the start and close of the
show only, but assures the sponsor’s identifi-
cation with the program.

The Autobiography of Miss Jane Pittman:
Cicely Tyson

“AUTOBIOGRAPHY OF MISS JANE PITT-
MAN, THE” — two-hour dramatic film on
CBS (premiere: Jan. 31, 1974) tracing the life
of a black woman in the south from slavery to
the civil rights movement of the 60s. A poi-
gnant made-for-TV movie, it won nine
Emmy Awards and at once seemed destined
for annual repeats (which so far have oc-
curred). The fictional film proved a trium-
phant vehicle for actress Cicely Tyson, afford-
ing a role in which she advanced from young
womanhood to old age. It climaxes with a
powerful scene in which the ancient woman
makes a protest by drinking from a water
fountain marked “Whites Only.”

The film was written by Tracy Keenan
Wynn, based on a novel by Ernest J. Gaines.
Robert W. Christiansen and Rick Rosenberg
were the producers for Tomorrow Entertain-
ment, and John Korty was the director. Fea-
tured were Odetta, Josephine Premice, Ted
Airhart, Richard Dysart, Roy Poole and Val-
erie O’Dell.
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AUTRY, GENE — singing cowboy of the
movies and early western star of TV who be-
came a station tycoon as majority owner and
chairman-president of Golden West Broad-
casters, a West Coast group whose flagship is
KTLA-TV Los Angeles. Through his Flying A
Productions, he produced The Gene Autry
Show (1947-54), with Pat Buttram as his side-
kick, which enjoyed particular popularity
with children. In 1966, at KTLA, he produced
the syndicated series Gene Autry’s Melody
Ranch. But the era of the singing cowboy had
already ended with the arrival of the more
sophisticated westerns, such as Cheyenne,
Gunsmoke and Rawhide.

AVAILABILITIES — commercial positions
not yet sold at a station or a network.

AVCO BROADCASTING CORP.— once
powerful station group whose properties
were sold off in the early 70s when the parent
company, Avco Corporation, experienced
financial difficulties. Avco, during the early
60s, had acquired the venerable Cincinnati-
based group that had been known as Crosley
Broadcasting, founded by Powell Crosley in
1922. Until they were divested, the Aveo TV
stations had been WLWT Cincinnati, WLWD
Dayton, WLWC Columbus, Ohio, WLWI In-
dianapolis, and KMOL San Antonio. John T.
Murphy was president.

The Avengers:
Diana Rigg and Patrick Macnee

“AVENGERS, THE” — secret agent series
produced in England by Associated British
Pathe, which played on ABC in interrupted
runs from March 1966 to September 1969. Of
the 83 films made, 57 were in color. Patrick

Macnee starred as Steed, the stylish indepen-
dent sleuth. His original female partner, with
a talent for karate, was Honor Blackman; she
was succeeded by Diana Rigg and then by
Linda Thorson.

In marketing terms, at least, The Avengers
was probably the most successful British-flag
series, sold in around 120 world markets.
After a hiatus of several years, producers
Brian Clemens and Albert Fennell reac-
tivated the show, with Macnee again in the
lead, and with financing by a French syndica-
tor.

AVERBACK, HY — producer-director of
comedy series, whose credits include Needles
and Pins and Big Eddie. Before TV he was a
prominent radio announcer associated with
the Bob Hope show, among others.

AYLESWORTH, MERLIN HALL (‘DEAC’)
(d. 1952) — first president of NBC, joining on
Nov. 15, 1926, after having been managing
director of the National Electric Light Assn.
Initially, he concentrated on promoting the
sale of radio sets for NBC’s parent, RCA, but
toward the end of his nine-year term he was
a dominant figure in the entertainment and
advertising fields and had played a key role in
the development of the Radio City complex
and the Radio City Music Hall. He left the
network on Dec. 31, 1935 to become chair-
man of RKO-Radio Pictures, which RCA had
acquired several years earlier, and in 1938 he
became publisher of the New York World-
Telegram.

AZCARRAGA, EMILIO (d. 1973)— co-
founder (with Romulo O’Farrill) of Telesis-
tema Mexicana and head of that television
monopoly in Mexico for two decades, until his
death. Azcarraga, who earlier had dabbled in
radio after working as a representative for
RCA Records, built his fortune in TV and ex-
panded his business interests with cable-
television, automobile, sales, hotels and the
ownership of « soccer team.

Azcarraga’s system controlled four chan-
nels in Mexico City, one of which served as a
national commercial network, and other sta-
tions in Monterrey, Guadalajara and Tijuana.
He also established Televisa, a production
company for the stations, which sells its pro-
grams throughout Latin America and to the
Spanish International Network in the U.S. See
also Mexico, Television In; Televisa.







“BAA BAA BLACK SHEEP” — hour-long
NBC action-adventure series (1976) based on
the World War II exploits of Marine Corps
Major Gregory (Pappy) Boyington and his
crew of nonconformist fighter pilots. After its
second week on the air, the series drew a
formal complaint from CBS for allegedly vi-
olating the “family viewing time” code in
glorifying characters who engage in brawl-
ing, drinking, wenching and violence. NBC
explained that the series had not initially
been conceived for “family time” (before 9
p.M.) and that subsequent episodes had been
cleaned up to meet the code standard. CBS
withdrew the complaint but the publicity it
generated helped to build an audience
for the NBC show, although the ratings later
flagged.

Produced by Universal TV, with Stephen J.
Cannell as executive producer, the series fea-
tured Robert Conrad as Boyington. It was
canceled after one season.

BABBIN, JACQUELINE — New York-
based producer-writer specializing in drama.
Her first major credits were as an adapter of
plays and novels for the David Susskind pro-
ductions in the “golden age” on TV drama. In
1962 she produced the DuPont Show of the
Week and in the 70s a series of dramas for
ABC’s Wide World of Entertainment. In
1975 she became producer of the weekly CBS
series Beacon Hill, and in 1976 she produced
the three-hour Sybil for NBC’s The Big
Event.

“BACHELOR FATHER” — successful situa-
tion comedy about an eligible bachelor rais-
ing his teenage niece. It premiered on CBS in

September 1957, then moved to NBC (1958
60) and finally to ABC (1961-62). By Bachelor
Productions, it starred John Forsythe and fea-
tured Noreen Corcoran and Sammee Tong.

John D. Backe

BACKE, JOHN D. — president of CBS Inc.
since October 1976, receiving the appoint-
ment upon chairman William S. Paley’s sud-
den dismissal of Arthur R. Taylor, who had
been Paley’s heir-apparent since 1972. He re-
ceived the additional title of chief executive
officer in May 1977.

Backe’s background had been in publica-
tions. He joined CBS in 1973 as corporate
vice-president of the CBS Publishing Group
(Holt, Rinehart and Winston, W.B. Saunders,
Popular Library and magazines such as Field
and Stream, Road and Track and Popular
Tennis). Just before his promotion to corpo-
rate president, he helped to engineer, with
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Taylor, the acquisition of Fawcett Publica-
tions.

Earlier, Backe had been president and
chief executive of General Learning Corp., a
joint venture of General Electric and Time
Inc., rising to that position after having
headed its textbook publishing subsidiary Sil-
ver Burdett Co. See also CBS.

BAHAKEL BROADCASTING STATIONS
— group of southern stations founded in
1959 by Cy N. Bahakel, who remains its presi-
dent. Based in Charlotte, N.C., the group con-
sists of five ABC affiliates: WCCB Charlotte,
WABG Greenwood-Greenville, Miss., WKAB
Montgomery, Ala., WOLO Columbia, S.C,,
and WBB]J Jackson, Tenn.

“BAILEYS OF BALBOA, THE” — CBS situ-
ation comedy (1964) whose flop contributed
to ending James Aubrey’s reign as president
of the network. Produced by Richelieu Pro-
ductions, it featured Paul Ford, John Dehner,
Sterling Holloway and Judy Carne. See also
Aubrey, James. T.

BAIRD, JOHN LOGIE (d. 1946) — Scottish
inventor who developed the first television
system in full-scale use. He demonstrated a
mechanically scanned television system
which showed objects in outline in 1924, rec-
ognizable faces in 1925. In 1928 he transmit-
ted a television signal from England which
was received in the U.S. The BBC adopted
Baird’s mechanical system in 1936 for regular
transmissions but it was replaced the next
year by the Marconi Company’s all-electronic
system using a cathode-ray tube.

In 1939 Baird demonstrated color televi-
sion using a picture tube and shortly before
his death he had completed research on a
stereoscopic television system. In the 20s
Baird demonstrated the first videodisc (using
a standard wax phonograph record) and the
first projection television system.

BAILEY, JACK-— veteran game-show
emcee, best known for Truth or Conse-
quences and Queen For a Day. Earlier he had
been an announcer for network radio pro-
grams.

Lucille Ball

BALL, LUCILLE — probably TV’s biggest
star, familiar to viewers throughout the world
through her classic situation comedy I Love
Lucy, and the subsequent Lucy series that
ran almost continuously on CBS from 1951
until her retirement from weekly television
(ratings still high) in the fall of 1974. She
created such a vast library of episodes that it
was typical, in the 70s, for the Lucy reruns to
have four or five different airings over the
course of a day in large markets like New
York. On a network laden with stars in the
60s, Miss Ball remained the heart of the CBS
schedule, her show the one “sure thing” in
the lineup.

Her TV run had a brief hiatus in 1960 after
her divorce from her husband and partner
Desi Arnaz. She emerged from the divorce
president of their production company
Desilu, which had grown into one of the large
independents, supplying a number of shows
to the networks. She doubled as an executive
and star when she resumed weekly television
with The Lucy Show in 1962, until Para-
mount purchased the company in 1967.

Although she had previous stage and film
credits, Miss Ball was scarcely known to most
of the TV audience when I Love Lucy pre-
miered on Oct. 15, 1951. Arnaz, a Cuban
bandleader whom she had married in 1940,
had only a slight reputation in U.S. show busi-
ness. But the zany series was an instant hit
and rose quickly to become the most popular
show on TV. Miss Ball portrayed a beautiful,
well-meaning schemer who seemingly never
lived a day on earth without becoming in-
volved in an outlandish predicament. The
situations gave full range to her talents for

sight comedy, but remarkably — through all
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the absurd disguises and broad physical antics
— she was able to preserve a lady-like per-
sona.

There were strong contributions from Wil-
liam Frawley and Vivian Vance, who por-
trayed Fred and Ethel Mertz, neighbors and
close friends of Lucy and Ricky Ricardo, the
leads.

When Miss Ball became pregnant in 1952,

-producer Jess Oppenheim decided that tele-

vision’s Lucy would become pregnant too.
The dual event, Miss Ball’s real-life delivery
of Desi Arnaz Jr., and the arrival of the baby
on the program, Ricky Jr., was nationally
awaited, and the birth episode achieved an
enormous rating.

I Love Lucy ended its run June 24, 1957
when the stars decided to concentrate on spe-
cials. In November 1957, they began a one-
hour monthly telecast, The Lucille Ball-Desi
Arnaz Show, a comedy hour with guest stars.
The series ended with their divorce, and Miss
Ball left TV to star in the Broadway musical
Wildcat, which was both a hit and a personal
triumph for her.

She returned to TV with a weekly series,
The Lucy Show (1962-68), featuring Vivian
Vance and Gale Gordon. The following year
the series was changed to include her chil-
dren Desi Jr. and Lucie Arnaz, and given the
title Here’s Lucy (1968-74). Gordon re-
mained as a principal, and Desi left the series
after three seasons.

All three Lucy sitcoms played Mondays at
9 p.M., giving CBS dominance of the night
through virtually every season Miss Ball was
with the network.

BALMUTH PETITION — a futile attempt
by Hollywood craft unions in the early 70s to
persuade the FCC to adopt rules limiting the
volume of network reruns in prime time to
95% a year from more than 40%. Such a re-
striction, the petition argued, would stimu-
late creativity, boost employment, give the
viewer a wider choice of fare and curtail the
networks” ability to use prime time as they
please for their greatest economic gain.
The original petition was filed in 1972 by
Bernard A. Balmuth, a film editor, and was
staunchly supported by the Screen Actors
Guild, the Writers Guild of America, West,
and the Hollywood Film Council, represent-
ing 28 labor organizations, in addition to oth-
ers. In July 1976, while acknowledging that
many people felt strongly about the satura-

tion of reruns, the FCC rejected the plea in
a 7-0 decision. It reasoned that the Govern-
ment had no right to control such matters and
that the issue was better resolved by market
forces.

The commission also refused to require sta-
tions and networks to identify repeat pro-
grams as reruns on the ground that to do so
would be to increase the “clutter of an-

nouncements.”

Balmuth noted that in the 50s the networks
played 39 firstruns and 13 reruns a year for
practically every series and that the pattern
eroded gradually until, in the 70s, the
firstruns were reduced to 22 a year in most
cases. The networks argued that reruns give
the viewers additional opportunities to see
programs they missed during the first airing.

An amicus brief filed by the unions pointed
out that the rerun rate in prime time is more
than 80% in June and July, more than 75% in
May and August and about 67% in April, con-
cluding that for five months of the year there
are more reruns than original material.

In denying the petition, the FCC reasoned
also that the limiting of reruns would increase
network production costs, reduce their
profits and probably result in cheaper pro-
graming overall. The commission added that
to engage in regulatory action for the purpose
of improving employment was not within its
province. It said, finally, that it lacked the
authority to regulate the type and quality of
programing unless a substantial public ben-
efit was certain.

“BANACEK” — NBC series (1972) about an
investigator dealing in the recovery of lost or
stolen property, which rotated as part of the
Wednesday Mystery Movie. George Peppard
starred in the 16 episodes produced by Uni-
versal TV.

BANDING — undesirable “bands” across
the picture in the playback of material re-
corded on a quadruplex videotape recorder.
This generally is the result of poor alignment
or other deficiencies in the recorder’s record-
ing or playback heads.

BANDWIDTH — a section of the frequency
spectrum needed to transmit visually, aurally
or both. The bandwidth of the average televi-
sion channel is 6 million cycles per second (6
MHZ).
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“BANKS AND THE POOR” — controver-
sial public TV documentary in 1970 critical of
moneylending institutions and which held
the banking industry to blame for perpetuat-
ing slum conditions. The program ended with
a crawl that listed 98 members of Congress
who were either shareholders or directors of
banks, while The Battle Hymn of the Repub-
lic played sarcastically on the soundtrack.

Such theatrical flourishes made the film
vulnerable to journalistic criticism. But the
documentary caused nervousness among the
PBS stations because the congressmen named
on the crawl (including Sen. John O. Pastore,
chairman of the Senate Communications sub-
committee) would be voting on the next fed-
eral appropriation for public TV. Many of the
stations, besides, had board members who
were bankers. Several stations postponed the
showing and a few declined to show it at all.
PBS acted against its own policy by inviting
representatives of the banking industry for
pre-screenings.

The hour was produced by NET for the
Realities series, which was canceled after that
season.

BANNER, BOB — independent producer-
director, whose credits include The Dinah
Shore Chevy Show in the mid-50s, The Garry
Moore Show in the late 50s and Candid Cam-
era (as executive producer) in the mid-60s.
Early in his career he was director for NBC of
Garroway At Large and Omnibus. His inde-
pendent company, Bob Banner Associates,
has concentrated primarily on music-variety
specials, such as Carnegie Hall Salutes Jack
Benny, Julie and Carol at Carnegie Hall,
Here’s Peggy Fleming, The Kraft Music Hall
and the John Davidson shows, with occasional
ventures into made-for-TV movies.

BANZHAF CASE — [John F. Banzhaf III o.
FCC/405 F2d 1082 (1968)] the Fairness Doc-
trine applied to the broadcast of cigarette
commercials. In December 1966, John Banz-
haf, a New York lawyer acting as a private
citizen, requested free time from WCBS-TV
New York to answer its cigarette commer-
cials under the Fairness Doctrine. When the
station rejected the request, Banzhaf filed a
complaint with the FCC. The commission
ruled, six months later, that a station present-
ing such advertisements had the duty of in-
forming the public of the hazards of smoking
because the promotion of smoking was

proved not to be in the public interest. Banz-
haf’s bid for counter-commercial time ap-
proximately equal to that for cigarette ads
was rejected, however; instead, the FCC pro-
posed a 3 to 1 ratio.

A number of appeals were instituted. The
NARB filed for review in the Court of Appeals
in Richmond, Va. Banzhaf filed for review in
the District Court of Appeals claiming that
while the commission awarded significant
time he had not been afforded equal time.
The tobacco and broadcasting industries’ ar-
gument was that by passing the Cigarette La-
beling Act of 1965, the Congress meant to
forbid any additional regulation addressed to
the problem of danger to health.

The two cases were joined in the District
Court of Appeals in Washington, and in 1968
the court upheld the commission’s ruling.
The court rejected the intent of Congress’s
argument and also concluded that cigarette
advertisements were not constitutionally pro-
tected speech. The court did not accept
Banzhaf’s equal time claim nor the cigarette
manufacturers’ claim for rebuttal time to an-
swer antismoking messages.

The cigarette companies appealed, but cer-
tiorari was denied by the Supreme Court. An-
tismoking commercials became familiar on
TV until cigarette advertising was barred
from broadcast media by the Public Health
Cigarette Smoking Act of 1969, which went
into effect in January 1971. The constitution-
ality of the law was upheld in 1971 by a spe-
cial three-judge court in Capitol Broadcasting
v. Mitchell [333 F Supp. 582 (1971)] with a
strong dissent from Judge J. Skelly Wright.
See also Counter Commercials.

BAR (BROADCAST ADVERTISERS RE-
PORTS) — company engaged in monitoring
commercials televised on networks and sta-
tions; its syndicated reports are used by ad-
vertisers and agencies as proof-of-perfor-
mance for their commercials and by stations
to keep abreast of advertising purchased at
competing stations.

BAR monitors 262 stations in 75 TV mar-
kets by means of off-air tape recordings. The
markets covered represent around 80% of
the ADI households and 85% of spot TV dol-
lar expenditures. New York and ILos Angeles
are monitored on a-full-time basis while the
remaining markets are monitored one sam-
ple week each month. .

In monitoring the networks, BAR is able to
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keep a running score on the estimated reve-
nues for each.

“BARBARA McNAIR SHOW, THE” —
half-hour music-variety series produced in
Canada for U.S. syndication in the prime time
access periods (1969-71). Winters-Rosen Pro-
ductions taped 52 programs, but the series
was not widely accepted by stations.

“BARBARA STANWYCK THEATRE, THE”
— 30-minute anthology series on NBC (1960~
61) with Barbara Stanwyck as hostess and fre-
quent star. It was by E.S.W. Enterprises.

Red Barber

BARBER, RED (WALTER L.) — one of the
most popular and respected sportscasters in
the medium whose career spanned the pe-
riod 1934-66. Chiefly associated with base-
ball, he was dismissed by the Yankees man-
agement after a dozen years as the team’s
play-by-play announcer for reporting that
home attendance was low and then directing
the TV cameras to scan the empty seats. The
incident raised the issue of whether TV sports-
casters in the employ of teams should be iden-
tified as hired boosters rather than being al-
lowed to pose as objective journalists. Barber
did the play-by-play for the Cincinnati Reds
(1934-39), then became the “voice” of the
Brooklyn Dodgers (1939-54) and then of the
Yankees (1954-66). His refined Mississippi ac-
cent contributed to his distinctive style, and
he popularized such Southern expressions as
“catbird seat” (sitting high up in an advanta-
geous position) and “rhubarb” (an argument
on the playing field). After his dismissal he
wrote, freelanced occasionally in broadcast-
ing and went into retirement around 1970.

“BAREFOOT IN THE PARK” — NBC situa-
tion comedy (1970) drawn from the Neil
Simon play of that title but with an all-black
cast. The series fared poorly and ran less than
half a season. Featured were Scoey Mitchlll,
Tracey Reed, Thelma Carpenter and Nippsy
Russell. It was by Paramount TV.

“BARETTA” — ABC series about an
unorthodox undercover police detective por-
trayed by Robert Blake. The series had an
unusual history. It began in 1973 as Toma, a
series with Tony Musante based on the ad-
ventures of a real-life cop who relied on his
wits and imaginative disguises, but ended
after one season when Musante became dis-
enchanted with the role. Because the ratings
were promising, it was revived in January
1975 with Blake, and although the title was
changed to Baretta it was given the Friday
night slot originally held by Toma. For sev-
eral weeks the series fared poorly, but when
ABC switched it to Wednesdays the ratings
began to soar. Baretta went on to demolish
Cannon on CBS and to become a mainstay of
the ABC lineup. Among the regulars in the
series were Tom Ewell and Dana Eclar. Ber-
nard L. Kowalski was.executive producer and
Jo Swerling Jr. producer for The Public Arts,
Roy Huggins Productions and Universal TV.

BARISH, SHERLEE — founder and presi-
dent of Broadcast Personnel Agency, which
specializes in finding newscasters and news
directors for local stations around the coun-
try. Miss Barish started her business in 1961
after traveling extensively among stations as
a saleswoman for Officials Films. In that ca-
pacity she found herself recommending tal-
ent she was impressed with in one city to
station operators elsewhere who were look-
ing for new anchormen or sportscasters. Her
agency receives a commission from the sta-
tion of 20% of the employee’s annual salary
above $20,000 or 15% below $20,000.

BARKER, CECIL — producer chiefly as-
sociated with the Red Skelton Show (1955-
61). His producing credits as program execu-
tive with ABC and then CBS included Space
Patrol, You Asked For It, the Burns and Allen
Show, That’s My Boy, Lineup and Shower of
Stars. He also produced specials for Skelton
and Jack Benny.
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“BARNABY JONES” — hour-long CBS pri-
vate-eye series, which premiered in Septem-
ber 1973 with Buddy Ebsen and Lee

Meriwether. Quinn Martin Productions pro-
duced.

Julius Barnathan

BARNATHAN, JULIUS — for two decades a

key ABC executive, whose quick intelligence

and adeptness at solving problems gained
him the most diverse appointments of any
official at that network. At various points he
has been head of research, head of affliate
relations, head of the owned TV stations, gen-
eral manager of the network and head of en-
gineering and broadcast operations.

In the latter capacity, he has been responsi-
ble for the planning, designing and acquiring
of broadcast facilities and equipment for all
areas of the company, radio as well as TV, and
for directing the technical operations for
major special events coverage, from political
conventions to the Olympic Games.

Barnathan was named v.p. for engineering
in 1965 to supervise the equipping of the net-
work and owned stations for color TV, For the
three previous years he had been v.p. and
general manager of ABC-TV, and for a brief
period earlier was president of the ABC o&os.
From 1959-62 he was v.p. for affiliated TV
stations. He began with ABC in 1954 as super-
visor of ratings and swiftly won promotions in
the research department until, in 1959, he
became v.p. in charge. In 1976 he received
the title of president of engineering and oper-
ations.

“BARNEY MILLER” — ABC half-hour com-
edy centering on an ethnic-rich squadroom of
New York precinct detectives. After an un-
steady start in January 1975, the series devel-

oped into a hit. Hal Linden starred in the title
role, with Barbara Barrie as his wife. Fea-
tured as other detectives in the squad were
Abe Vigoda, Max Gail, Gregory Sierra, Jack
Soo and Ron Glass. The series was created by
Danny Arnold and Theodore Flicker, with
Arnold as executive producer for Four D.
Productions. Producers were Chris Hayward
and Arne Sultan, and Norm Pitlik directed
most of the episodes. In 1977 Vigoda’s charac-
ter was spun off into a new ABC situation
comedy, Fish.

BARNOUW, ERIK — Columbia University
professor of dramatic arts, television and film
who wrote the three-volume History of
Broadcasting in the United States. Earlier, he
had worked at CBS and NBC as a radio writer

and in the 50s wrote several documentary
films.

“BARON, THE” — British action-adventure
series slotted by ABC as a midseason replace-
ment in January 1966 with unimpressive re-
sults. Based on mystery stories by John

Creasey, it starred Steve Forrest and was by
ATV.

BARRETT, RONA — Hollywood gossip
columnist carrying on, via TV, the tradition of
Hedda Hopper and Louella Parsons. In the
late 60s she began doing two-minute reports
for ABC o&os to use in their newscasts, and
in 1969 she started a daily syndicated TV
“column” distributed by Metromedia. In
1976 she became a regular contributor to
ABC’s Good Morning, America and later that
year hosted the prime time ABC special Rona
Barrett Looks At the Oscars.

BARRIS, CHUCK — game-show packager
whose long list of entries began with The Dat-
ing Game, The Newlywed Game and Opera-
tion Entertainment for ABC, the network
with which he had previously been associated
as a program executive. His Chuck Barris Pro-
ductions was also responsible for The Game
Game and others in that perishable daytime
genre, and it provided the financial backing
for the Blye-Bearde production of the syn-
dicated Bobby Vinton Show (1975). Barris
cast himself as host of the daytime NBC series
The Gong Show in 1976,

BARRON, ARTHUR — freelance producer,
director and writer generally associated with
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documentaries, although in latter years his
work extended to movies and some TV
drama. Between 1975 and 1977, Barron pro-
duced two episodes of the Six American
Families series for Group W, adaptations of
short stories by Henry James and Ambrose
Bierce for the PBS American Short Story se-
ries, and a theatrical movie for Warner Bros.,
Brothers.

While on the staff of CBS News in the 60s
Barron was responsible for such documentar-
ies as “Sixteen in Webster Groves,” Webster
Groves Revisited and The Berkeley Rebels.
He also had worked for NBC News and Me-
tromedia. As a freelance, he produced, wrote
and directed Birth and Death, Factory and
An Essay on Loneliness for PBS. His credits
in the sphere of TV drama include The Child
Is Father of the Man for CBS and It Must Be
Love ‘Cause I Feel So Dumb, an ABC After-
school Special.

BARRY, JACK — prominent game-show
producer and host in the 50s who was forced
to drop out of television for more than a dec-
ade after being implicated in the quiz-show
scandals of 1958. Barry and his partner Jack
Enright had been the producers of 21, one of
the programs that congressional witnesses
had said was rigged. Later, their application
for radio station licenses was challenged on
the ground of character, but the FCC ruled
those objections invalid. Having served his
term of penance, Barry was admitted back
into television as a game show producer in
1970 and made his comeback with such suc-
cessful shows as The Joker’s Wild and Break
the Bank. Among the earlier programs he
had produced and appeared on were Winky
Dink, Tic Tac Dough and Juvenile Jury. See
also Quiz Show Scandals.

BARRY, PHILIP JR. — executive producer
chiefly of made-for-TV movies. Son of the fa-
mous playwright, he began his television ca-
reer in the early days of the medium working
on such prestige drama serigs as Goodyear
Television Playhouse. In the early 70s he
served for CBS as executive producer of its
made-for-TV movies and then moved on to
Tomorrow Entertainment in a similar capac-
ity.

BARTER — a form of advertising sale in
which the advertiser gives a program or pro-
gram matter to a station or network in ex-

' change for commercial spots. The number of

spots and the time periods in which they are
played are subject to negotiation. While
barter was common in the early years of
television, such as when the companies that
manufacture bowling equipment produced
bowling shows with built-in plugs and offered
them to stations gratis, the practice fell into
disrepute for many years.

It was revived on a large scale in 1971 when
the prime time access rule went into effect
and many stations hesitated to invest in pro-
graming. Here advertisers seeking bargains
in choice viewing hours provided stations
with reasonably attractive programs contain-
ing two or three minutes of their commer-
cials. The stations’ profits came from the sale
of up to three additional minutes in those
half-hour programs.

Colgate-Palmolive bartered Police Surgeon
in this manner for several seasons, and Chev-
rolet did the same with such series as Stand

.Up and Cheer, The Golddiggers, The Johna-

than Winters Show and The Henry Mancini
Show.

Some advertising agencies bartered pro-
grams for more than a single client and thus
became involved in the production of TV
programs again. Other advertisers bartered
program matter, such as syndicated news or
feature pieces, in exchange for commercial
time.

Some preferred to barter on a time-bank
principle, giving programs to stations in ex-
change for credit so that the advertiser was
owed commercial time to dispose of as and
whenever he chose. See also Syndication.

BARTLESVILLE TEST — an early pay-TV
experiment begun in the fall of 1957 in which
a Bartlesville, Okla. theater owner sent mov-
ies by wire to subscribing homes for a
monthly fee. It ended the following spring,
deemed a failure.

BARTLEY, ROBERT T.— FCC commis-
sioner who served three terms (1952-72). He
was concerned particularly with media
monopolies and the concentration of control,
and he had cast a dissenting vote in the pro-
posed ABC-ITT merger essentially on the
ground that a vast international conglomer-
ate with its impersonal approach to business
could have little sense of local community
needs. He was the FCC’s leading advocate of
ascertainment rules for license renewals. A
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Democrat from Texas and generally consid-
ered a liberal, he had been administrative as-
sistant to Speaker of the House Sam Rayburn.
He was also an executive with the old Yankee
Network and for five years a staff member of
NAB.

Batman: Adam West

“BATMAN” — popular ABC prime time se-
ries (1966-68) that, in spoof style, was a live-
action representation of the famous comic
book creations of Bob Kane. Batman was
played by Adam West and Robin by Burt
Ward. When ratings began to slip, Yvonne
Craig was introduced in the third season as
Batgirl. Recurring villains were portrayed by
such guest stars as Burgess Meredith, Vincent
Price, Caesar Romero, Frank Gorshin and Zsa
Zsa Gabor. Among notable gimmicks of style
was the superimposition over the fight scenes
of comic book words like “Pow” and “Bam.”
Via Greenway Productions and 20th Cen-
tury-Fox TV, the half-hour series continues in
syndication.

“BAT MASTERSON” — western series on
NBC (1958-60) about a fashionplate marshal
who wears a derby and carries a cane. It
starred Gene Barry and was produced by.
United Artists TV.

BAZELON, DAVID L. (JUDGE)— chief
judge of the U.S. Court of Appeals for the
District of Columbia Circuit since 1962, in
which capacity he has been a force in striking
down numerous regulations and decisions of
the FCC. Heading the court most active in
the judicial review of FCC actions, Judge Ba-
zelon, a liberal with a strong sense of the pub-
lic interest in broadcast matters, served as a

counterbalance to the commission’s tendency
to accommodate the industry it is supposed to
regulate. He figured prominently in negating
the FCC’s renewal of the WLBT license and
in denying the commission’s policy statement
on license renewals; in speeches he was
openly critical of the quality of broadcasting
and of broadcast regulation in the U.S. He was
appointed to the court in 1949, having been
nominated by President Truman, and be-
came chief judge through seniority 13 years
later.

BBC ENTERPRISES — the sales and mer-
chandising division of the British Broadcast-
ing Corp. for programs, educational films and
recordings. It also arranges costume and
other exhibitions derived from BBC shows.

BEA (BROADCAST EDUCATION ASSN.)
— organization operating under the wing of
the NAB to encourage interest in broadcast-
ing as a course of study at colleges and univer-
sities withi a view to enlisting high-caliber and
well-prepared graduates into the profession.
Members are teachers of communications,
professional workers, students and broadcast-
ers, and the-association (known before 1973 as
APBE, Assn. of Professional Broadcast Educa-
tion) has its annual conference in conjunction
with the NAB convention.

The organization stresses cooperation beé-
tween broadcasters and teaching institutions
to acquaint academia with the practical as-
pects of broadcasting. It publishes on a quar-
terly basis the Journal of Broadcasting.

“BEACON HILL” — ambitious CBS dra-
matic serial (1975) about the intertwined lives
of a wealthy Irish-American family and their
staff of servants in Boston just after World
War 1. Aspiring to the critical success of Up-
stairs, Downstairs, the British series from
which it borrowed its form and concept, Bea-
con Hill failed to win either acclaim or a large
enough audience to last more than three
months. Produced in New York by the Robert
Stigwood Organisation, with Beryl Vertue as
executive producer and Jacqueline Babbin as
producer, it featured Nancy Marchand, Bea-
tricé Straight, George Rose, Stephen Elliott,
David Dukes, Paul Rudd, Kathryn Walker
and Kitty Winn. Fielder Cook was director.

BEATTY, MORGAN (d. 1975) — NBC News
correspondent and commentator from 1941
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to his retirement in 1967. He had worked
mainly in radio.

BEAUDINE, WILLIAM, JR. (d. 1970) —
producer of Lassie who also produced and
directed episodes of Wonderful World of
Disney and other programs.

BELGIUM, TELEVISION IN — probably
the most TV-intensive nation in Europe,
given that its two state-controlled channels
are augmented by an extensive cable system
that regularly pulls in programing from Brit-
ain, France, Germany, Holland and Luxem-
bourg. That gives Belgians a theoretical
choice comparable to that enjoyed by viewers
in the New York City and Los Angeles metro-
politan areas. The Belgian anomaly is abetted
by set manufacturers in that nearly all color

receivers are equipped to pick up both PAL-

and SECAM.

The two domestic services reflect the coun-
try’s bilingual society, with one operating in
Flemish, the other in French, both for about
five hours per day. Both are operated by
state-appointed boards. No advertising is car-
ried; license fees are the only source of in-
come to cover all costs. The fees are $46.17 a
year for black & white sets and the equivalent
of $71.82 for color sets.

BELL, WILLIAM J.— one of the leading
writers of daytime TV soap operas for more
than two decades. Working from Chicago
where his wife Lee Phillip has been a leading
personality on WBBM-TV, Bell in the mid-
50s became a protege of the late Irna Phillips
(who was known as “queen of the soaps”) and
began writing for The Guiding Light and
then As the World Turns. In the 60s he
created Another World for NBC and then
became story editor for Days of Our Lives,
another serial on that network. He is respon-
sible for the long-term story-lines which are
then embellished and scripted by a team of
writers. '

BELO BROADCASTING CORP. — Texas
broadcast group of the A.H. Belo Corp.,
which also owns the Dallas Morning News.
Based in Dallas, the group’s TV stations in-
clude WFAA-Dallas, an ABC affiliate, and
KFDM Beaumont, a CBS affiliate. Officers are
James M. Moroney Jr., chairman; Mike
Shapiro, president; and Ward L. Huey Jr., v.p.
and general manager.

BELSON, JERRY — comedy writer whose
long string of credits includes The Dick Van
Dyke Show. With Garry Marshall he adapted
Neil Simon’s play The Odd Couple as a TV
series and served with Marshall as co-execu-
tive producer of the early episodes.

BEM CASE [Business Executives’ Move for
Vietnam Peace v. FCC/Post Newsweek Sta-
tions v. Business Executives’ Move for Viet-
nam Peace/412 U.S. 94 (1973)] — legal test
on rights of broadcasters to deny the sale of
time for the discussion of controversial issues.
The Supreme Court in 1973 determined that
broadcasters had such a right.

In June 1969 BEM, an ad hoc organization
of 2,700 business executives opposed to the
U.S. involvement in the Vietnam War, was
thwarted by station policy in its attempt to
buy a series of one-minute antiwar spots on
WTOP-TV Washington. Like many other sta-
tions and the three TV networks, WTOP
refused to sell air time for editorial advertis-
ing. BEM then filed a complaint with the
FCC claiming that its First Amendment
rights were violated by the licensee’s policy.

The FCC upheld the broadcaster, deeming
it unnecessary for a station to sell editorial
advertising if a broadcaster was fulfilling his

duty under the Fairness Doctrine by ade-

quately covering all sides of the Vietnam de-
bate.

But the D.C. Court of Appeals, joining the
case with that of the Democratic National
Committee which sought to buy time on CBS
to reply to President Nixon’s policies on the
war, ruled in 1971 that a flat ban on paid
public issue announcements was in violation
of the First Amendment. The case was re-
manded to the FCC to develop reasonable
procedures and regulations determining how
to implement editorial advertisements on the
air. Essentially, the court found that broad-
casters could not retain total editorial control.

The case was appealed to the Supreme
Court, which in five complex and multifa-
ceted opinions, reversed the Court of Ap-
peals.

“BEN CASEY” — very popular, hour-long.
medical series in the early 60s whose appeal
centered on the refreshingly different an-
tihero personality of the title character, a
surly and haunted but gifted surgeon. It
played on ABC from 1961-66. Vince Ed-
wards, who was propelled to stardom by the
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series, oddly was unable to carry his popular-
ity from that show to others. Featured were
Sam Jaffe, Bettye Ackerman, Jeanne Bates,
Nick Dennis and, for a time, Franchot Tone.

BENDICK, ROBERT — producer of Wide,
Wide World and the Dave Garroway Today
show in the late 50s and earlier a program
and special events executive with CBS.
Trained as a documentary cameraman, he be-
came one of the producers of This is
Cinerama and a director of Cinerama Holi-
day.

BENDIX, WILLIAM (d. 1964) — character
actor best known in TV for his portrayal of
Chester Riley, the bumbling father of the
popular situation comedy The Life of Riley
(1953-58). He performed a wide range of dra-
matic roles, however, including one in the
western series Overland Trail (1960).

BENJAMIN, BURTON (BUD)— veteran
CBS producer of news specials and documen-
taries who became in 1975 executive pro-
ducer of the CBS Evening News with Walter
Cronkite. From a background with the
Cleveland News, UPI, NEA and RKO-Pathe,
he joined CBS in 1957 as executive producer
of The Twentieth Century, an occasional doc-
umentary series that ran nine years. Later, as
senior executive producer for CBS News, he
produced numerous episodes for CBS Reports
and such specials as Mr. Justice Douglas
(1972), The Rockefellers (1973) and Solzhe-
nitsyn (1974).

“BENJAMIN FRANKLIN” — four-part se-
ries of 90-minute dramatic specials highlight-
ing the life of Franklin. Offered by CBS
(1974-76) for the Bicentennial, each episode
had a different writer and a different actor
playing Franklin. The role was taken vari-
ously by Eddie Albert, Lloyd Bridges, Rich-
ard Widmark and Melvyn Douglas. The exec-
utive producer was Lewis Freedman, the
producers Glenn Jordan and George Lefferts
and the director Jordan.

BENJAMIN, ROBERT S. — lawyer and film
company executive who was a charter mem-
ber of the Corporation for Public Broadcast-
ing and became its chairman in 1975. In 1977,
after serving nine years as a director, he re-
signed and was elected chairman emeritus of
CPB. He was also chairman of United Artists

Pictures Corp. and a partner in the law firm
of Phillips, Nizer, Benjamin and Krim.

BENNETT, HARVE — series producer as-
sociated with Universal TV who was execu-
tive producer of The Six Million Dollar Man,
The Invisible Man, and the Rich Man, Poor
Man miniseries. Bennett had been an ABC
program v.p. in Hollywood during the 60s,
leaving in 1968 to become co-producer of
Mod Squad for Thomas-Spelling Productions.
During his childhood, he was one of the
prodigies on radio’s Quiz Kids and was
known then as Harve Fischman.

Jack Benny

BENNY, JACK (d. 1974) — one of the great
radio comedians who made the transition to
television in the 50s and had a weekly series
on CBS-TV from- 1950 to 1965. With a kind of
continuing sketch comedy, in which he
represented himself as an aging and some-
what pompous bachelor who was an out-
standing tightwad, Benny held forth in radio
and TV for more than 40 years. Through most
of it he carried the same troupe of supporting
players, which included his wife Mary Living-
stone, announcer Don Wilson, singer Dennis
Day, band leader Phil Harris and character
comedians Eddie (Rochester) Anderson and
Mel Blanc, all of whom served him as foils.
Benny was not a joke-telling or slapstick
comedian. A peer described him aptly as “not
one who said funny things but one who said
things funny.” The character he created was
always the source of the humor, the butt of
insults, made funnier by Benny’s catalog of
mannerisms and responses — a martyr-like
stare, with hand against chin; facial expres-
sions of disbelief or frustration; and the utter-
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ances, “Welll,” “Hmm” and “Now cut that
out!” These became comedy motifs savored
in their weekly repetition by huge audiences.
Fellow comedians admired Benny’s expert
timing and his ability to mine laughter from
glowering silence.

Familiar trappings of the Benny shows
were the antiquated car, a Maxwell, and the
violin on which he regularly essayed an inept
version of “Love In Bloom.” He made famous
the birthday on which he annually turned 39,
and he maintained a mock feud with the dry-
witted comic Fred Allen, through which they
cross-plugged each other’s programs.

Benny’s radio series began in 1932 on NBC,
and from 1934 through 1936 it led the popu-
larity polls; after that it was seldom out of the
top 10. CBS hired Benny away in 1948, and
he continued on radio until 1955. In the
meantime, Benny and his cast made sporadic
television appearances and eventually were
able to transfer the basic elements of their
radio success to the new medium. When his
radio series ended, Benny increased his tele-
vision work from occasional programs to a
bi-weekly series and finally to a weekly.

After 1965, his television performances
were limited to a few specials each year. His
last Jack Benny’s Second Farewell, was on
Jan. 24, 1974. He died of cancer of the pan-

‘creas, at 80, the following December.

BENSLEY, RUSS — director of special
events for CBS News since 1974, prior to
which he was executive producer of certain
special broadcasts. Earlier he had been pro-
ducer of The Evening News with Walter
Cronkite (1964-71) and then executive pro-
ducer (1971-72).

His credits as executive producer include
Patty Hearst: The End of the Trail (1975);
Recession: Which Way Out (1974); the funer-
als of former Presidents Johnson (1973) and
Truman (1972); and tributes to Earl Warren
(1974), Duke Ellington (1974) and Lyndon B.
Johnson (1973). Bensley began as a writer
and newscaster at WBBM-TV Chicago, a
CBS-owned station, in the 50s and shifted to
CBS News in New York in 1960.

BERG, DICK — executive producer of the
Bob Hope Chrysler Theatre in the 60s and
otherwise active as a producer of dramatic
programs during that decade. Later, via his
Stonehenge Productions, he concentrated on
producing made-for-TV movies.

BERG, GERTRUDE (d. 1966) — character
actress identified with her role as Molly Gold-
berg, the matriarch of a Jewish family in the
Bronx, in the situation comedy The Gold-
bergs (1949, revived in 1956). Miss Berg
created the series and also wrote for it.

BERGEN, EDGAR — ventriloquist whose
most famous creation was his dummy Charlie
McCarthy. Their popular radio series led to
movies and frequent appearances on TV vari-
ety shows. In the 50s they hosted the daytime
quiz show Do You Trust Your Wife?, which
later became Who Do You Trust? (with
Johnny Carson as host).

BERGMAN, JULES—since 1961 ABC
News science editor who covered all U.S.
manned spaceflights and many of the key de-
velopments in fields ranging from medicine
to aeronautics. His documentary credits in-
clude the six-part series What About Tomor-
row (1973), Closeup on Fire (1973), Closeup
on Crashes: The Illusion of Safety (1974),
Earthquake (1972) and SST: Super Sound and
Fury. He joined ABC News as a newswriter in
1952 after brief stints with Time magazine
and CBS.

BERGMANN, TED — managing director of
the DuMont Television Network (1953-56),
after which he entered the advertising indus-
try. He worked previously for NBC in the
international division and joined DuMont in
1947 as a sales executive.

Leonard Bernstein

BERNSTEIN, LEONARD — conductor and
composer who introduced millions of chil-
dren to classical music through the Young
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People’s Concert series on CBS. His extraordi-
nary ability to explain the complexities of
symphonic music to the uninitiated, and his
highly theatrical style in conducting, served
to make the series one of the most popular
cultural offerings on TV. Bernstein became
music director of the New York Philharmonic
in 1958 with the reputation of “wunderkind.”
The Philharmonic had been doing “Young
People’s Concerts” since 1922, but it was
Bernstein who put them on TV. He left the
orchestra in 1969 but continued to conduct
the educational concerts on CBS until 1972,
after which the TV baton passed to Michael
Tilson Thomas.

BERLE, MILTON — a practitioner of broad
and noisy comedy who, through his popular-
ity from 1948 to 1956, earned the sobriquet of
“Mr. Television.” His program, beginning in
a time when TV was a luxury enjoyed chiefly
by the wealthier families, helped to spur the
sale of television sets to working-class homes.
Always presented on Tuesday nights on NBC,
his Texaco Star Theater, as it was originally
called, underwent several changes of title and
sponsorship over its eight-year run.

Although a champion of buffoonery and
lavish production, Berle was later to surprise
viewers with his adeptness at serious drama
when he began accepting occasional roles in
TV plays. At the height of his popularity, he
became known affectionately as “Uncle Mil-
tie” and was chided by other comedians as
“The Thief -of Badgags.” Such was his popu-
larity that NBC offered him a contract
through 1981, under which he has been paid
since his series ended.

In the 60s, there was an unsuccessful at-
tempt to revive his comedy series. Under a
modification of the contract, he was able to
host a prime time bowling series for ABC,
which was also unsuccessful.

“BEST SELLERS” — umbrella title for a
weekly NBC series (1976~) of dramatization
of best-selling novels, each book serialized
over several weeks. The program was in-
spired by the success of ABC’s miniseries
Rich Man, Poor Man, a TV adaptation of a
novel by Irwin Shaw. First of the Best Sellers
was Taylor Caldwell’s Captains and the
Kings, whose cast included Richard Jordan,
Barbara Parkins, Charles Burning, David
Huffman and Jenny Sullivan. Others were
Anton Myrer’s Once An Eagle, with Sam El-

liott, Cliff Potts, Darleen Carr, Amy Irving
and Glenn Ford; Norman Bognar’s Seventh
Avenue, with Steven Keats, Kristoffer Tabori,
Jane Seymour, Dori Brenner, Alan King, Eli
Wallach and Jack Gilford; and Robert Lud-
lum’s The Rhinemann Exchange, with Ste-
phen Collins and Lauren Hutton.

The series was produced by Universal TV,
with Charles Engel as executive in charge.
Executive producers of the serials included
Roy Huggins, William Sackheim and David
Victor.

“BEVERLY HILLBILLIES, THE” — situa-
tion comedy about kindly country bumpkins,
The Clampetts, who move to posh Beverly
Hills after striking oil. A smash hit when it
premiered on CBS in 1962, it ran through
1971 despite abuses heaped on it by the crit-
ics. Created and produced by Paul Henning,
for Filmways, it starred Buddy Ebsen, Irene
Ryan, Donna Douglas and Max Baer and fea-
tured Raymond Bailey and Nancy Kulp.
Reruns were stripped daytime on CBS, 1968
72.

“BEWITCHED” — highly successful ABC
fantasy situation comedy (1964-72) about an
ordinary fellow married to a beautiful witch.
It starred Elizabeth Montgomery and Dick
York (who left after the fifth season to be re-
placed by Dick Sargent). Other regulars were
Agnes Moorehead, David White and Alice
Pearce. It was by Screen Gems.

BFC (BROADCASTING AND FILM COM-
MISSION OF THE NATIONAL COUNCIL
OF CHURCHES IN THE U.S.A.) — largest
and most widely representative of religious
production organizations, producing and dis-
tributing TV and radio materials for the Prot-
estant faiths and consulting on the production
of others. Established in 1950, it merged with
the Protestant Film Commission and Protes-
tant Radio Commission and works in coopera-
tion with the radio-TV offices of the various
denominations represented by the National
Council of Churches. All the denominational
units within BFC are active in developing re-
ligious prograrms with local TV and radio sta-
tions.

“BICENTENNIAL MINUTES” — series of
one-minute programs broadcast every eve-
ning in prime time on CBS from July 4, 1974
throtigh the end of 1976 as a Bicentennial
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salute. Each minute offered a vignette of an
occurrence 200 years earlier on that date,
related to the birth of the U.S.; each also fea-
tured a different well-known personality.
Among those who appeared on the Minutes
were Charlton Heston, Deborah Kerr, Rise
Stevens, Beverly Sills, Kirk Douglas, Alfred
Hitchcock, Zsa Zsa Gabor and Walter Cron-
kite, in addition to senators, generals and
scientists. Lewis Freedman was succeeded by
Bob Markell as executive producer. Shell Oil
sponsored. l
BICYCLING — distribution of film or video-
tape programs to stations by means other
than electronic interconnection, such as
transport by air or land freight, or by the
mails. Syndicated series and movies are dis-
tributed in this manner, with one station ship-
ping the program to the next according to a
route sheet prepared by the distributor. See
also Syndication.

BI-DIRECTIONAL CABLE —a system
with two-way capacity. See Two-Way Cable.

“BIG BLUE MARBLE, THE” — children’s
magazine series devoted to the life-styles of
children in countries around the world focus-
ing on cultural activities, crafts and folktales.
Some episodes contain segments on language
differences, and a regular feature, “Dear Pen
Pal,” arranges correspondence between
American children and Enghsh—speakmg
youngsters in other countries.

Underwritten by ITT as a public servicé
series, Marble premiered in September 1974
and has been carried by around 100 commerj-
cial and public stations in the U.S. and on
several TV systems abroad. It was produced
by Alphaventure. |
“BIG EVENT, THE” — NBC’s attempt in
the fall of 1976 to carve out a weekly two- or
three-hour block on Sunday nights for varied
blockbuster special programs as the keystone
of its commitment to “event television” (i.e.,
unique and momentous specials). The effort
had uneven results but was continued the fol-
lowing season. |

Alvin Cooperman had been brought back
to the network to concentrate exclusively on
securing properties for the time period, but
he was dismissed before the season ended.
The opening program, The Big Party, was
conceived as a salute to the start of various

show business and sports seasons through the
device of switching live among three parties
arranged by NBC in New York. The program
fizzled as entertainment, a fact which was re-
flected in the ratings. The Big Event rallied
from that embarrassment with the showing of
the movie, Gone With the Wind; the presen-
tation of The Moneychangers, an adaptation
of a best-selling novel; and a star-laden four-
hour extravaganza celebrating NBC’s 50th
anniversary in broadcasting. But overall, the
timeslot failed to deliver on its grandiose bill:
ing.

“BIG MARCH, THE” — CBS News special
report on highlights of the civil rights rally
known as the March On Washington of Aug.
28, 1963, at the Lincoln Memorial. The hour
special that night included Dr. Martin Luther
King delivering his famous “I Have a Dream”
speech.

“BIG TOP, THE” — CBS circus show which
debuted in 1950, with Jack Sterling as ring-
master. Ed McMahon, who later became
Johnny Carson’s announcer and sidekick,
played one of the clowns.

“BIG TOWN” — NBC series (1950-56)
based on a successful radio series about the
crusading editor of The Illustrated Press.
Mark Stevens played the lead the final two
seasons and Patrick McVey the first four. The
role of Lorelei, the society reporter, was
played by a number of actresses, among them
Julie Stevens, Jane Nigh and Beverly Tyler.
The series was produced by Gross-Krasne Inc.
and in syndication went by such titles as
Heart of the City, City Assignment, Headline
Story and Byline — Steve Wilson.

“BIG VALLEY, THE” — an hour-long saga
of a family living in the heartland of Califor-
nia in the 1870s that starred Barbara Stan-
wyck as a strong-willed widow and leader of
her powerful family of three sons and a
daughter. Co-starring Richard Long, Peter
Breck, Lee Majors and Linda Evans, the se-
ries premiered on ABC Sept. 16, 1965, and *
ran until 1969 when it was put into syndica-
tion by its producer, Four Star Productions.

BILBY, KENNETH W. — v.p. of public rela-
tions for NBC (1954-60) who moved up to the
parent company RCA, first as v.p. of public
affairs and then as an executive v.p. Earlier,
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he had been a foreign correspondent for the
New York Herald-Tribune.

BILLBOARD — a quick announcement
with a slide, usually occurring before and
after a program. Most often billboards relate
to sponsorship and are preceded by the line
“This program is brought to you by — .”
Where used, they are offered to advertisers
without extra charge. Billboards are required
by law for fully sponsored programs and polit-
ical announcements.

“BILL COSBY SHOW, THE” — situation
comedy on NBC (1969-71) in which Cosby
played a gym teacher in a big city high school.
It was produced by Jemin Co.

(BINA) BROADCAST INSTITUTE OF
NORTH AMERICA — independent, foun-
dation-supported research organization con-
centrating on studies relating to broadcasting
and the public interest.

BINDER, STEVE — director associated with
comedy shows, including The Danny Kaye
Show and Steve Allen Comedy Hour for CBS,
Allen’s syndicated show for Westinghouse
and network specials with Jack Paar, Liza
Minelli, Bob Newhart, Petula Clark and Lu-
cille Ball. :

BING CROSBY PRODUCTIONS (BCP) —
TV and motion picture production company
founded by Crosby but sold by him in 1967 to
Cox Broadcasting. The company produced
such series as Hogan’s Heroes, Ben Casey and
World Series of Golf and several made-for-
TV movies, among them, The Hanged Man.
Its motion pictures include Willard, Ben and
Walking Tall.

“BING CROSBY SHOW, THE” — domestic
situation comedy on ABC (1964)' starring
Crosby and featuring Beverly Garland, Frank
McHugh and Dianne Sherry. It was produced
by Bing Crosby Productions.

“BIOGRAPHY OF A BOOKIE jOINT” —
extraordinary CBS documentary by investi-
gative reporter Jay McMullen on the opera-
tions of an illegal Boston betting parlor which
posed as a key-maker’s shop; it aired Nov. 30,
1961 and brought about the resignation of
Boston’s police commissioner. Working with
Palmer Williams, McMullen spent several

months filming the entrance to the key shop
from a room across the street, catching ru-
merous visits by police officers. The docu-
mentary also contained footage of the bookie
joint in operation, photographed by McMul-
len with a concealed 8 mm camera.

'

“BIONIC WOMAN” — successful spinoff of
ABC’s” The Six Million Dollar Man intro-
duced in January 1976 with Lindsay Wagner
in the role of a reconstituted woman with
superhuman powers. Featuring Martha Scott,
Richard Anderson and Ford Rainey, it was by
Harve Bennett Productions and Universal
TV, with Bennett as executive producer.

Although it ranked in the Nielsen Top 10,
‘the series was dropped by ABC for the 1977
fall schedule, but it was immediately picked
up by NBC.

BIRD — term used for any communications
satellite. It originated in 1965 when the trans-
Atlantic satellite Early Bird went into com-
mercial use. See also Satellite, Communica-
tions.

“BIRD’S EYE VIEW” — NBC situation com-
edy (1970) about a British airline stewardess
and a zany crew assigned to international
flights; it was an early and unsuccessful at-
tempt at co-production between an Ameri-
can and a British company (Sheldon Leonard
Productions and ATV) and had only a brief
run. Featured were Millicent Martin and
Patte Finley.

BLACK HAWK BROADCASTING CO. —
midwestern broadcast group based in Water-
loo, Ia., and owned by the estates of Ralph J.
McElroy and W.L. Bolster, and by Robert
Buckmaster, chairman. The company was
founded by McElroy and a group of Waterloo
businessmen in 1947. Its TV properties in-
clude two NBC affiliates, KWWL Waterloo
and KT1V Sioux City, Ia., and an ABC affiliate,
KAAL Austin, Minn. Officers include Harry
G. Slife, president, and James A. Bradley, ex-
ecutive v.p. and general manager.

BLACKLIST — See Faulk, John Henry;
Goldbergs, The; Red Channels.
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Black Journal:
Diahann Carroll and Tony Brown

“BLACK JOURNAL” — long-running PBS

magazine series produced by WNET New!
York (premiere: 1968) dealing with black is-'
sues, history and culture. A 60-minute weekly

series, it has been produced and hosted by
Tony Brown, with Billy Taylor as music direc-

tor. For the 1975 season it attempted the To-.
night show format but then returned to the
magazine presentation. "
|
“BLACK PERSPECTIVE ON THE NEWS” l‘
— weekly public affairs series on PBS that

began in 1973 and covers current events'
from a biack point of view or national issues '
of specific interest to blacks. Originating at!
WHYY, the Wilmington-Philadelphia PTV'
station, the series is produced by Acel Moore |
of the Philadelphia Inguirer and Reginald
Bryant, who is also host-moderator. ‘
BLACK ROCK — nickname for the CBS,
headquarters at 51 W. 52d St. in Manhattan,
inspired by the color of the granite-veneered
concrete used for the facade. The building,
one of the more distinguished skyscrapers
among the steel-and-glass structures along
Sixth Avenue., was designed by Eero Saa-
rinen, whose death in 1961 preceded its com-
pletion. The move into the new building,
from the network’s long-time headquarters at |
485 Madison Ave., was accomplished in 1965.

|
BLACK WEEK — one of four weeks during \‘
the year (a fifth black week occurs every fifth

year) when the definitive Nielsen rating re- |
port, known as the pocketpiece, takes a rest. |
The black weeks usually occur in December |
(during the week of Christmas), April, June |
and August. Until the Nielsen overnight and

fast weekly ratings began on a 52-week basis
in the early 70s, the black weeks were periods
when no audience data was gathered, and a
programing tradition grew up around them.

As unrated weeks, and therefore noncom-
petitive for the networks, they became the
most suitable time for documentaries, cul-
tural programs and public affairs — offerings
that stood to receive low ratings under nor-
mal conditions. The networks also made a
practice of scheduling reruns during black
weeks, since there was no point in wasting
firstrun episodes of series in a time when
Nielsen was not counting the audience.

For practical purposes, the black weeks
vanished when the overnight and weekly ser-
vices began, although the pocketpiece is still
limited to 48-week coverage. And although
the audience is now being counted during the
remaining four weeks by the fast reports, the
programing tradition of black week remains.
There is still a tendency at the networks to
concentrate programs of low rating potential
in those weeks.

Black weeks were adopted by Nielsen to
enable the company to review its internal
tabulations and to create vacation time for its
field staff. See also Sweeps.

BLAIR, FRANK — newscaster for NBC’s
Today show who was with the program from
its premiere in January 1952 until his retire-
ment in 1975. For the first two years Blair was
Today’s Washington correspondent; then he
moved to New York to read the four daily
news summaries. Blair retired to Charleston,
S.C., where he had begun his broadcast ca-

reer in 1935 at radio station WCSC.

BLEIER, EDWARD — executive v.p. of
Warner Bros. TV since 1976 and head of its
New York office. He joined the company in
1969 after 14 years as an ABC executive vari-
ously in sales, programing, planning and pub-
lic relations. In the 50s he worked in sales and
programing for several New York stations
and for the DuMont Network.

BLINN, WILLIAM — writer and producer.
His writing credits include Brian’s Song and
the pilot script for S.W.A.T. He was also co-
producer of The Rookies for two years and of
The New Land.

BLOCK, RICHARD C. — pioneer in UHF
broadcasting as head of the Kaiser station
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group from 1958 to 1974. After leaving Kai-
ser, he became a consultant to Columbia Pic-
tures Television, Lorimar Productions and
PBS. He was also chairman of the Council for
UHF Broadcasting (CUB) and has been an
instructor in communication at Stanford Uni-
versity since 1964.

BLOCK PROGRAMING — the bunching of
shows similar in type into a number of consec-
utive time periods for the purpose of serving
a single audience over the span. A children’s
block may run as long as six hours, a sports
block may consume an afternoon or an eve-
ning. Protracted periods may also be blocked
out for news, game shows, soap operas or pub-
lic affairs. '
Program blocks differ from ghettos in that
they are created affirmatively and represent
a technique for maintaining audience, while
ghettos connote a dumping ground for pro-
grams not likely to attain large audiences.

BLOCKING — a rehearsal for the position-
ing of actors in each scene and the synchroni-
zation of the technical functions, such as
lighting, props, sound effects and prere-
corded music.

“BLONDIE” — situation. comedy on CBS
(1968-69) that was an attempt by the network
to resurrect the successful radio and movie
series that had starred Penny Singleton and
Arthur Lake. The TV version starred Pat
Harty, Will Hutchins, Jim Backus and Henny
Backus. It was not successful. Based on the
popular comic strip by Chic Young, it was
produced by King Features and Kayro Pro-
ductions.

BLOOM, HAROLD JACK — a writer of
drama series during the “golden age” who
has since divided his time between films and
creating series pilots. Through his Thorough-
bred Productions he created and sometimes
produced the Hec Ramsey series for NBC.

BLUE BOOK — a controversial FCC report
issued in 1946 with the formal title of Public
Service Responsibility of Broadcast Licen-
sees, which set forth program criteria for li-
cense renewals. Although its supporters on
the commission considered it nothing more
than the enunciation of minimum standards
for broadcasting in the public interest, the

document was immediately attacked by
broadcasters and some members of Congress
as an instrument of censorship representing
an attemnpt by the FCC to control program-
ing. The combination of these attacks and
public indifference to the issue rendered the
Blue Book ineffective. But it was never re-
scinded and presumably could be made to
apply to TV licensees today if the commission
saw fit.

The Blue Book came by its nickname from
the blue paper cover on the mimeographed
report. In essence it maintained that though
the licensee had the primary responsibility to
determine its own programing, the FCC had
a duty to consider a station’s program service
in determining whether it was operating in
the public interest. The basic criteria to be
applied in license renewal decisions con-
cerned (1) a station’s commitment to sustain-
ing (noncommercial) programs in the interest
of a balanced program structure; (2) its use of
local talent; (3) the presentation of programs
dealing with important public issues; and (4)
discretion in the amount of advertising car-
ried.

Heightening the controversy over the re-
port was the fact that its author, Dr. Charles
Siepmann, was an Englishman who had been
with the BBC. He came to the U.S. at the
behest of FCC chairman Paul A. Porter spe-

*cifically to direct a study and draw up pro-
posed criteria by which the FCC might evalu-
ate program service. Porter was acting in
response to congressional criticism of the
FCC for its low requirements from broadcast-
ers that made license renewals almost auto-
matic. Not long after the Blue Book was is-
sued, Siepmann published a hard-cover book,
Radio’s Second Chance, which echoed the
FCC report and articulated the rationale for
standards. Dr. Siepmann’s book gave broad-
casters the opportunity to charge him with
opportunism.

Ironically, the much respected chairman
Porter had left the FCC before the Blue Book
was released. It fell to Charles R. Denny ]Jr.,
the young new chairman, to defend the re-

. port. But its real champion was Commis-

sioner Clifford J. Durr, a liberal from Alabama
who was vilified by the industry for his vigor-
ous support of the document.

Although the Blue Book was of little practi-
cal use, its criticisms of broadcast practices
prompted the industry to tighten its own
codes somewhat along the lines prescribed.
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“BLUE KNIGHT, THE” — initially a four-

hour miniseries on NBC (1973) and then a

weekly series on CBS (1976-77). At both net- |
works it was based on the best-selling novel '
by Joseph Wambaugh. The limited series |
starred William Holden and Lee Remick and '
was a straight adaptation of the book, airing |
on four consecutive nights (Nov. 13-16,,
1973); it was rerun in the spring of 1975 on!
consecutive nights as two two-hour programs. '
The CBS series was built around Wambaugh’s '
character Bumper Morgan, portrayed by

George Kennedy. Both series were by LOI‘l-

mar, with Lee Rich as executive producer.

BLUE SKY CABLE — pejorative for the fu- |
turistic representation of cable-TV by the
cable industry in the late 60s to fan enthusi- |
asm for the medium. The “blue sky” promises ,
included two-way communications, shopping |
by television, meter reading, burglar and fire,
alarms, computer-aided instruction, elec-:
tronic delivery of mail and newspapers, an.
infinite number of channels and a wide diver-
sity of specialized services. Although most of |
these were technologically possible when i un-
tially cited, few were economically feasible
and all were subject to market demand.
When the rapid spread of cable suddenly ran
into stiff consumer resistance in the early 70s,
the industry recognized that the trading on
extravagant promises was the wrong ap-
prodch, and it abandoned the “blue sky” sales
pitch for one dealing with the more mundane
and immediate advantages of cable-TV. |

BLURB — trade slang for a commercial or
promotional announcement.

BLYE, ALLAN & BEARDE, CHRIS —
successful team of comedy writer-producers’
whose credits include the Andy Williams
Show, Ray Stevens Show, Sonny & Cher Com-
edy Hour, Sonny Comedy Revue and the first
season of That’s My Mama. The partnership.
dissolved in 1975, and Blye teamed up withi|
Bob Einstein to form Blye-Einstein Produc-!

tions. |
|
BMI (BROADCAST MUSIC INC.) — music'
licensing organization created by the broad-'
cast industry in 1939 as a weapon against
ASCAP, the licensing society which enjoyed a'
monopoly and which was, at the time, threat-|
ening to raise the blanket license fees paid by
stations for the use of copyrighted music. Be-.

cause ASCAP’s formula for the payment of
royalties tended to favor established song-
writers and penalize the newer composers,
BMI was able to build rapidly a rival group of
new publishers and writers. By the time the
negotiations with ASCAP were resolved in
1941, BMI was firmly established. It grew to
be the largest of the music licensing organiza-
tions, with nearly 45,000 writer and publisher
affiliates and 850,000 licensed works as of the
mid-70s. '

Giving impetus to BMI’s catalog was the
denial to broadcasters of ASCAP music for
several months when they resisted ASCAP’s
demands for an increase in fees (stations had
been paying 2% % of their gross revenues
from time sales for their music licenses up to
that time). During that period, only public-
domain and BMI music was heard on the air.

The emergence of BMI changed the nature
and the flavor of popular music in the U.S.
since it provided for royalty payments to be
made to every kind of songwriter, even those
composing specialized music restricted to a
locale or ethnic group. Under the ASCAP sys-
tem before 1941, broadcast royalties were not
paid for recorded music, and the monies were
distributed solely on the basis of live perform-
ance during evening hours on the country’s
four radio networks. Since payments to writ-
ers of country music and rhythm and blues
was therefore scant, those fields had re-
mained in the background of pops for lack of
economic encouragement. BMI devised a sys-
tem that would cover recorded as well as live
music, and all air performances, whether na-
tional, regional or local.

This change in broadcast royalty proce-
dures stimulated activity in regional and eth-
nic music, and much of it found its way into
the mainstream. These new iafluences were
synthesized into rock ‘n’ roll in the 50s.

As do ASCAP and SESAC, the other two
licensing societies, BMI issues a license to sta-
tions for the use of its music and collects fees
based on station income. Stations are re-
quired to keep logs of the music they play; to
determine how the money is to be distributed
to songwriters, BMI projects the number of
air performances for each song from a repre-
sentative sample of the logs. In television,
producers’ maintain cue sheets listing all
music performed in a program for the licens-
ing societies.

BMI operates as a nonprofit society, and its
board of directors is made up exclusively of
broadcasters. See also ASCAP, SESAC.
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BMS — symbol used in Nielsen rating reports
for programs with too small an audience to be
rated. The letters stand for “below minimum
standards” and often, but not necessarily,
refer to a rating below 0.5. The actual BMS
level varies by market and time period and is
determined by Nielsen according to the sam-
ple size in the survey area.

“BOB & CAROL & TED & ALICE” —
short-lived ABC situation comedy (1973)
derived from a movie of greater sophistica-
tion. Produced by Screen Gems it featured
Bob Urich, Anne Archer, David Spielberg
and Anita Gillette.

“BOBBY GOLDSBORO SHOW, THE” —
syndicated country music-variety series in
the mid-70s notably successful in areas where
country music has greatest acceptance. Bill
Hobin, Jane Dowden and Reginald Dunlap
produced for Show Biz Inc., with Bill Graham
as executive producer.’

“BOB HOPE PRESENTS THE CHRYSLER
THEATER” — hour series of 114 filmed
dramas hosted by Bob Hope. Produced by
Hope Pictures and Universal, the series
played on NBC (1963-67). See also Hope,
Bob.

“BOB NEWHART SHOW, THE” — domes-
tic situation comedy involving a psychiatrist
that premiered in 1972 and became part of
the winning CBS Saturday night lineup. Pro-
duced by MTM Enterprises, it featured Su-
zanne Pleshette, Peter Bonerz, Bill Daily and
Marcis Wallace.

As a new comedian, in the early 60s, New-
hart had had a show of his own that chiefly
involved comedy sketches. Following that
unsuccessful effort, he became one of the
rotating stars of the NBC series The Enter-
tainers.

BOCHCO, STEVEN — writer who created
Sarge and collaborated on the pilot for The
Six Million Dollar Man. He also produced
the series, Griff

BOCK, LOTHAR — impresario from West
Germany who served as go-between with the
Soviet negotiating team in gaining for NBC
the exclusive U.S. rights for the 1980 Moscow
Olympics. Bock, who had had a number of
previous theatrical and TV dealings with the
Soviets, initially had been engaged by CBS to

help land the Olympics plum. When CBS de-
cided to drop out of the bidding early in 1977,
Bock, who had already worked out most of
the arrangements for an $85 million deal, im-
mediately offered his services to NBC and
promptly wrapped up the prize. For his
efforts, he was paid a commission of $1 million
and also received commitments from NBC
for TV specials over a period of years.

BOGART, PAUL — noted director for such
prestige drama anthologies as Armstrong Cir-
cle Theatre during the early years of TV. Dur-
ing the 60s he divided his time between films
and occasional TV drama specials. In the 70s
he directed a number of productions in pub-

dic TV’s Hollywood Television Theatre series

and such commercial specials as The House
Without a Christmas Tree. He became direc-
tor of All In the Family for the 1975-76 sea-
son.

BOGIE, DUANE — executive of the Foote,
Cone & Belding advertising agency who was
in charge of the Hallmark Hall of Fame pro-
ductions and who figured importantly in the
philosophy of the series and in the selection of
the programs. He also served as executive
producer on many of the productions. Bogie
left the agency in 1975 to start his own pro-
duction company in New York.

“BOLD JOURNEY” — half-hour series on
the travel adventures of scientists and explor-
ers who showed and discussed their own 16
mm films. The series, by Advenco produc-
tions and Julian Lesser, played on ABC (1956—
58) and then in syndication. John Stevenson
was host initially and then Jack Douglas.

“BOLD ONES, THE” — umbrella title for

several rotating adventure series on NBC

(1969-72) produced by Universal TV. From
season to season, some rotating elements
‘were dropped and others added. Included
were The Doctors, with E.G. Marshall, David
Hartman and John Saxon; The Lawyers, with
Joseph Campanella, Burl Ives and James
Farentino; The Senator, with Hal Holbrook;
Protectors, with Leslie Nielsen and Hari
Rhodes; and Sarge, with George Kennedy.

BOLEN, LIN — v.p. of daytime programs for
NBC (1972-76), the highest position held by
a woman at any TV network up to that time.
She left to establish her own independent
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production company with certain exclusive
ties to NBC.

As daytime chief Miss Bolen added dazzle
and larger cash prizes to the network’s game |
shows and broke the 30-minute tradition of
soap operas in expanding such serials as An-
other World and Days of Qur Lives to an
hour’s length. She began her career writing
and producing TV commercials, and later
worked on the production of a number of TV
specials and documentaries for Metromedia
Producers Corp. and other independents.
Miss Bolen joined NBC in 1972 as a program-
administrator in Hollywood.

BOLIVIA, TELEVISION IN—a single-
channel system from La Paz which broad-
casts to around 56,000 sets. The system util-
izes 625-line technology with no satellite:
hookups or color.

BOOSTER — an unattended, low-powered
TV rebroadcasting station that picks up the
signal of a conventional station and amplifies
and rebroadcasts it; the booster is generally
used to £ll in gaps within a station’s assigned
coverage area.

Bonanza: Dan Blocker,
Lorne Greene, Michael Landon

“BONANZA” — a great Sunday night hit on
NBC for most of 14 years (1959-73) that many
critics considered to be a western soap opera,
dealing as it did with the concerns and adven-
tures of a widower and his sons on the pros-
perous Ponderosa ranch. Dozens of compet-
ing shows were overwhelmed by its
popularity, as the fictional Cartwrights be-
came part of Americana. Lorne Greene por-
trayed the patriarch and Michael Landon,
Dan Blocker and Pernell Roberts his sons.

Blocker died in the 13th year. Other regulars
were David Canary, Mitch Vogel, Tim
Matheson and Victor Sen Yung. Produced by
David Dortort for NBC Productions, it began
as an advertising vehicle for Chevrolet.

BONNEVILLE INTERNATIONAL CORP.
— western broadcast group owned by a sub-
sidiary corporation of the Church of Jesus
Christ of Latter-day Saints (Mormon),
founded in 1964 and based in Salt Lake City,
Utah. The TV properties include KSL Salt
Lake City and KIRO Seattle, both CBS affili-
ates. Bonneville is also prominent in radio. Its
officers include Spencer W. Kimball, chair-
man; N. Eldon Tanner, first vice-chairman;
Marion G. Romney, second vice-chairman;
and ‘Arch L. Madsen, president.

“BOOK BEAT” — half-hour PBS series of in-
terviews with authors hosted by Robert Cro-
mie, book editor of the Chicago Tribune.
Emanating from Chicago public station
WTTW, the weekly series began in 1965 and
was considered by many publishers to be the
most valuable TV exposure on the book-pro-
" motion circuit.

' BOOM MIKE — a microphone on a movable
extension arm over the heads of actors or oth-
ers being televised.

BORDER TELEVISION — commercial tel-
evision licensee in U.K. for the region cover-
ing Southern Scotland, Cumbria, the Isle of
Man and North Northumberland, including
Berwick-upon-Tweed. Its main studios are in
Carlisle.

BORDER WAR — TV conflict between the
U.S. and Canada growing out of Canada’s at-
' tempts to curtail the penetration of American
. TV so that its native TV systems might have
'better opportunity to develop and thereby
.serve to strengthen a Canadian national iden-
tity.

The popularity of U.S. TV was reflected in
'the fact that more than 40% of Canadian
'households subscribed to cable-TV chiefly to
receive the American networks. Meanwhile,
'U.S. border stations were beaming directly
into Canada, fragmenting the audiences for
its stations and drawing off an estimated $20
million a year in advertising revenues. The
stations of Buffalo, N.Y., blanketing the
"Toronto market, were estimated to be earn-

Roberts left the cast after six seasons, and

ing $9 million a year from Canadian audi-
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ences, while WVOS-TV in Bellingham,
Wash., beaming into Vancouver, alone
earned close to $8 million a year from serving
Canada.

Under the chairmanship of Pierre Juneau
in the early 70s, the CRTC took steps to in-
hibit the U.S. spillover, the major one being
its order to cable systems to delete commer-
cials from the U.S. programs they carried.
U.S. stations protested, calling the intercep-
tion of their signals without the commercials
tantamount to piracy, and asked the U.S.
State Department to intervene.

Also upsetting to U.S. broadcasters is the
amendment to the Income Tax Act (known as
Bill C-58) that bars deductions for Canadian
companies for advertising purchased out of
the country, specifically advertising pur-
chased in U.S. media directed at Canadian
audiences. The purpose was to keep Cana-
dian ad dollars in Canada for the support of
the country’s own media.

‘In retaliation the Buffalo stations threat-
ened to jam their own signals to keep them
from entering Canada. Senators and the Sec-
retary of State, as well as the chairman of the
FCC, have met with Cahadian officials at vari-
ous points in efforts to resolve the problem.
See also Canada, Television In.

“BORN FREE” — NBC hour-long series
(1974) based on the best-selling book and mo-
tion picture of that title about naturalists in
Africa. Although the movie had several suc-
cessful runs on television, the series failed and
yielded only 13 episodes. Featuring Gary Col-
lins and Diana Muldaur, it was by CPT in
association with David Gerber Productions.

“BORN INNOCENT” — made-for-TV
movie which, when it aired on NBC in 1974,
triggered the congressional concern that
brought on the industry’s adoption of “family
viewing time” in 1975. The two-hour film,
which featured Linda Blair as a 14-year-old in
a juvenile detention home, contained a vio-
lent sexual scene in which the girl is raped
with a broomhandle by other female inmates.
Since the film was scheduled at 8 p.M. it had
a large audience of juveniles, and the net-
work received protests from its own affiliated
stations as well as from the public.

Making matters worse, soon thereafter a
young child in California was raped by other
children in a manner resembling that in the
film; the child’s parents sued the network.
Three congressional committees subse-

quently demanded that the FCC take action
to protect children from the excesses of sex
and violence on television. Prohibited by the
Communications Act from engaging in any
form of censorship, the FCC held meetings
with the heads of the networks to suggest
ways in which the industry might, on its own,
take corrective steps. CBS later proposed to
create a “family viewing” hour at 8 P.M., and
the other networks followed.

Despite the graphic controversial scene,
Born Innocent won commendations from
critics. It was produced by Tomorrow Enter-
tainment, with Rick Rosenberg and Robert
Christiansen as executive producers.

The film was rerun by NBC the following
season but at a later hour, with some editing
of the rape scene and with advisories for par-
ental guidance. See also Family Viewing
Time.

“BOSTON BLACKIE” — syndicated pri-
vate-eye series drawn from the movie series.
It was produced by United Artists TV from
1951 to 1953 and played long afterward. It
featured Kent Taylor, Lois Collier and Frank
Orth.

“BOURBON STREET BEAT” — hour-long
ABC series (1959) about a team of private
detectives involved in offbeat cases in New
Orleans. By Warner Bros. TV, it featured
Richard Long, Andrew Duggan, Van Wil-
liams and Arlene Howell.

BOURGHOLTZER, FRANK — NBC News
correspondent since 1946. He became head
of the Los Angeles bureau in 1969 after hav-
ing been the network’s bureau chief in Paris
(1953-55), Bonn (1955-56), Vienna (1957-58)
and Moscow (1961-63), with returns to Paris
and Moscow in the 60s. At intervals, he was
also a Washington correspondent for NBC.

BOSUSTOW, STEPHEN — artist and writer
of animated cartoons who founded UPA Pic-
tures in 1943 after working for the Walter
Lantz and Walt Disney studios. His company,
which developed a distinctive animation
style, produced several TV series featuring
the character Mister Magoo.

BOYAJIAN, ARAM — producer-director for
ABC News whose credits include The Rea-
soner Report (1973-74) and such documen-
taries as The American Indian: This Land
Was His Land, Fellow Citizen, A. Lincoln
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and Heart Attack! He was also a producer-
director of The Great American Dream Ma-
chine (1971-72) for PBS. ’

BOYD, WILLIAM (d. 1972) — western actor]
better known by the name of the character‘
he created, Hopalong Cassidy, a TV rage in
the early 50s. See also Hopalong Cassidy. ‘

BOYLE, HARRY J. — a leading broadcast
theorist (and onetime practitioner) in Canada’
who became chairman of the Canadian Ra-
dio-Television Commission in January 19764‘
after serving as vice-chairman since 1968. In\
a career that began in 1931, Boyle had been
variously a radio commentator, writer and ex-
ecutive for the CBC, then a TV producer‘
(Across Canada and The Observer), a weekly
columnist for the Toronto Telegram (1957—!
68), lecturer and author of numerous novels,
essays and books on broadcasting. ;
BOXING ON TV — a prime time staple of
the 50s, with regular telecasts on Wednesdays
and Fridays, which all but disappeared frorn
the medium after 1960. A chief reason wa

that the matches promoted for telev151orj
were arranged for exigencies of the medium
and therefore were not as consequential as
those arranged for the normal progress of a
fighter; too often, also, they were of poor qual-
ity.

Among the leading boxing announcers oiL
the period were Jack Drees, Jimmy Powers)
Russ Hodges and Don Dunphy Dr. Joyce
Brothers, a winner of The $64,000 Questzon
for her knowledge of the sport, occasmnally
contributed her observations. \

In 1976, Barry Frank, then the new v.p. of
CBS Sports, made arrangements to revive the
sport on TV, on an occasional basis, Saturday
afternoons or Friday evenings. He main-
tained that CBS would carry only boxing
events that were independently promoted
and not matches conceived for TV exhibition,

ABC then invested $1.5 million for ¢
weekly elimination tournament, the United
States Boxing Championship, put together
for television by Don King Productions and
designed to develop American champions ca-
pable of challengmg for world titles. The
tournament began in January 1977 but was
suspended the following April amid charges
of kickbacks, falsified ring ratings for the
fighters, phony won-lost records and other ir-
regularities. ABC Sports met the scandal by

appointing Michael Armstrong, former coun! |

sel to the Knapp Commission which had
helped to expose police corruption in New
York City in 1972, to direct its investigation of
the tournament.

Meanwhile, both ABC and CBS had begun
to sign the most promising boxers to exclusive
contracts for TV coverage of their bouts.
“BOZO” — character

syndicated clown

around whom numerous successful children’s

shows have been built by local stations since
1959. Larry Harmon, who developed and
marketed the property, created a library of
cartoon films featuring Bozo and also fran-
chised the character as a live local program
host. Those who portrayed the local Bozo had
to be trained by Harmon, and the programs
were required to feature the Bozo film shorts.
In 1966 Bozo was on more than 70 stations,
half of them carrying a program furnished by
Harmon, the other half building their own
shows around the live clown. At WGN-TV
Chicago, the locally produced Bozo’s Circus
was a dajly one-hour extravaganza of circus
acts and was consistently popular with chil-
dren.

“BRACKEN’S WORLD” — hour-long dra-
matic series on NBC (1969-70), fictively por-
traying the glamour and intrigues of the Hol-
‘lywood movie colony. Produced by 20th-Fox
TV, it featured Leslie Nielsen, Peter Haskell,
Linda Harrison and Laraine Stephens. Elea-
nor Parker was in the first 16 episodes.

BRADLEY, TRUMAN (d. 1974) — TV-radio
announcer and commercial spokesman. Dur-
ing the late 50s he hosted Science Fiction The-
ater on TV.

“BRADY BUNCH, THE” — comedy series
about a young widow and widower merging
their families in a second marriage. It enjoyed
a good run on ABC (1969-74), with Robert
Reed and Florence Henderson as the parents
and Ann B. Davis as housekeeper. The Brady
kids were Maureen McCormick, Eve Plumb,
Susan Olsen, Barry Williams, Christopher
Knight and Mike Lookinland. It was via Para-
mount TV.

Late in 1976 the cast was reassembled for
a variety show special on ABC. It was so well
received that ABC installed The Brady Bunch
Hour in a regular Monday night slot in March
1977 for a number of weeks.

“BRANDED” — brieﬂ;/ popular Western se-
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ries on NBC (1964-66) about an Army officer
discharged as a coward but dedicated to prov-
ing that he is not. It starred Chuck Connors
and was by Goodson-Todman Productions.

BRASSELLE, KEEFE — former movie
actor who made a stir in 1964 as an indepen-
dent producer of series for CBS through his
production company Richelieu. All three se-
ries failed. Brasselle, who had been a long-
time friend of then CBS-TV president James
T. Aubrey, wrote a bitter and poorly dis-
guised novel about the experience, The Can-
niBalS. See Aubrey, James T.

BRAVERMAN, CHUCK — independent TV
producer and director perhaps best known
for delivering a montage history of the U.S. in
three minutes in a film called American Time
Capsule. He made a similar film on the his-
tory of TV. His credits include specials or spe-
cial sequences for programs on ABC and CBS.

BRAZIL, TELEVISION IN — largest Latin
American system with four networks beam-
ing to around 8 million sets. The system’s four
big networks — Globo, Tupi, Bandeirantes,

SBC — operate on 525 scan lines and use
PAL color.

BRC (BROADCAST RESEARCH COUN.-
CIL) — organization of professionals in
broadcast audience measurement and re-
search. It represents all parts of the industry
concerned with the examination and im-
provement of techniques in the field. The or-
ganization was formed after the congressio-
nal investigation of TV ratings in the 60s. The
BRC ““approved” symbol is carried on all data
reports passed by the group.

“BREAKING POINT” — an ABC dramatic
series dealing with psychiatric patients and
their doctors. A spin-off of Ben Casey, it ran
one season in 1963. It starred Paul Richards
and Eduard Franz and was produced by Bing
Crosby Productions.

BREAKAWAY PROPS — stage properties,
such as furniture and bottles, specially con-
structed to break or shatter on impact, princi-
pally for fight scenes.

BRESNAN, WILLIAM J. — president and
chief operating officer since July 1972 of Tele-
prompter Cable, largest of the cable-TV con-
cerns. He was instrumental in reorganizing

comedy

and rehabilitating the company after the dual
trauma of the bribery conviction of Irving
Kahn and the financial bust that resulted
from the company’s having overextended it-
self.

Bresnan entered the cable field as an engi-
neer in 1958 and worked for a number of
small systems until he was hired in 1965 as
chief engineer of American Cablevision Co.
in Los Angeles. Three years later the com-
pany merged with H&B American Corp. and
Bresnan was named president of the cable-
TV subsidiary, H&B Cablevision Co. When
H&B was acquired by Teleprompter in 1970,
Bresnan became western v.p. and rose even-
tually to president. Throughout his career, he
was active in numerous capacities with
NCTA, including a stint as board chairman
(1972-73).

BRI (BRAND RATING INDEX)—a re-
search service which measures the marketing
and media exposure patterns of products.
The basic purpose of the data, gathered na-
tion-wide by questionnaires to adults, is to
help advertisers determine what audience is
most likely to use their products based on TV
viewing habits.

“BRIDGET LOVES BERNIE” — situation
about Irish-Jewish newlyweds.
Adapting the Abie’s Irish Rose premise to
modern times, it ran one season on CBS
(1972), and featured Meredith Baxter, David
Birney, Harold J. Stone, Bibi Osterwald and
Audra Lindley. Screen Gems produced, in as-
sociation with Douglas S. Cramer Co. and
Thornhill Productions.

“BRIAN’S SONG” — poignant and popular
ABC TV movie (premiere: Nov. 11, 1971)
based on the real-life relationship between
Brian Piccolo and Gale Sayers, professional
football players and roommates with the Chi-
cago Bears. The drama centers on the illness
that eventually takes Piccolo’s life and is
heightened by the fact that one roommate is
white, the other black. Written by William
Blinn and produced by Paul Junger Witt for
Screen Gems, it featured James Caan, Billy
Dee Williams, Jack Warden, Shelley Fabares
and Judy Pace, with some football stars play-
ing themselves.
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David Brinkley |
|
BRINKLEY, DAVID — leading NBC News
figure since 1956 when, in being teamed with!|
Chet Huntley for the political conventions
and later for the evening news, he achieved!
TV stardom. Ever the consummate journalist, !
however, Brinkley adhered to professional
standards despite the commercial opportuni-,
ties afforded by his public acclaim and recog-
nition. Wit and a dry, sardonic delivery were
the hallmarks of his style, and his baritone’
intonations and distinctive phrasing were
imitated by dozens of reporters at NBC. |

While the Huntley-Brinkley Report was at
its height in the 60s, Brinkley ventured intol
the documentary field with a d1st1ngu1shed1
series, David Brinkley’s Journal. When Hunt-
ley retired in 1970, Brinkley was teamed withi
other network correspondents for a time. In'
1971 he gave up the anchor position to be-
come a commentator for what then was‘
called the NBC Nightly News and to work on'
news specials. During 1976 he co-anchored
the political conventions with John Chancel-
lor and proved as appealing to viewers as he:
had been 20 years before. Following the con-!
ventions, he became co-anchorman w1th
Chancellor of the Nightly News. |
\
BRITISH ACADEMY OF FILM & TELEVI-
SION ARTS — United Kingdom’s equivalent
of Hollywood’s Motion Picture Academy of
Arts and Sciences and the Television Acad-
emy rolled into one, and with similar profes-
sional objectives.

BAFTA until recently was known as the
Society of Film and Television Arts, a synthew
sis of what had been the British Film Acad
emy and the Guild of Television Producers
and Directors. BAFTA’s most public activity
is the annual presentation of awards —

|
!
\
|

known as “Stellas” — for excellence in the
fields of movies and TV.

Other activities include sponsorship of
seminars and symposia, film and TV trade
screenings at its Piccadilly, London head-
quarters complex, maintenance of a film
seript library and publication of a quarterly
journal.

BURDEN OF PROOF (Fairness Issue)-—
[Allen C. Phelps/21 FCC 2d 12 (1969)] FCC
determination that the initial burden in the
fairness area rests with the complainant. The
case involved a charge that WTOP Washing-
ton presented only liberal positions on several
issues, but the complainant otherwise made
no showing on his general allegation. The
FCC; in dismissing the complaint, listed
among the elements necessary for a prima
facie Fairness Doctrine complaint a reason-
able basis for the complainant’s conclusion
that the licensee failed in its overall program-
ing to present a reasonable opportunity for
opposing views. While this decision was
never directly appealed, it was cited with ap-
proval by the Supreme Court in the BEM
Case. See also BEM Case.

BUTTERFIELD THEATERS o». FCC —
[237 F2d 552 (D.C. Circ. 1956)] case involv-
ing a license applicant that substantially
modified its license proposals after winning
the license in a comparative hearing.

Three applicants sought a license to con-
struct and operate a TV station in Flint, Mich.
— WIJR, Butterfield and Trebit. After a com-
parative hearing, the FCC found WJR best
qualified, basing its decision on a number of
factors, including the proposed location of the
WJR transmitter, the WJR programing
proposals and its proposed studio construc-
tion. Butterfield and Trebit asked the FCC to
rehear the argument but the commission de-
clined. Ten days later WJR filed a petition to
alter its application.

In its modification petition, WJR proposed
to move its transmitter farther away from the
city and to a lower altitude than it had origi-
nally proposed, affiliate with a network other
than the one initially mentioned, offer differ-
ent kinds of local live programing than it had
promised at first and purchase a one-story
building for studios at a cost of $125,000 in-
stead of constructing a two-story building at a
cost of $776,000. On the basis of this petition,
Trebit and Butterfield again sought to reopen
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the hearing. Again the commission refused,
and the losing parties appealed.

The D. C. Court of Appeals held that the
commission had erred by not reopening the
hearing. The court stated that the FCC
unquestionably had the power to call a re-
-hearing and that it was an abuse of discretion
not to do so. The changes proposed by WJR
were directed at the very reasons it had been
given preference in the first place. An altera-
tion of these proposals mandated a review of
the commission to determine if WJR’s appli-
cation was still superior to those of the com-
peting applicants.

On remand the FCC determined that the
new transmitter site was as good as the initial
one and that it was as good as those proposed
by Trebit and Butterfield. The FCC addition-
ally found that the changes for programing
were not substantial, and that the less expen-
sive studio building did not affect the prefer-
ence given to WJR in that category. Finally,
the commission decided that the proposed
modification did not reflect adversely upon
WJR’s character and fitness as a licensee.
Therefore, the commission affirmed its origi-
nal decision to award the license to WJR.

The losing parties again appealed, but the
Court of Appeals upheld the commission.

BRITAIN’S BROADCASTING COMMIS-
SIONS — The history of broadeasting in
Great Britain has been punctuated and
shaped by a series of ad hoc committees ap-
pointed by the government of the day. There
have been seven such bodies in all, and their

brief has been to formulate national policy’

with respect to the structure and perfor-
mance of broadcasting in the U.K.

Some of these commiittees, such as the one
headed by Lord Crawford in 1925, have been
more significant than others. The Crawford
committee, convened in the days when radio
in Britain was still a private enterprise, laid
the foundations for the royally chartered Brit-
ish Broadcasting Corp. in 1927.

The first of these blue ribbon committees
was created in 1923 and chaired by Sir Fred-
erick Sykes. It produced some rudimentary
ideas about public service radio that were to
be more fully developed two years later by
the Crawford committee.

Subsequent committees were headed by
Lord *Selsdon (1934), Lord Ullswater (1935),
Lord Beveridge (1949) and Sir Harry Pilking-
ton (1960). The most recent committee, in-
voked in 1974, was headed by Lord Annan.

Spadework by the Selsdon panel led to Brit-
ain incepting, in 1936, the world’s first high-
definition television service on a regular basis.
The daily service was interrupted by the out-
break of war in 1939, resurfiing in mid-1946.

The advent of a commerecial television me-
dium in competition with the BBC was
“seeded” by proposals of the Beveridge com-
mittee. These were subsequently endorsed
by two government white papers, and in
1954 an act of Parliament created the Inde-
pendent Television Authority (ITA) as the in-
strument that would assign and administer
commercial station licenses. The first of these
independent stations began operating in
1955.

One of the more famous committees was
the one headed by Sir Harry Pilkington. It
proposed more air time and more channels,
described British broadcasting as a potent na-
tional asset and gave the broadcast establish-
ment a vote of approval. None of its specific
recommendations was acted on, however, al-
though the Pilkington Report was said to
have prompted the shake-up in British Com-
mercial TV that created new licensees and
struck down some of the regional broadcast-
ers.

Potentially one of the more significant com-
mittees was the one most recently con-
stituted under Lord Annan. Its brief was of
the most fundamental kind — to study and
make proposals for the structure of broadcast-
ing in Britain in the 1980s, taking into ac-
count the new technology ranging from cas-
settes to cable and satellites.

On its recommendations might hang the
future not only of radio and television ser-
vices in the country, but also the structure of
the BBC itself, with the possibility that it
might be split into two separate entities, one
for radio and the other for television. Another
possibility: that all broadcast services would
be consolidated under a single administrative
authority.

BRITISH ACTOR’S EQUITY — omnibus
talent union in the United Kingdom which,
unlike American Equity, represents not only
actors but dancers, singers, acrobats and
comedians in every branch of entertainment,
including radio and television. (There is no
separate AFTRA equivalent in Britain.)

BRITISH BROADCASTING CORPORA-
TION (BBC) — since 1927 the public broad-
casting entity operating in the United King-
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dom of England, Scotland, Wales, Northern
Ireland, the Channel islands and the Isle of
Man in the Irish Sea. BBC was the first to
operate a regularly scheduled television ser
vice, starting in 1936, though operations were
suspended in September 1939 for the dura-
tion of World War IL

The BBC is not state-owned, as is widely
believed, but operates independent of gov-
ernment control under a Royal charter (first
granted in 1927) and a license from the secre-
tary of state for home affairs as stipulated by
the terms of the wireless telegraphy acts of
the U.K.

Financial support for the corporation de-
rives mainly from an annual tax called a li-

cense fee, payable by all who maintain a radio|-

or TV receiver — the equivalent of $13.68
for black & white sets and $30.78 for color
TV. These fees are collected for the company
by the post office. The company, whose radio
and television services have never carried
paid advertising (unlike some broadcast sys-
tems that are state-owned), also realized some
revenue from the production and distribu-
tion of recordings (from bird calls to music),
and from various publications including
weekly magazines such as Radio Times,
which carries radio and TV log listings and
feature articles, and The Listener, which
offers opinion, book reviews and depth pieces
keyed to current BBC programing. The com-
pany also publishes books derived from, or
related to, its broadcast output, e.g., Alistair
Cooke’s America, Dr. Jacob Bronowski’s The
Ascent of Man, Nigel Calder’s Violent Uni-
verse, etc.

In 1932, the BBC added an external ser-
vices division, subsidized by the government,
dominantly for the worldwide dissemination
of news but also including programs of music,
drama and discussion. This offshore arm cur-
rently beams daily in 39 languages, in addi-
tion to an English service that operates
around the clock.

Domestically, the BBC operates two televi-
sion channels (BBC-1 and BBC-2), as well as
four national radio channels and local radio
stations in London and 19 other key cities.
British television (including the independent
advertiser-supported stations — commercial
television in the U.K. started in 1956) uses the
German-developed 625-line PAL color sys-
tem.

Organizationally, BBC is headed by a board
of governors appointed by the Queen, on the
advice of her ministers, for five-year terms.

The permanent staff, which currently num-
bers more than 23,000, is headed by a direc-
tor-general as the chief executive officer of
the company.

The unique constitutional position of the
BBC, broadly unaltered since the first Royal
charter was granted, was determined largely
by the policy and operational practices
adopted by its predecessor, the British Broad-
casting Company, which inaugurated regular
radio service in Britain in 1922. That original
company was formed, at the invitation of the
postmaster general, by the principal manu-
facturers of radio receivers, and their only
brief was to provide a service “to the reason-
able satisfaction” of the postmaster general.

To run the service for them, the manufac-

turers recruited the late J.C.W. Reith (later to
become a peer of the realm), a strict Scottish
Calvinist who believed in noblesse oblige. He
was to become the first director-general of
the successor broadcast corporation in 1927,
and the single most influential figure in the
development of public broadcasting in Brit-
ain.
In the first years of British radio, starting in
1922, the postmaster general was the ulti-
mate arbiter of what was suitable for the na-
tion to hear. The fledgling company had no
charter from the crown, and no statutory
sanction from Parliament. Reith, in command
of the service, believed the new medium had
a great capacity for public service. He saw it
providing not only entertainment, but also
information and enlightenment.

In 1925, evidently pleased with the way
broadcasting had evolved under Reith’s stew-
ardship, the government appointed a blue
ribbon committee under Lord Crawford
whose assignment was to frame the guide-
lines for the future structure of broadcasting
in Britain. In time, the committee came up
with the recommendation that the nation’s
broadcasting service should henceforth be
operated by an independent public corpora-
tion “acting as trustee for the national inter-
est.” And so the present-day BBC was born.

Over the years the BBC was to become a
national institution, an instrument for uniting
the British people in times of stress, and for
transmitting the ideas and values that collec-

‘tively make up the British way of life. By in-

tent or otherwise, the BBC became a national
arbiter of taste and standards. Admittedly by
design, there was even an attempt over many
years to impose standards of language that
came to be known as “BBC English.” The
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attempt was clearly doomed to failure, and
the corporation today appears to have re-
treated from the position that all voices with
access to its microphones should speak as one
in oval tones. Contrarily, these days the rich-
ness and diversity of British dialects and
accents is acknowledged and encouraged.
Besides its broadcasting functions, the BBC
has a number of subsidiary roles in British life.
It is an archivist, Britain’s voice to the world,
and a patron of the arts. The corporation
maintains 11 orchestras and dancebands,
chief of which is the 101-piece BBC Sym-
phony, which regularly performs in public
concert at home and abroad with some of the
world’s leading conductors and soloists. It is
also a significant force in education, produc-
ing more than 3,000 hours of classroom pro-
graming for radio and television each year.
More recently this has come to include a
unique experiment in adult education, with
credit courses and the awarding of recog-

nized diplomas, known as the Open Univer- °

sity.

In the breadth and variety of its program
output, both for radio and television, the BBC
is probably unrivaled. Its drama output alone,
both in anthology and serial form, totals more
than 500 hours annually for TV, and many of
these productions are seen around the world.

Because the company is such a prodigious
consumer of self-produced film, much of
which figures in its drama content, it decided
several years ago on the need for its own film
facility, and acquired the old and distin-
guished Ealing studios in west London where
many a classic British theatrical movie was
made. It is the busiest film facility in Britain,
and probably one of the busiest anywhere.

BRITISH BUREAU OF TELEVISION AD-
VERTISING LTD. — agency formed in 1966
by the commercial TV licensees in the United
Kingdom to promote “the use and under-
standing of television as an advertising me-
dium.” It was patterned after TVB in the U.S.

BRIDGE — music or musical tones between
scenes.

BRIDGING — a programing maneuver to
cripple a competing show by starting 30 min-
utes earlier, thus gaining the advantage of
being in progress when the other begins. An
hour-long program scheduled at 8:30 thus
would bridge the opening of a 9 o’clock show
on another channel, presumably keeping an

audience that might have been inclined to
watch the competing show.

BROADBAND COMMUNICATIONS SYS-
TEM — generic for cable-TV or any technol-
ogy capable of delivering a multiplicity of TV
channels; usually used as a synonym for cable-
TV and implying potential for the so-called
“blue sky” services.

BROADCASTING — according to the FCC
definition, radio communication designed for
reception by the general public. Television is
a form of radio, involving synchronous trans-
missions that are both visual and aural. The
television transmitter may be regarded as
two separate units, one sending out visual sig-
nals by AM (Amplitude Modulation), the
other sound by FM (Frequency Modulation).

BROADCASTERS PROMOTION ASSN.
(BPA) — national organization of station and
network personnel engaged in promotion
and public relations, whose annual seminars
are a major forum for trends and practices in
the field. Founded in 1955 by a group of Chi-
cago TV and radio station promotion manag-
ers, with initial underwriting from Advertis-
ing Age, BPA is supported now by its
membership.

BROADCAST INFORMATION BUREAU
(BIB) — a television library and research or-
ganization, founded in 1950 by Joseph
Koehler and owned now by Film Service In-
ternational. BIB publishes annual fact books
on television programs and movies, princi-
pally to guide stations in their buying; con-
ducts research surveys on the industry; and
maintains computer banks of program infor-
mation and history.

BROADCASTING PROGRAMING CEN-
TRE OF JAPAN — an organization operated
jointly by the public service Japanese Broad-
casting Corp. (NHK) and Japan’s indepen-
dent stations. Its main purpose is the produc-
tion of educational and cultural programs.

BROADCAST REFORM MOVEMENT —
an ongoing effort by citizens groups and pub-
lic interest organizations to counterbalance
the economic drive of broadcasters by work-
ing actively to safeguard the public’s rights in
TV and radio. With broadcasting the common
focus of the various groups, although they
represent diverse special interests, a move-
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ment began to form in the late 1960s to keep
watch on individual stations negligent of
their responsibilities to the total community
and also to influence regulatory policies to

.achieve an equitable and properly responsive

broadcast system.

Among the motivating concerns of the
groups have been excessive violence on TV,
insensitivity toward children in programing
and advertising, lack of access to broadcastinig
for minorities, discriminatory hiring practicés
and concentration of control of the mass
media. ‘

Central to the movement have been na-
tional organizations working for change
through both legal and nonlitigative proce-
dures, notably: |

The National Citizens Committee for
Broadcasting (NCCB) in Washmgton D.C,
headed by Nicholas Johnson, aiming to coor-
dinate all citizens groups efforts and to repre-
sent the views of the reform movement at the
FCC and in congressional hearings;

Office of Communication, United Churcil
of Christ, in New York, led by the Rev. Dr
Everett Parker, devoted to correcting injus-
tices to minorities in broadcasting; \

Action for Children’s Television (ACT),
based in Boston, and headed by Peggy Char-
ren, working to upgrade children’s program-
ing; |

Citizens Communications Center and
Ralph Nader’s Center for the Study of Re-
sponsive Law, both in Washington, prov1d1ng
legal assistance and materials to those in tak-
ing action against offending stations; |

Council on Children, Media and Merchan-
dising, headed by Robert Choate, active in
areas relating to nutrition and TV ads; \

National Assn. for Better Broadcasting, in
Los Angeles, which publishes an annual cri-
tique of programs on the air and has nego-
tiated with stations to eliminate violent chil-
dren’s programs. ‘

Minority rights organizations — the Na—
tional Organization for Women (NOW), Gay
Media Task Force, National Black Media Coa-
lition, among others — also participate in the
movement.

The movement received its greatest impe-
tus from a 1969 landmark case in which the
U.S. Court of Appeals ordered the revocatlon
of the license for WLBT-TV in Jackson, Miss., M
for discriminating against the interests of the
black community, which constituted 45% of
its potential viewing population. The case es-
tablished the right of citizens groups to par

l

)

ticipate in license-renewal proceedings. The
Office of Communication of the United
Church of Christ had joined with two black
civil rights leaders from Jackson to file a peti-
tion to deny against WLBT. When the court
upheld the validity of the petition, the grass-
roots participation movement had the legal
tool that would foster its growth.

Around the country, stations entertained
dialogues with dissatisfied groups in prefer-
ence to facing possible petitions to deny.

When a local chapter of NABB filed a peti-
tion to deny the license renewal of Me-
tromedia’s KTTV in Los Angeles, the station
negotiated with the group and in 1973 agreed
to ban 42 specified programs declared as too
violent for children — including Batman and
Superman. KTTV also agreed to post a warn-
ing to parents about violent content with 81
other programs available to it through syndi-
cation. With the agreement, NABB withdrew
its petition. But in 1975, the FCC disallowed
the settlement on the ground that a broad-
caster has a nondelegable responsibility for
what he puts on the air. It was also considered
to represent a form of censorship.

In Lansing, Michigan, the Citizens for Bet-
ter Broadcasting, a local group, succeeded in
persuading WJIM-TV to remove reruns of
Wild, Wild West from its afterschool time-
slot and in general to improve its service to
children. Here, too, a petition to deny was the
wedge for negotiations and was withdrawn
when the grievance was settled.

NOW used the license lever to pry agree-
ments from KCST San Diego and WXYZ De-
troit to hire quotas of women, provide serious
women’s programing and accept women’s
advisory councils.

ACT petitioned the FCC to adopt regula-
tions for children’s television. Hearings on
the petition elicited around 100,000 letters
from concerned parents around the country.
In response to pressures, pharmaceutical
companies ceased advertising vitamin pills in
the manner of candy, the NAB amended its
code to prohibit selling by those who host
children’s programs, and the FCC issued a set
of guidelines on children’s television.

The networks, in response to efforts by
broadcast reform groups, reduced violence-
oriented programs on Saturday mornings,
created children’s programs with pro-social
messages, cut back the number of commer-
cials carried in children’s programing, altered
their hiring practices to include more mem-
bers of minority groups, gave ethnic identi-
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ties to protagonists in entertainment pro-
grams and accelerated the promotion of
women and blacks to managerial posts.

The FCC responded by making commu-
nity ascertainment a condition of license
renewal. See also ACT, KTTV Agreement,
WLBT Case.

“BROADWAY OPEN HOUSE” — first late-
night series by a network, essayed by NBC in
the summer of 1950, which featured variety
acts and the broad, brash comedy of Jerry
Lester, with Dagmar as his sexy, dumb side-

kick. It ended its run as a weeknight entry in
August 1951.

BRODKIN, HERBERT — producer of qual-
ity drama, one of the few based in New York
who remained active in television since the
early years of the medium. In the 50s he pro-
duced for Studio One, Motorola Hour, Play-
house 90 and other showcases, his credits in-
cluding such plays as Judgment at Nuremberg
and Child of Our Times. Later, he produced
such series as The Defenders, The Nurses,
Shane and Coronet Blue. A drama he pro-
duced for CBS in the 60s, The People Next
Door, was subsequently made into a theatri-
cal movie, which Brodkin also produced. His
principal work in the 70s was for ABC Theatre
and included the documentary-dramas, Pueb-
lo and The Missiles of October, and the bio-
graphical dramas, F. Scott Fitzgerald and the
Last of the Belles and F. Scott Fitzgerald in
Hollywood.

Tom Brokaw

BROKAW, TOM — host of NBC’s Today
since August 1976 when he replaced Barbara
Walters, hired away by ABC News. Brokaw

for three years and in addition was anchor-
man of the NBC Saturday night newscast.
Earlier he had been co-anchor with Tom Sny-
der on a highly successful local newscast for
KNBC-TV Los Angeles.

“BROKEN ARROW” — western series on
ABC (1956-60), via 20th Century-Fox TV,
which starred John Lupton and Michael An-
sara.

BROKERING TIME — the practice of sell-
ing air time to an entrepreneur, who creates
his own programs and keeps the revenues
from the advertising he sells. More prevalent
in the early years when television was not
such an easy sale to advertisers, it remains a
fairly widespread practice among foreign-
language or ethnic-oriented stations.

BROOKS, JAMES L., AND BURNS, ALLAN
— the resident geniuses of the MTM Enter-
prises situation comedy factory, as a produc-
ing-writing team. Creators and executive
producers of The Mary Tyler Moore Show,
they added Paul Sand in Friends and Lovers
and Rhoda. Brooks, by himself, was producer
and writer of Thursday’s Game, a made-for-
TV movie. In 1977 he signed an exclusive
contract with ABC, working through Para-
mount TV.

BROOKS, MEL — comedy writer, producer
and occasional performer, who first attracted
attention as a member of the writing stable
for Your Show of Shows. He later was co-
creator (with Buck Henry) of the hit series,
Get Smart. In 1975, while enjoying success as
a movie producer, he became executive pro-
ducer and co-creator of the ABC series When
Things Were Rotten.

BROTHERS, JOYCE (DR.)— quiz-show
contestant of the 50s who briefly became a
national celebrity through winning the top
prizes on both The $64,000 Question and The
864,000 Challenge. An attractive blonde, she
was at the time a clinical psychologist and the
newly wed wife of a doctor, but her field on
the quiz shows was boxing. After her dual
triumph in 1957, she was signed by NBC to

had been NBC’s White House correspondent i co-host Sports Showcase and then did radio
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Dr. Joyce Brothers

- |
pieces for Emphasis and Monitor. Later she'
conducted syndicated TV programs as a pys-}
chologist, variously entitled, Dr. Joyce Broth-'
ers, Consult Dr. Brothers, Tell Me, Dr. Broth-%

ers and Ask Dr. Brothers. {

BROWNING, KIRK — director associated
with cultural programing, including NBC
Opera Theatre (a total of 40 programs) and
NET Opera; episodes for Producer’s Showcase
and Bell Telephone Hour; and such specials as
Harry and Lena, Trial of Mary Lincoln and
Beauty and the Beast. He was alsc consultant
to Lincoln Center in preparing the PBS se-
ries, Live From Lincoln Center, which he:
later directed.

|
BROWNING, RICOU — director whose |
credits include numerous episodes of Flipper
and Gentle Ben. He was also supervisor of
underwater photography for Malibu Run
and Seahunt, and has directed several mov- |
ies. |
|
|

i
|
!

BTVision — pay-TV system developed by
Blonder-Tongue Laboratories authorized by |
the FCC for over-the-air use in Boston and
Newark. In 1976, Blonder-Tongue sold its !
Newark UHF station, WBTB, to Wometco for |
operation with BTVision. ‘

BUCHANAN, PATRICK J. — hard-line con-
servative and former speechwriter for Presi- “
dent Nixon, credited with writing Vice-Presi- |
dent Agnew’s famous attack on network |
news, delivered in Des Moines in November

1969. Buchanan, who was also in charge of ‘
Mr. Nixon’s morning news summary and was |
responsible for monitoring the media’s cover- |
age of the White House, personally kept up i
the public assaults on what he considered to

be the liberal bias of TV journalism. A former
newspaperman, he became a Media Watch
columnist for TV Guide when the Nixon Ad-
ministration ended and wrote a syndicated
column for The New York Times’s special fea-
tures subsidiary.

BUCK, JACK — NBC sportscaster for Na-
tional Football League games, major league
baseball and Grandstand features. Buck
came to the network in 1975 after being the
announcer for the St. Louis Cardinals baseball
games since 1954.

BUFORD TELEVISION INC. — broadcast
group of largely southern stations founded by
Lucille Buford in 1950 and owned now by
Robert P., Geoffrey and Gerald Buford. The
TV group consists of KLTV Tyler, Tex., the
headquarters station; KTRE Lufkin, Tex.; and
KFSM Fort Smith, Ark.; and KXON Mitchell-
Sioux Falls, S.D. The last is an ABC affiliate,
the others have dual ABC-NBC affiliations.

BUNKER, ARCHIE — fictional TV charac-
ter (All In the Family) whose name has en-
tered the language as the label for a ridiculous
blue-collar bigot. He was created by Norman
Lear and portrayed by Carroll O’Connor.

BURBANK — NBC’s “Hollywood,” the Los
Angeles suburb where its West Coast produc-
tion facilities are based, not far from those of
Universal TV (called Universal City). The
Burbank Studios — formerly exclusively the
Warner Bros. lot — is now headquarters for

‘Warners, Columbia, Lorimar, Irwin Allen

and several other production companies.

BURCH, DEAN — activist FCC chairman
(1969-74) who, after initially seeming intent
on politicizing the office, won the respect of
broadcasters and citizens groups alike for his
even-handed policies and personal fairness.
The radical decisions made by the agency
during his administration belied the fact that
Burch was a political conservative — he had
formerly been an aide to Sen. Barry Goldwa-
ter (R-Ariz.) and then his campaign manager
for the 1964 Presidential race.

It was not Burch’s way to push controver-
sial issues onto the backburner or to postpone
the voting on items that he knew would leave
him in the minority. Thus, the prime time
access rule came into being and the WHDH
license denied to the Boston Herald-Traveler,
two of the most momentous developments in
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the industry in years. Burch’s chairmanship
was marked also by periodic clashes with his
ideological opposite number, the gadfly com-
missioner, Nicholas Johnson, although their
disagreements were as often over style as
over ideologies.

Burch had alarmed many during his first
weeks on the commission when he openly
praised Vice-President Agnew’s attack on lib-
eral bias of network journalism and followed
by remarking to the industry, “Physician,
heal thyself!” He also personally made calls to
the networks to question certain news deci-
sions. But he quickly ceased those activities,
recognizing their impropriety and First
Amendment implications, and began to apply
himself vigorously to the work of the commis-
sion.

During the Watergate episode, memo-
randa surfaced from the early years of the
Nixon Administration suggesting that Burch
would exercise control over news' program-
ing. But Burch said he had never discussed
such matters with the White House and that
even if he had he would never abide the idea
of government interference in news.

Under Burch, the FCC approved the full-
scale release of cable-TV for expansion into
the major cities, gave the long-delayed: go-
ahead to over-the-air pay-TV (STV), tenta-
tively adopted the one-to-a-market rule for
ownership of media in new situations, levied
a license fee on broadcasters to help defray
the commission’s expenses and reaffirmed the
Fairness Doctrine after a long inquiry and
study.

Also notable was a decision that the con-
gressional opponents to administration poli-
cies were entitled to free air time to respond
to the President’s primetime speech, in the
interest of keeping the executive branch
from attaining excessive power through TV.

In February 1974 Burch left the commis-
sion to become counselor to the President,
with cabinet rank. He served in that capacity
ten months, staying on when Nixon resigned
to assist President Ford through the transi-
tion period. At the end of the year, Burch left
government service to join the Washington
firm of Pierson, Ball and Dowd, which spe-
cializes in communications law.

BURDETTE, WINSTON — veteran CBS
News correspondent who joined the network
in 1941 while in freelance assignments in
Europe during the outbreak of World War II.
Although he later worked briefly for CBS in

New York, Washington and London, most of
his career has been spent on the European
continent, with Rome as his base. From the
Rome bureau, which he joined in 1956, Bur-
dette has covered events in Europe, Africa
and Asia.

“BURNS AND ALLEN SHOW” — See
George Burns and Gracie Allen Show.

“BURKE’S LAW” — hour series for ABC
(1963-65) about a wealthy and sophisticated
detective who attracts beautiful women. It
featured Gene Barry in the lead, and Gary
Conway and Regis Toomey, and it was pro-
duced by Four Star-Barbety. For the 1965
season, the lead became a daring secret agent
and the series was retitled, Amos Burke, Se-
cret Agent, to no avail.

BURR, RAYMOND — actor who starred in
two series that were mammoth hits, Perry
Mason (1957-66) and Ironside (1967-75).
Early, he was featured in numerous TV
dramas. In March 1977 he essayed another
series, Kingston: Confidential, on NBC, but it
was short-lived.

BURRUD, BILL — prolific producer and
host of syndicated outdoor, travel and animal
series. His Hollywood-based Bill Burrud Pro-
ductions has turned out such skeins as Animal
World, Safari To Adventure and World of the
Sea, along with dozens more over two
decades.

“BUS STOP” — ABC series (1961-62) loosely
based on the William Inge play of the title,
one of whose episodes led to the downfall of
a network president. The hour-long dramatic
series dealt with strangers passing through a
small western community, the focus of which
was a bus stop luncheonette run by Marilyn
Maxwell. In the fateful episode “Told By an
Idiot,” which was based on a novel by Tom
Wicker, the pop singer Fabian portrayed a
psychopath whose sadistic excesses in the
show raised a storm of public protest that led
to one of the several congressional investiga-
tions into television violence. Oliver Treyz,
then president of ABC, was fired shortly after
the congressional inquiry in what many be-
lieve was a corporate action to place the re-
sponsibility for the episode upon him. The
series, by 20th Century-Fox TV, otherwise
was of no distinction. It featured besides Miss
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Maxwell, Rhodes Reason, Richard Anderson
Joan Freseman and guest performers.

BUTTON — the audio or visual device that
marks the end of a scene.

BUTTONS, RED — a former burlesque co,
median who had a brief fling at TV stardo:
with a half-hour comedy variety series o
CBS (1952-54), The Red Buttons Show, an

then became a dramatic actor in serious roles! -

BUTTRAM, PAT — countrified comedian
who became known in TV as the sidekick in

The Gene Autry Show (1949-54) and later
was featured in Green Acres (1965-71).

BUXTON, FRANK — producer-director and
writer, whose credits include The Odd Cou-
ple, Love, American Style, The Bob Newhart
Show, Hot Dog and Children’s Letters to God.

BYINGTON, SPRING (d. 1971) — comedy
actress in movies who became a TV star in
1954 with her situation comedy December
Bride. It ran five seasons on CBS and the
reruns remained popular in syndication.
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CABLECASTING — televised programing |

originating on cable channels, either the
cable operator’s own programs or those on
public-access or leased channels, as distin-
guished from a cable system’s retransmissidn
of broadcast station signals. ‘l

|
CABLE CONVERTER — a set-top device
replacing the television set tuner that is the
simplest method for subdividing the channels
on conventional home receivers for the mul-
titude of cable channels, including pay-T\G.

CABLE COUNTRY — industry term for ge-
ographical areas where cable-TV is urgently
needed for basic community-antenna ser-
vices, such as improved reception and the imn-
portation of distant stations. Principally, these
are the rural and mountainous areas where
TV penetration is limited to one or two sta-
tions, or where the over-the-air signals are
faint. The term is in reference to the tradi-
tional customers for CATV. '

|
CABLE FRANCHISE — authorization to,a
cable-TV company by the issuing authority,
usually municipalities or other local govern-
ments, defining conditions under which it
may construct, operate and maintain a cable
service. The agreed-upon contract amounts
to a license to operate and ensures due pro-
cess and public involvement. Because of the
localized nature of cable-TV, the franchising
authority has the principal responsibility for
the regulation of the service. The license esta-

blishes construction timetables, technical

standards, extension of services, rates, chan-
nel utilization not expressly forbidden by the

FCC, consumer services, channel leasing and
access channels.

CABLESERVER — one who leases a cable
channel or a span of time on a channel, under
FCC regulations requiring cable systems to
lease certain unused channels on a first-come,
nondiscriminatory basis at posted rates.

CABLE-TELEVISION — technology of’

transmitting program signals by coaxial cable,
whose broadband capacity makes possible a
vast number of channels in a variety of
modes. Because cable-TV not only retrans-
mits ordinary broadcast signals to improve
their reception but also makes possible a mul-
titude of specialized and localized services, it
is the technology most threatening to con-
ventional broadcasting with its spectrum
scarcity and mass-appeal standards.

While over-the-air television is restricted
by mileage separation standards to no more
than 7 VHF stations in a market and by eco-
nomics to a sprinkling of UHFs, cable im-
mediately lends itself to 20, 40 or even 60
channels. And when cable is supplanted by
the lightwave technology of fiber optics, as is
expected, the capacity easily increases to 1-
000 channels. Moreover, sophisticated in-
teractive systems are being constructed that
permit two-way communications. In these
systems, the TV viewer may send digital re-
sponses to the origination point of the trans-
mission. This is useful for polling, adult educa-
tion, playing games or the ordering of
merchandise.

Cable communications may be offered in
the broadcast mode, reaching all subscribers
at once, or poipt-to—point, as in the intercon-
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nection of a medical center to an outlying
clinic. Its multiplicity of channels opens tele-
vision to common carrier use and provides
long-sought access to the medium for minori-

ties, independent producers and private par-

ties who have felt shut out of conventional
TV.

But cable-TV must be purchased, its sub-
scribers charged a monthly fee ranging from
$5 to $10 for the basic service, while over-the-
air TV is delivered free. The reluctance to

paying for TV when free service sufficient for:

most people already enters the home, and the
great cost of constructing cable systems, are
among the reasons for the relatively slight
penetration of cable in the U.S. after a quar-
ter century. By 1977 only 14% of US.
households were connected to cable.

Aside from these factors, the growth of
cable has been hampered by the lack of a
broad and enlightened national policy. Cable-
TV has struggled against the complexities of
regulation at three tiers of government —
federal, state and municipal — and against
the political pressures exerted by the vested
interests that are most wary of cable, com-
mercial broadcasting and the telephone com-
panies.

The FCC, which finally assumed regulatory
jurisdiction over cable-TV in 1966 at the urg-
ing of Congress, is also the agency regulating
the broadcast and telephone industries. Its
policies for cable have in the main been
forged in attempts to be even-handed with all
three industries.

Cable’s beginnings were humble. In the
late 40s, when it was known as CATV, it was
nothing more formidable than a master an-
tenna system for communities with little or
no TV reception. Signals picked off the air by
an antenna situated on high ground were car-
ried to homes by cable; distant signals were
relayed to the antenna by microwave.
CATV’s ability to bring in signals from distant
cities made it a necessity during the TV li-
cense-freeze period (1948-52) for communi-
ties that had not yet been allocated television.

Not until the 60s did the realization dawn
that coaxial cable’s broadband capacity could
be used for program origination, and indeed
for two-way transmissions. This abruptly
changed CATV’s status from a mere TV
accessory to a powerful new medium supe-
rior in many ways to the established TV me-
dium.

After the first program originations on

cable in 1963, a new industry promptly grew
around television-by-wire. The small com-
munity antenna companies — the so-called
Mom & Pop systems that were built to pro-
vide only a retransmission service in the 50s
— were quickly gobbled up by large new
companies, which became known as MSOs
(multiple systems operators).

Not only did cable-TV attract venture capi-
tal, it excited interest among futurists, city-

-planners, social scientists and arts promoters

because it promised a cornucopia of educa-
tional, cultural and social services. Foresee-
ably, on bi-directional systems, those services
were likely to include schooling, banking and
shopping by TV, fire and burglar alarm pro-
tection (the TV set in effect watches the
house), automated meter reading, facsimile
print-outs of newspapers and even the deliv-
ery of mail. But more immediately, the chan-
nel capacity of the prevailing one-way sys-
tems made possible separate channels for use
by local government, school systems and busi-
ness institutions, stations for the elderly con-
veying health-care information, neighbor-
hood stations, ethnic stations, free-speech
public access stations, closed channels for
data transmission and channels carrying pay-
television.

In the practical world, however, cable-TV
proliferated on the strength of the entertain-
ment channels it provided. Canada, for exam-
ple, has experienced greater cable penetra-
tion than any country in the world — by
1977, close to 40% of the country was hooked
up — and the single reason for cable’s rapid
growth there was that it brought in the over-
the-air signals of U.S. stations.

Cable systems are also able to import an
unlimited number of distant radio signals.
Some cable systems import as-many as 15 or
20 radio stations.

Cable began to spread rapidly in the U.S. in
the 60s, not for its promise of new communi-
cations services but for its ability to import
distant TV signals and to equalize VHF and
UHF (making them equally accessible on the

‘tuner). Communities that were unable to re-

ceive ABC and had no local independent sta-
tions (desirable for their movies and sports
programing) were prime markets for cable.
During the 60s the industry burgeoned from
the 70-0dd systems of the previous decade to
more than 800 cable systems, and it enlisted
more than 1 million subscribers. The MSOs
then moved upon the big cities, but just as
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that frontier was opening the FCC effectively
froze the development of urban cable with
stiff regulations on the importation of distant,
signals while it pondered rules for cable in the,
top 100 markets. ‘

The rules were promulgated finally in the
1972 Report and Order, but developments in/
the meantime had dampened the enthusiasm'
of cable entrepreneurs and lending institu-
tions for wiring the cities. The MSOs that had,
begun building big-city cable systems before.
the freeze found striking differences between
urban and small-town cable, and several were'
in a financial struggle as a result. The two!
Manhattan cable systems, which had ex-'
pected to produce a bonanza, were each run-.
ning up operating losses of $3 million a year..
Along with unforeseen construction costs and|
impediments created by the telephone com—“
pany, they encountered landlords seeking
payoffs for entry to their property, neighbors,
of subscribers stealing the service by tapping,
into the feeder line, thefts of the converters,!
acts of vandalism and innumerable parking!
tickets during service calls. '

But even more significant was the indiffer-
ence of most New Yorkers to the offer of cable
service, even with the inducement of a chan-
nel presenting Madison Square Garden
events, including professional hockey and,
basketball.

By 1974 it was clear that basic cable would
not suffice for the cities and that a special’
mass-appeal service was needed. That role.
fell to pay-cable, which was developing nicely
in California and in a three-state area on the |
Atlantic coast. It was reasoned that urban

residents would subscribe to cable for the op-| |

portunity to receive major boxoffice events |

— chiefly movies and sports — despite the |
fact that they would be faced with two fees, |
one for cable service and another for the pay .
channel. A selling point was that the pay-|
cable movies were presented numerous |
times, so that they might be watched at the |
subscriber’s convenience, and without edit-
ing or interruption for commercials. |
At that point, the cable industry appealed !
to the FCC to ease its restrictions on pay-g
cable, and was joined in the effort by repre- .
sentatives of the motion picture industry who
saw in cable a potentially lucrative new mar- |
ket for their products. Among other restric- |
tions, the existing FCC rules had prohibited |
cable from using new movies after they were !
more than two years out of theatrical release, |,
|

which caused many to be lost to them en-
tirely.

The request unleashed the broadcast indus-
try’s heaviest propaganda barrage against
cable. With a war chest of around $1 million,
the NAB — backed by campaigns of the net-
works — lobbied before the public, warning
that if the pay-cable rules were eased the new
medium would siphon away commercial TV’s
most popular programs, and people would be
made to pay for what they now received free.
The industry bore down heavily on the theme
that the poor, the children and the elderly
would suffer most. Typical was a CBS ad with
a cartoon of a little boy saying, “Daddy, can
I have a dollar to buy ‘Gunsmoke’?”

The FCC’s modified rules for pay-cable is-
sued in 1975 satisfied neither the broadcast
nor the cable industries, and both appealed
the commission’s action in court. In March
1977 the D.C. Court of Appeals held that the
rules were unconstitutional and ordered
them vacated.

Meanwhile, an eastern pay-cable distribu-
tor, Home Box Office, which presented a
daily channel of fare for a monthly fee, ar-
ranged to disseminate its programing to all
parts of the country by domestic satellite.
Agreements from several major companies,
including Teleprompter, to put HBO on their
local systems gave birth to the first national
pay-cable network.

Although the estimated costs for wiring a
city are in the $14-$20 million range, and the
cost for wiring the entire nation has been es-
timated at $123 billion, few doubt the eventu-
ality of wired cities and a wired nation. The
question is not whether but when.

Cable has raised a swarm of problems. The
.wire leading into the home will tell what peo-
ple are watching, opening a pandora’s box on
the right of privacy. Copyright questions
arise with the importation of signals. The
common carrier virtues of the medium —
giving people the uncensored right to broad-
cast for whomever may be watching — has
the negative side of bringing offensive mate-
rial into homes, which is sure to create ene-
mies for cable. On the other hand, if cable is
not permitted to be a common carrier, the
owners of the systems stand to become more
powerful than any media barons ever
dreamed of. Finally, the threat to conven-
tional television is not to be sneered at for the
“blue sky” promises of cable that are likely to
be cast aside later for lack of profitability.




CABLE-TELEVISION RULES - 64

Cable enthusiasts have called the medium
a better mousetrap and the most significant
development in communications since the
telephone. Nicholas Johnson, the former FCC
commissioner, said that broadcasting is unto
cable what the garden hose is to Niagara
Falls. The landmark Sloan Commission Re-
port on Cable Communications (1971) hailed
the medium as “the television of abundance”
and concluded that the encouragement of ca-
ble-TV’s growth would be in the public inter-
est.

How quickly cable grows will be for the
marketplace to decide, but what shape it will
take and how it should be regulated to fulfill
its promise awaits a national policy. See also
Pay-Cable.

CABLE-TELEVISION RULES — with the
Cable Television Report and Order, Feb. 12,
1972, the FCC provided the first comprehen-
sive body of rules for television-by-wire, end-
ing the four-year freeze on cable in the top
100 markets. In July, the rules were amended
slightly by the FCC’s Reconsideration of Re-
port and Order, and there were other revi-
sions in 1974 and 1976.

Prior to 1972, the commission had regu-
lated cable for about ten years in an ad hoc
fashion that tended to restrict the growth of
the new telecommunications industry. The
1972 rules were designed to remove some of
the restrictions on cable while still minimiz-
ing the impact on related industries, particu-
larly broadcast television.

The commiission divided the rules into two
categories — those signals a cable system
“must carry” and those it “may carry.” The
must-carry signals are those of all TV stations
licensed within 35 miles of the cable system,
noncommercial stations within whose Grade
B contour the cable system’s community is
located, and other stations whose signals are
“significantly viewed” in the cable system’s
community.

In the may-carry category, the FCC limited
the number of distant signals — those not
emanating from the immediate area. In the
top 50 markets, cable systems were to bring
in distant signals sufficient to fill the comple-
ment of three full network stations and three
independent (nonaffiliated) stations. In TV
markets 50-100, three networks and two in-
dependents. In smaller markets, three net-
works and one independent.

No limits were imposed on the importation

of foreign language stations or educational
(public) stations, provided that, in the latter
case, there is no objection from the local non-
commercial authority. The initial rules spe-
cified that independent stations imported to
fill the complement had to be taken from the
two closest of the 25 top markets. These so-
called “leapfrogging” rules were deleted in
1976, and cable systems may now carry net-
work-affiliated stations or independents from
anywhere in the country.

For the protection of local broadcasters,
the report in 1972 included a “program ex-
clusivity” rule under which the local TV sta-
tion could require the blackout of an im-
ported program on cable that was already
being carried locally by the station. Cable sys-
tems in the top 50 markets may not carry
syndicated programing on a distant signal for
a period of one year from the date that such
programs are sold for the first time in the U.S.
Nor may they carry a syndicated program to
which a commercial station in the commu-
nity has exclusive broadcast rights.

The rules also protect alocal station’s sports
blackout. They prohibit cable systems from
carrying a local sports event carried on a dis-
tant signal which could not be broadcast lo-
cally under a blackout policy.

All major market systems are required to
be built with a capacity for at least 20 chan-
nels and a technical capability for two-way
service (nonvoice return communications);
systems are not required to activate the bi-
directional capability but are to have the line
space available for possible future use.

For program origination, the major market
stations are required to designate at least one
public access channel with facilities and

.equipment for use by the public; at least one

educational access channel for use by local
educational authorities; a local government
access channel; and a leased-access channel
for use by individuals and groups presenting
their own programs on a common carrier
basis. The access channels need not be ac-
tivated, however, if there is no manifest inter-
est in using them. The remaining portion of
nonbroadcast capacity must be used on*a
leased basis. Cable operators were prohibited
from exercising any control over the content
of programs on the various access channels.

In 1969 the commission required all cable
systems with more than 3,500 subscribers to
originate programing and to operate “to a sig-
nificant extent as a local outlet.” The require-
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ment excluded automated services such as
news-ticker channels and weather gauges.
‘The rule was changed in 1974; cable opera-
tors do not have to originate programing, buti
they still must maintain cablecasting equip-
ment for public use. See also Pay-Cable. ‘\
CABLE-TV REGULATION — more com-
plex than that for conventional television be-!
cause it is accomplished on the municipal
level as well as the federal, and in some cases,
even on the state level. 1

Municipalities are involved because they,
logically, are best qualified to award fran.|
chises to serve the specific needs of their com-:
munities and because they govern the use of
the streets and ways required for building'

cable systems. Local governments, through,

their power to grant franchises, thus are in a,
position to determine who may enter the
cable business. !

Federal regulation began effectively in!
1966, under pressure from local broadcast
stations and regulators concerned with the!
issues of copyright, technical standards and!
the protection of over-the-air television. To
the extent that cable was a national system, it'
was reasoned that a federal scheme and some.
federal controls were in order.

With the entry of the FCC in the regula-
tory structure, its certificates of compliance
became the top of the regulatory pyramid.,
The certificates became the equal of a broad-'
cast license and were required of all cable’
systems receiving franchises from the
municipalities before they could build. ‘

State commissions began to be formed after,
the rash of cases involving bribes, payoffs and|
trafficking in licenses. By 1976 twelve states
had established commissions or agencies tol
regulate cable. New York, Massachusetts and
Minnesota created cable commissions, while;

Alaska, Connecticut, Delaware, Hawaii,
Idaho, Nevada, New Jersey, Rhode Island and,
Vermont undertook regulation through.

agencies of their public utilities commissions..

Thus, cable-TV, which for the first 15 years'
of its development was without regulation of
any kind, ironically has come under three-
tiered regulation and has had to comply with/
the rules laid down by each authority. Any of'
the three has the power to revoke licenses. |

National policy began with the FCC’s First“
Report and Order in 1965 but did not really,
take shape until the Second Report and
Order in 1966. The U.S. Supreme Court:

upheld those regulations in 1968. The FCC
established a comprehensive framework of
rules governing the cable industry in March
1972, encompassing the carriage of broadcast
TV signals, program exclusivity, cablecasting
and channel capacity, the role of state and
local authorities, technical standards and op-
erating requirements. The rules have under-
gone numerous changes since.

State commissions have set standards to
prevent the unsophisticated deals made by
gullible municipalities in the early years —
such as granting franchises for 60 years or
more — and to protect consumers by requir-
ing direct citizen involvement in the fran-

_ chising process. The rationale for state regula-

tion is that it provides balance to the FCC’s
over-protection of conventional broadcasting
and has the management and technical re-
sources that are lacking in most municipali-
ties.

CABLE TELEVISION INFORMATION
CENTER OF THE URBAN INSTITUTE
(CTIC) — advisory group in Washington
representing the public interest in matters
involving cable-television. Established in
1971 by grants from the Ford and Markle
Foundations, the Center continuesto provide
technical assistance to states and municipali-
ties on cable development, particularly in as-
sisting officials involved in the process of fran-
chising systems, evaluating ordinances and
analyzing information to deal with the legal
and technical complexities of cablecasting.

“CADE’S COUNTY” — hour-long western
series on CBS (1971) starring Glenn Ford as a
marshal and featuring Edgar Buchanan,
Peter Ford and Sandra Ego. It was produced
by 20th Century-Fox TV.

CAESAR, SID — outstanding sketch come-
dian, pantomimic and satirist who reigned as
one of TV’s stars from 1949 to 1954, chiefly on
Your Show of Shows, a 90-minute Saturday
night series on NBC. A comic of uncommon
versatility and ingenuity, he had a special ap-
peal to the literate viewer and may have
been, like studio drama, a casualty of the pro-
liferation of TV receivers into the lower in-
come, lesser educated homes during the mid-
50s.

If Caesar was celebrated for his comic
range and inventiveness, he was faulted for
overworking his funniest concepts until they
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palled. While he was at his height his female
co-star was Imogene Coca. The popularity of
both performers declined when their part-
nership ended. Miss Coca was succeeded on
Caesar’s shows by Nanette Fabray, Janet Blair
and Gisele MacKenzie. Also regularly fea-
tured with Caesar were Carl Reiner, Howard
Morris and Marguerite Piazza.

An attempt to reunite Caesar and Coca in
1958 was unsuccessful and Caesar’s TV ap-
pearances since then have been chiefly guest
shots.

“CAIN’S HUNDRED” — series about a
young lawyer who heads a government law
enforcement agency. It aired on NBC in 1961
and featured Mark Richman. Produced by
MGM-TV with Paul Monash as executive pro-
ducer, it yielded 30 episodes.

“CALL IT MACARONI” — quality chil-
dren’s series produced by Group W for syndi-
cation starting in January 1975. Aimed at the
age group of 10-12, the series explored the
diversity of America and the varying life-
styles of children around the country. Epi-
sodes focused on a traveling tent circus, an
Indian village, a climb up Mt. Hood and dog-
sledding in Alaska. George Moynihan was ex-
ecutive producer.

CALL SIGNS (Call Letters) — distinctive
combinations of letters by which stations are
identified, normally consisting of four letters
(followed by -TV), although stations de-
scended from the earliest radio operations
may retain three. By international agree-
ment, the broadcast stations of a nation were
identified by the first letter, or the first two
letters in some cases, of their assigned call
signal. Under the agreement, the U.S. was ap-
portioned call letters beginning with K or W.
(Canadian stations begin their call signs with
C and those of Mexico with X.)

In the U.S. most stations east of.the Missis-
sippi River must begin their call signs with W,
those west of the Mississippi with K. (KDKA
Pittsburgh is one of several exceptions, its
calls having been grandfathered because
they were assigned before the system went
into effect.) Some call signs contain the initials
of people (WPLG — Philip L. Graham), some
code initials for the ownership group (WKBD,
WKBG, WKBF, all Kaiser Broadcasting sta-
tions) and some stand for a slogan (WGN,
World’s Greatest Newspaper — it was

founded by the Chicago Tribune). Other call
signs are selected because they spell out
words for easy identification, e.g., KAKE,
KISS, KEEN, WAVY. Call signs are author-
ized by the FCC and may be changed with
FCC approval if they do not duplicate an-
other or do not create confusion with a simi-
lar-sounding call in the service area.

The suffix “TV” is required with common
AM radio and TV call letters; in other in-
stances stations may opt to use the “TV”
suffix, upon FCC approval.

“CALUCCI'S DEPARTMENT” — situation
comedy centering on the lives of lowly em-
ployees in a large concern. Created by Renee
Taylor and Joseph Bologna, and produced in
New York by Sullivan Productions, it had only
a 13-week run on CBS in 1973. Featured
were James Coco, Candy Azzara, Jose Perez,
Jack Fletcher, Peggy Pope and Bill Lazarus.

“CAMEL NEWS CARAVAN” — NBC’s 15-
minute early evening newscast presented by
John Cameron Swayze that ran from 1948 to
1956 when it was replaced by The Huntley-
Brinkley Report. Swayze, dapper and suave,
became known for the lines used in every
program: “A good good-evening to you,”
“hopscotching the globe” and “Glad we
could be together.” The program, sponsored
by Camel cigarettes, competed with CBS’s
Douglas Edwards With the News.

The termination of the Camel News Cara-
van marked a turning point in TV journalism.
After it came the network policies dissociat-
ing advertisers from the news product and
the practice of using working reporters as
newscasters.

“CAMERA THREE” — half-hour CBS cul-
tural series on Sunday mornings (11 A.M.) that
has maintained a high standard of quality on
a spartan budget since its beginning as a local
show on WCBS-TV New York in 1953. It be-
came a network series in 1956 and soon won
the admiration of critics for its innovative and
imaginative presentations. Devoted to all the
arts — dance, poetry, opera, theater, cinema
— the series over the years has been a show-

i case for numerous performers who were later

to become celebrated, among them Beverly
Sills, Twyla Tharp and scores of actors. Under
its original producer-director Robert Her-
ridge, who helped to shape the series when it
had to be presented live, the show leaned
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heavily to drama and poetry readings, and it
undertook such ambitious projects as a six-
part adaptation of Dostoevsky’s Crime and
Punishment. In latter years, its executive pro-
ducer has been John Musilli.

CAMPBELL, NORMAN — Canadian direc-
tor and producer of specials for the CBC. As-
sociated with musicals and light cultural pro-
ductions, he directed for CBS The Gershwin
Years and for NBC The Golddiggers in Lon-
don. In the area of ballet, he directed produc-
tions of Sleeping Beauty, Cinderella and
Romeo and Juliet, which were shown in a
number of countries. ‘

“CAMP RUNAMUCK” — unsuccessful NBC

situation comedy (1965) set in a children’s

summer camp. It featured David Ketchum,
Arch Johnson and Nina Wayne and was by
Sereen Gems.

CANADA, TELEVISION IN — a multinet-
work system operating on fewer than 100 sta-
tions. It has scores of translators and satellite
stations and greater cable-TV penetration
than any country in the world. Although vast
in area, Canada has only around 8 million TV,
homes, a majority of them in a fairly narrow
geographical strip along the southern border:

The chief networks are the CBC (Canadian
Broadcasting Corp.), the state-supported ser-
vice which grew out of CBC Radio, and CTV,
the commercial network owned by indepen-
dent stations. In the French-speaking regions,
the CBC maintains a separate French net-
work as well as an English-language network,.
and there are also smaller networks such as!
Global TV and provincial educational net-
works.

Because Canada has no national newspa-
pers and few magazines, and because cultur-
ally it is overshadowed by the U.S., radio and'
TV are regarded by the government as the;
means to a distinct Canadian identity and to,
the unification of the country. CBC operates;
on an annual budget of $200 million — most
of it by government appropriation, and feeds,
out approximately 40 hours a week of its own!
programing. Although hockey and variety:
programs tend to draw the highest ratings,
CBC has attempted to nurture Canadian:
drama by setting up a special fund to support,

Canadian TV playwrights. CBC and its sta-
tions derive part of their funds from the sale
of commercials.

Both CBC and CTV have been heavy pur-
chasers of U.S. programing, but the reliance
on imported fare prompted the regulatory
agency, CRTC, to impose a quota system. It
requires “Canadian content” for 50% of a sta-
tion’s overall programing and 60% during
the prime time hours. In general, U.S. pro-
grams — which are sold to Canada on a pre-
release basis — have been among the strong-
est attractions on the Canadian networks.

Indeed, the desire for American programs
is the chief reason for the proliferation of
cable in Canada, which in 1976 passed 60% of
the country’s homes. Competition with U.S.
stations (some of which are received over the
air in certain Canadian cities) has made the
Canadian broadcast mandate difficult to carry
out and has been a source of great frustration
to the CRTC.

With much of their audience and advertis-
ing revenues lost to U.S. broadcasters, the Ca-
nadian networks and stations have been un-
able to amass budgets to produce programs
on a scale to compete with those of Holly-
wood. Moreover, scores of performers and di-
rectors have quit Canadian TV at the first
opportunity to work in U.S. TV. The drain has
been particularly great among producers-
directors of variety shows.

During the 70s, the CRTC took steps to
reverse the tide, including ordering cable sys-
tems to delete commercials in U.S. programs
and substitute Canadian commercials instead
— an act that was called “piracy” by Ameri-
can broadcasters and government officials.
The conflict with U.S. TV escalated into a
“border war”’ when the Parliament, to en-
courage the purchase of Canadian time, con-
sidered and then passed a bill denying busi-
ness deductions to native advertisers who
bought time or space in U.S. media.

See also Border War, CRTC, and CTV Tele-
vision Network.

“CANDID CAMERA” — unusual CBS series
(1960-67) which sought to reveal human foi-
bles by using a hidden camera to catch the
reactions of ordinary people to unusual situa-
tions. The situations were devised by Allen
Funt, producer and creator of the series who
also participated in the humorous deceptions,
his ordinary looks and con-artist gifts making
him perfect for the role. It was revived briefly
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Candid Camera: Alle Ftw

in the early 70s in a new format and then was
produced in half-hour form for syndication as
The New Candid Camera.

The show originated on radio in 1947 as
Candid Microphone and became so popular
that it spawned a series of movie shorts using
film cameras in place of concealed mikes. The
TV version began in 1948 with the title, Can-
did Mike, changed the following year to Can-
did Camera. It played sporadically until 1960

when it became a regular series on CBS. For’

several years it ranked in the Nielsen Top 10.
During that run, which lasted until 1967,
Funt had a succession of co-hosts, among
them Arthur Godfrey, Durward Kirby and
Bess Myerson. CBS carried the series as a day-
time strip in 1967. It was by Bob Banner As-
sociates and Allen A. Funt Productions.

“CANNON” — hour-long private-eye series
on CBS (1971-76) whose hero was distinc-
tively overweight and middle-aged. William
Conrad, who portrayed Cannon, made a
comeback as an actor with the series. In the
radio era, he had originated the role of Mar-
shal Dillon in Gunsmoke but was unable to
continue when that series moved to TV be-
cause he was the wrong physical type. He
became a producer-director in TV until
Quinn Martin chose him for the role in Can-
non.

CANTOR, EDDIE (d. 1964) — radio enter-
tainer who made the transition to television
in 1950 as one of the rotating stars on The
Colgate Comedy Hour on NBC. He remained
with the show through four seasons despite
suffering a heart attack after a performance
during the second year.

A former Ziegfeld star, he became nation-

ally famous on radio and in movies as a singer
and funnyman, Cantor made an early televi-
sion . appearance, in March 1944, on the
Philco Relay Program, which was beamed lo-
cally in New York by NBC. After the Colgate
series he appeared frequently on TV as a
guest and as the subject of tributes.

CAPITAL CITIES COMMUNICATIONS
INC. — one of the largest and most prosper-
ous broadcast groups, publicly owned, with
less than 9% of outstanding stock held by its
officers and directors. Founded in 1954 by
Frank M. Smith, Lowell Thomas, Ellen B. El-
liott and Alger B. Chapman, it makes its head-

{ quarters in New York City and added to its

potency in 1971 by acquiring several stations
of Walter Annenberg’s Triangle group. The
TV group consists of WPVI Philadelphia, an
ABC affiliate; WKBW Buffalo, ABC; KTRK
Houston, ABC; WTNH New Haven, ABCG;
WTVD Durham, N.C., CBS; and KFSN Fres-
no, Calif., CBS. Officers include Thomas S.
Murphy, chairman; Daniel B. Furke, presi-
dent and chief operating officer; and Joseph
P. Dougherty, John B. Fairchild and John B.
Sias, executive vice-presidents.

CAPITOL BROADCASTING CO. — Jack-
son, Miss.-based broadcast group owned by
Standard Life Insurance Co., Mississippi Pub-
lishers Co., L.M. Sepaugh and T.B. Lanford,

in the consolidation of two ownerships. TV

stations of the group are WJTV Jackson and
KKTYV Colorado Springs, Colo., both CBS affi-
liates. W.R. Newman is chairman, L.M. Se-
paugh vice-chairman and T.M. Hederman Ir,
president.

“CAPTAIN AND TENNILLE, THE” —
hour-long ABC music-variety series (1976
77) featuring the pop singing duo of Daryl
and Toni Dragon, a husband-wife team who
billed themselves as Captain and Tennille on
their hit recordings (“Love Will Keep Us To-
gether”). At the start the series drew higher
ratings than the competing Rhoda and Phyl-
lis, which previously had been among the
highest rated situation comedies on CBS. By
Bob Henry Productions and Moonlight and
Magnolias Productions, it was produced by
Henry with Alan Bernard as executive pro-
ducer and Tony Charmoli as director.
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Captain Kagaroo: Bob Keeshan

“CAPTAIN KANGAROOQ” — a pillar of pre-
schooler programing since its debut on CBS,
Oct. 3, 1955, running more than 20 years
without substantial change on weekdays in
the 8 o’clock hour. For most of those years it
was the only daily program for children on
the networks. i

Hosted from its inception by Bob Keeshan,
a low-keyed performer with a straightfor-
ward manner, the programs presented a form
of situation comedy for the very young, in-
volving other live performers, animals and
puppets. In that, it represented a departure
from children’s programing that attempted
to seduce an audience through loudness, silli-
ness and animated cartoons.

Captain Kangaroo, as portrayed by Kee-
shan, was an avuncular, heavyset and easily
gulled master of a bachelor household, iden-
tified by his uniform and cap and ample grey
mustache. Seeming formless, the programs
made use of music, dance and conversation,
and they dealt both with fantasy and aspects
of daily living. ‘

A long-time producer of the show, David
Connell, left in 1968 to produce Sesame Street
for public television and took with him
knowledge gained from Captain Kangaroo in
communicating with young children effec-
tively.

|
“CAPTAIN VIDEQ” — early space-advern-
ture series featuring the far-out weaponry

and costumes reminiscent of Flash Gordon.
Captain Video was played by Al Hodge. The
series premiered on the DuMont Network in
1949.

CAPTIONING — superimposing  subtitles
on TV programs at the bottom of the screen
for the benefit of an estimated 13.4 million
persons in the U.S. who are deaf or have hear-
ing impairments. Broadcasters generally
have resisted using “open” captions — letter-
ing visible to all — because they tend to
annoy viewers with normal hearing. But in
the early 70s PBS began experimenting with
electronic systems developed for “closed”
captions — those that come into view only on
specially equipped sets — and in 1976 re-
ceived approval from the FCC for full-scale
use of the system.

The PBS system involves the use of Line 21
on the TV screen, the first nonvisual line
above the picture, for the transmission of the
captions, which are dropped onto the screen
by the special decoder. In four years of ex-
perimentation with prototype decoders
placed at various sites accessible to the hear-
ing-impaired, PBS captioned such programs
as Upstairs, Downstairs and The Adams.
Chronicles. They were unnoticed by viewers
without the special unit.

Meanwhile, appeals from associations for
the hearing-impaired have resulted in some
use of open captions or in the use of inserts on
the screen carrying a sign-language inter-
preter. These found their widest use in local
five-minute morning newscasts.

WGBH, Boston’s public TV station, took a
major step in captioning in the early 70s by
securing the right from ABC to repeat the
network’s evening newscast at midnight with
bottom-of-the-screen open captions. The
agreement also permitted the commercials to
be deleted.

The captioned newscast then was sent out

over the Eastern Educational Network, but

the PBS stations in those markets were free to
carry it only if they received permission from
the local ABC affiliate.

“CARA WILLIAMS SHOW, THE” — a 1965
CBS situation comedy which failed to estab-
lish Cara Williams as heiress to the comedy
mantle of the network’s mainstay, Lucille
Ball. Miss Williams somewhat resembled Miss
Ball but the series fell short of her standard.
It featured Frank Aletter, Paul Reed and
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Jeanne Arnold and was produced by Riche-
lieu Productions in association with CBS.

" “CAR 54, WHERE ARE YOU?” — half-hour
comedy series about a team of inept police
officers who share a patrol car. Shot in New
York, it featured Joe E. Ross and Fred
Gwynne and was produced by Nat Hiken for
Euopolis Productions. It aired on NBC (1961-
63).

CARLIN, STEVE — game-show producer
who, in the mid-50s, mounted The $64,000
Question and The $64,000 Challenge. He
revived Question for syndication in the 1976
season,

CARLINER, MARK — producer of TV mov-
ies, including Nightmare, The Strangers in
7A, A Death of Innocence and Revenge.

CARLINO, LEWIS JOHN — writer who
first attracted attention on drama anthologies
such as the CBS Television Workshop in the
60s. Although he worked primarily in motion
pictures, his occasional TV ventures included
the pilot script for Doc Elliot.

CARLISLE, WILLIAM — v.p. of govern-
ment relations for NAB since 1974 and em-
ployed by the association in various capacities
since 1954. Earlier he had been a radio execu-
tive in New Hampshire.

CARNEGIE COMMISSION REPORT —
the publication of a study by a 15-member
commission whose recommendations led to
the Public Broadcasting Act of 1967 and
caused educational television to become pub-
lic television. The report, Public Television: A
Program for Action, was the product of a two-
year inivestigation of ETV begun in 1965 by a
distinguished panel headed by Dr. James R.
Killian Jr., chairman of the corporation of
MIT. The commission was funded by the
Carnegie Corp.

Recommended was a system that would be
devoted in the broadest sense to public ser-
vice and cultural enrichment and that would
have a national sweep while being essentially
local-oriented. Central to the recommenda-
tions was the proposed creation of a corpora-
tion to serve the system (the Corporation for
Public Broadcasting) and increased appro-
priations by all levels of government to sup-
port it. The report estimated that $270 mil-

lion a year would be needed to maintain a
strong national system, and it suggested an
excise tax on the manufacture of TV sets to
help in the funding. The Carnegie Report re-
mains the gospel for public TV, pending the
report of a second Carnegie Commission,
formed in 1977 to examine the future of pub-
lic broadcasting.

Other members of the original commission
were James B. Conant, former president of
Harvard; Lee A. DuBridge, president of the
California Institute of Technology; Ralph Elli-
son, author; John S. Hayes, Ambassador to
Switzerland; David D. Henry, president of
the University of Illinois; Ovetta Culp Hobby,
chairman of the Houston Post Co.; ]. C. Kel-
lam, president of Texas Broadcasting Corp.;
Edwin H. Land, president of Polaroid Corp.;
Joseph H. McConnell, president of Reynolds
Metal Co.; Franklin Patterson, president of
Hampshire College; Terry Sanford, former
Governor of North Carolina; Robert Saudek,
TV producer; Rudolf Serkin, concert pianist;
and Leonard Woodcock, v.p. of United Auto-
mobile Workers of America. See also Public
Television.

CARNEY, ART — versatile actor who en-
joyed great popularity as Jackie Gleason’s
sidekick Ed Norton, the sewer-worker, in The
Honeymooners. Carney was able to surmount
a legendary identification with that role and
to perform serious roles in the drama show-
cases of the 50s. He played the lead in a TV
production of Harvey and was host in a pro-
duction of Peter and the Wolf. He went on to
star in movies and Broadway shows, yet for all
his success he never had a TV series of his
own.

Carol Burnett
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“CAROL BURNETT SHOW, THE” — dura-
ble comedy-variety series on CBS in which
Carol Burnett established her preeminence
in the vaudeville style of comedy. Premiering
in the fall of 1967, the program has held up
steadily in the ratings and has enjoyed a har-
vest of Emmy Awards. Major support has
come from comedian Harvey Korman. Other
regulars have been Lyle Waggoner, Vicki
Lawrence and the Ernest Flatt Dancers, with
sketch comedian Tim Conway joining in the
1975 season. Executive producer is the star’s
husband Joe Hamilton, and the producer has
been Ed Simmons.

Korman left the show in 1977, but his place
in the regular cast was taken by Dick Van
Dyke.

“CAROSELO” (CAROUSEL)— early eve-
ning program on Italy’s network, RAI-TV, de-
voted entirely to commercials, each ad
preceded by the motif of a carousel. It was
consistently the most popular program in the
country.

“CARRASCOLENDAS” — bilingual (Span-
ish-English) children’s series for PBS pro-
duced for the system by KRLN-TV San An-
tonio-Austin, Texas, on funds from the U.S.
Office of Education. It premiered in 1972
with Aida Barrera as executive producer and
Raoul Gonzales as story editor.

CARRIER — the band of frequencies, or
electronic wave, which conveys the signal
through the air.

CARR, MARTIN — producer of muckraking
documentaries for CBS News (1963-69) and
NBC News (1969-74). Earlier he produced

‘cultural documentaries and children’s public

affairs shows for CBS. Among his notable
works were Migrant for NBC (1970) and
Hunger In America for CBS (1968). He also
produced and directed Five Faces of Tokyo,
Search for Ulysses and Gaughin in Tahiti,
among other films.

CARROLL, SIDNEY — writer of dramatic
specials, noted for adaptations of classic mate-
rial. His credits include the teleplay for the
Beacon Hill pilot.

CARS (CABLE RELAY STATIONS) — mi-
crowave relay facilities requiring FCC ap-
proval that are constructed for the passing of

television signals from one cable system to
another. They are used both for interconnec-
tion and for the delivery of distant market
signals to the cable system.

CARRUTHERS, BILL — producer-director
with credits in The Newlywed Game, The
Dating Game, Operation Entertainment and
others; he was executive producer of The
Johnny Cash Show on ABC in 1970. In 1976
he became TV advisor to President Ford.

Johnny Carson

CARSON, JOHNNY — perennially boyish
comedian whose major TV assignments were
all outside prime time, a fact which didn’t
prevent him from becoming one of the me-
dium’s most popular personalities and consis-
tently its highest paid talent. By the 70s NBC
was paying Carson more than $2 million a
year to continue as host of The Tonight Show,
a job he began in 1962. With each contract
period the network made greater concessions
to him for vacation time.

Most of his earlier shows were daytime se-
ries in the 50s, principally standard quiz pro-
grams such as Who Do You Trust? and Earn
Your Vacation. His qualifications for Tonight
were demonstrated, however, in a daytime
Johnny Carson Show, which began in 1955.

Witty, urbane and cool, Carson proved an
even more effective host of the late-night
show than his predecessor Jack Paar. A chief
strength was his opening monologue; an-
other, from a ratings standpoint, his penchant
for slightly off-color material. Carson came to
represent on TV the clean-cut midwesterner
with a bad-boy streak, just mild enough to
make him endearing. He carefully avoided
intellectual pretensions and usually drew his
guests from show business. See also Tonight.
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CARTER-FORD DEBATES — a series of
televised confrontations in 1976 between the
major-party Presidential candidates — the
incumbent President Gerald R. Ford and his
Democratic challenger, Gov. Jimmy Carter
— modeled somewhat on the Kennedy-
Nixon “Great Debates” of 1960 and staged
under auspices of the League of Women Vot-
ers. While the Nixon-Kennedy debates re-
quired a special act of Congress suspending

the Equal Time Law just for that campaign, ,

the Carter-Ford debates were born under a
new interpretation by the FCC of the equal
time requirements.

Just before the election year opened, the
FCC determined that political debates could
be exempt from equal time if the confronta-
tions were arranged by independent organi-
zations and the debates held outside the tele-
vision studios. If two candidates agreed to
meet to debate the issues before a live audi-
ence, the rationale went, it would be appro-
priate for television to cover the occurrence
as a legitimate news event. The FCC stipu-
lated, however, that television would have to
cover the event live and in its entirety —
no delayed telecasts and no presentation of
excerpts,

With Jim Karayn spearheading the effort,
the League of Women Voters offered to be-
come the organization inviting the debates.
The networks, which were still seeking an-
other suspension of the equal time law, had to
give up trying when the candidates accepted
the League’s proposal. All three commercial
networks and PBS carried the debates simul-
taneously and among them reached 90 per-
cent of the households (per Nielsen TA rat-
ings) with the four telecasts. Three of the four
involved Ford and Carter; debate No. 3 was
between the Vice-Presidential candidates,
Robert Dole and Walter Mondale.

The first debate, airing on Thursday, Sept.
23, from Philadelphia, ran two hours rather
than the scheduled 90 minutes because of a
protracted audio outtage caused by the fail-
ure of a simple electronic part. ABC provided
the pool coverage. The telecast had a total
audience of 51.6 million households. Accord-
ing to Nielsen, the average duration of tuning
was 88 minutes.

The second debate, on Wednesday, Oct. 6,
from San Francisco, ran 90 minutes and had
a total audience of 46.5 million households.
The fourth, on Oct. 22 from Williamsburg,
Va,, also ran 90 minutes and drew 42.5 mil-

Y

lion households. The third, between the Vice-
Presidential candidates, aired on Friday, Oct.
22 from Houston and was produced for the
pool by PBS. It had a total audience of 35.6
million households and went 75 minutes.

While the debates were generally consid-
ered to have been a draw, the eventual elec-
tion of Carter was probably foretold in the
ratings for the paid political programs each
candidate bought on all three networks on
election eve. Carter and Ford purchased al-
ternate half hours from 8 to 11 p.M., playing
the same program once on each of the net-
works at different hours. Carter had a gross
rating of 34.2 for his three telecasts and Ford
25.3. In each hour, regardless what was com-
peting on the other networks, Carter beat
Ford. ‘

CARTER MOUNTAIN DECISION [Carter
Mountain Transmission Corp./32 FCC 459
(1962)/0fFd 321 F2d (D.C. Cir. 1963), cert.
den./375 U.S. 951 (1963)] — case in which
the FCC refused to authorize a CATV system
that would import distant signals to a rural
area where the sole existing television station
would, as a result, be driven out of business.
The D.C. Court of Appeals affirmed the com-
mission’s decision.

The Carter Mountain Transmission Corp.
applied to the FCC for a permit to construct
a microwave radio communication system to
transmit signals received from TV stations in
distant cities to CATV systems in Riverton,
Lander and Thermopolis, Wyo. The only tele-
vision station in the area, KWRB-TV in River-
ton, protested, saying that the importation of
distant stations would cause its demise.

After examining the evidence the FCC
concluded that KWRB’s protest had sub-
stance and that the importation of distant sig-
nals would leave the residents of the three
towns without a local TV station. The com-
mission decided that it was better to have a
single local TV station than several distant
ones which would only be available to subscri-
bers. When the FCC denied Carter’s applica-
tion Carter appealed.

The Court of Appeals held that the FCC
had the power to deny the application and
that the denial did not amount to censorship.
The Supreme Court refused to hear the case.

“CASE AGAINST MILO RADULOVICH,
THE” — one of the famous Edward R. Mur-
row documentaries in the See It Now series.
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It aired on CBS Oct. 20, 1953, preceding by
almost six months Murrow’s devastating half-
hour Report On McCarthy. McCarthyism was
actually the theme of this 30-minute pro-
gram, which focused on the case of an Air
Force Reserve officer forced as a security risk
to resign his commission because of anony-
mous charges that his father and sister har-
bored pro-Communist sympathies. Murrow’s
editorial stand was bold and controversial,
and his defense of Lt. Radulovich against
guilt-by-association reasoning led the Air
Force to reverse itself and'reinstate him as an
officer. The program, produced by Murrow
and Fred W. Friendly, was a prelude to the
expose on McCarthy. See also Murrow, Ed-
ward R.

CASTLE, WILLIAM — movie producer
(Rosemary’s Baby) who has drifted into TV
from time to time as an executive producer,
such as for NBC’s Ghost Story series (later
retitled Circle of Fear).

CATES, GILBERT — producer-director of
TV, films and the stage. For TV he was pro-
ducer in the 70s of such CBS dramas as To All
My Friends on Shore and I Never Sang For
My Father and Arthur Miller’s After the Fall
(NBC). Earlier he was producer-director of
International Showtime (1962-63) on NBC
and All-Star Circus for Timex.

CATES, JOSEPH — director specializing in
music-variety whose credits include specials
with Anne Bancroft, Gene Kelly, Victor
Borge, Ethel Merman and Yves Montand. He
was associated with his brother, Gil Cates, in
International Showtime, which had a three-
year run on NBC in the early 60s. On Broad-
way, he produced Joe Egg, What Makes
Sammy Run? and Spoon River.

CATHODE RAY TUBE (CRT) — an elec-
tron tube designed for graphic display, of
which the television picture tube is one type.
Invented in 1897 by Karl Ferdinand Braun of
the University of Strassburg, the CRT was in
the 20s converted by Philo T. Farnsworth and
Vladimir Zworykin, working independently,
into a device to display television pictures.

A black-and-white picture tube has three

principal components: an electron gun, a
deflection system and a phosphor-coated
screen. A stream of electrons flows from the
gun to the screen and is deflected from left to

right and from top to bottom. The beam acti-
vates one tiny spot of phosphor at a time,
causing it to glow, but the persistence of the
phosphor makes the entire screen appear to
glow. The intensity of the electron beam de-
termines the brightness with which the ap-
propriate phosphor spot glows.

The color picture tube has three electron
guns, or three “barrels” in a single gun —
one for each of color television’s three pri-
mary colors (red, blue and green). A “shadow
mask” (also called aperture mask) is located
between the electron gun and the screen.
The shadow mask is perforated with tiny
round holes and the screen is coated with
triads of phosphor dots which glow red, blue
and green activated by the electron beam.
The positioning of the mask with respect to
the electron guns and phosphor screen is such
that the beam from the “red” gun lands only
on red phosphor dots, the beam from the
“green” gun only on green phosphor, the
beam from the “blue” gun only on blue phos-
phor.

A variation of the color picture tube is
called the “slot-mask” type, which has alter-
nate red, blue and green phosphor stripes on
the faceplate and a mask with vertical slits or
slots. The principle of operation is the same as
that of conventional color tubes. See also Tel-
evision, Technology of.

“CATHOLIC HOUR, THE” — an NBC se-
ries presented by the Catholic Church that,
through dramatic and documentary tech-
niques, deals with social dilemmas such as
mental illness, death and racism. See also Re-
ligious Television.

“CATHOLICS” — adaptation by Brian
Moore of his own short novel for CBS Play-
house 90 (Nov. 29, 1973) concerning the con-
flict between an aging abbot and a young
American priest with new ideas. It starred
Trevor Howard and Martin Sheen and was
filmed in Ireland. Sidney Glazier was execu-
tive producer, Barry Levinson producer
(Lewis Freedman producer for CBS) and Jack
Gold director. The program was repeated on
the network Aug. 1, 1975.

CATV — acronym for Community Antenna
Television, the early name for cable-TV when
it provided essentially an antenna service for
households with poor TV reception or those
in under-serviced markets needing additional




CAUCUS FOR PRODUCERS, WRITERS AND DIRECTORS - 74

stations. The term “CATV” is still in use, in-
terchangeably with cable-TV, although the
latter better suggests the range of sophis-
ticated communications services afforded by
the broadband technology, including pay-
cable.

As a community antenna for retransmission
of broadcast stations, CATV draws TV signals
off the air from an advantageous location, am-
plifies them and distributes them by a wire-
thin coaxial cable to TV sets. A single cable
may carry up to 40 channels, although 20 is
typical today. In rural areas the cable is strung
over telephone poles; in cities the trunk cable
is laid in underground telephone ducts.

When the incoming cable is attached di-
rectly to the antenna input of the TV set,
which is the simplest method, the normal dial
is used for channel selection. This, however,
limits the subscriber to the 12 VHF channels
on the dial. In order to receive the full chan-
nel-carrying capacity of the cable, tunable
converters must be attached to television sets
to replace the limited tuners.

CATYV subscribers are charged a monthly
fee for the basic service and a small rental fee
for the converters. See also Cable-TV.

CAUCUS FOR PRODUCERS, WRITERS
AND DIRECTORS — an organization of
members of the Hollywood creative commu-
nity formed in 1975 to give those who create
TV programs and motion pictures a voice in
industry issues that are beyond the scope and
concern of the guilds. The essential aims of
the Caucus are to protect the standards and
integrity of the creative work of its members
and to allow producers, writers and directors
to assume a more direct responsibility to the
viewing public in network programing and
films.

Dick Cavett

CAVETT, DICK — urbane comedian and
talk show host who, although praised by many
critics as witty and intellectual, failed to es-
tablish a competitive program on ABC-TV in
a number of tries from 1968 through 1974.

A onetime comedy writer for Jack Paar and
others, Cavett made his debut as a program
host on March 4, 1968 with a 90-minute day-
time talk show on ABC entitled This Morn-
ing, which soon was changed to The Dick
Cavett Show. It won an Emmy Award but was
terminated for low ratings on Jan. 24, 1969. In
the summer of that year Cavett conducted a
prime time series on ABC three nights a week
and, on Dec. 29 was given the network’s late-
night program, previously hosted by Joey
Bishop. The program ran five nights a week,
opposite Tonight with Johnny Carson on
NBC and The Merv Griffin Show on CBS. Ca-
vett won another Emmy but ran third in the
competition.

In December 1972 his nightly series was
cut back to one week in four, where it alter-
nated with a week of Jack Paar (in his return
to the late-night arena) and two weeks of var-
ied programing. Two years later when ABC
adopted Wide World of Entertainment as its
late-night entry, Cavett was again cut back,
this time to two programs a month (alternate
Thursdays). He won a third Emmy. But when
it appeared that ABC might not renew his
contract, late in 1974, he signed with CBS for
specials and other projects, and also did occa-
sional programs for PBS, including V.D. Blues
and Feelin’ Good.

No permanent program for Cavett devel-
oped at CBS, and in the fall of 1977 he began
a nightly interview series for PBS, produced
by WNET New York. .

A native of Nebraska, Cavett worked ini-
tially in summer stock in the east and became
a comedy writer when Paar accepted his ma-
terial for his opening monologues. He later
wrote for Merv Griffin, Jerry Lewis and
Johnny Carson, before developing the night-
club act that led to his career in TV.

CBS — the leading network in the ratings.
through virtually all the years of three-net-
work competition until ABC’s ascendancy in
1976; also, the most glamorous of the three,
partly an effect of its traditional star-con-
sciousness and partly of a carefuily cultivated
public image. Though rarely as innovative as

L
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the other networks, CBS has been the perfec-
tionist among them, maintaining high pros
duction standards and providing nearly al-
ways for the inclusion of quality and cultural
programing somewhere in an otherwise
highly commercial schedule.

The biggest of the Big Three — in profits,
as well as in the public mind (books are writ+
ten about CBS but not about ABC and NBC)
— CBS was for many years the runaway
leader in such lucrative areas as daytime and
Saturday mornings, as well as in prime time.
The only two areas it has never dominated
have been the early morning and the late
evening, which NBC has controlled since the
mid-50s with Today and Tonight.

CBS operates from a sense of being “the
Tiffany of television.” The corporation’s fas-
tidiousness about graphics, decor and good
form inevitably has carried over to the pic-
ture on the screen, and the company’s obses-
sion with being First and Best has yielded an
unbroken string of television gems, from
Playhouse 90 and Studio One through I Love
Lucy, The Honeymooners, The Defenders,
East Side, West Side, The Dick Van Dyke
Show, All In the Family, The Mary Tyler
Moore Show and Kojak; and from See It Now!
to CBS Reports and 60 Minutes.

CBS’s supremacy began with the raids by
<chairman William S. Paley in the late 40s on
NBC’s biggest attractions: Jack Benny, Red
Skelton, Amos ‘n’ Andy and Edgar Bergen &
Charlie McCarthy. It proceeded from there
to the building and maintenance of a regular
star roster unmatched by the rival networks,
including Lucille Ball, Jackie Gleason, Arthur:
Godfrey, Garry Moore, Ed Sullivan, Jim Ar-.
ness, Danny Kaye and Andy Griffith. CBS also
spawned the most distinguished journalist in
broadcasting, Edward R. Murrow, and the
one most trusted by the public in the 70s,’
Walter Cronkite.

Contributing to the TV network’s success '
was the effort made during the early years to .
secure the Channel 2 position for the owned
stations and, wherever possible, with affili- .
ates. Controlling the first spot on the dial:
proved especially advantageous because the
Channel 2 signal carries farther than that of |
the other channels. This gave CBS better
penetration into the countryside than either
NBC or ABC and therefore a larger potential ‘
audience. During the 60s, CBS augmented its |
overall ratings by playing continually to its .
“rural advantage” with such shows as The !

Beverly Hillbillies, Green Acres, Petticoat
Junction, Mayberry R.F.D., Gomer Pyle and
Hee-Haw.

Eventually this began to reflect adversely
on the CBS reputation for sophistication and
quality, and it became also a demerit in an
advertising marketplace that was growing in-
creasingly conscious of demographics. The
network shed its bucolic programs in 1970
and replaced them with shows more perti-
nent to contemporary life, thus leading the
way to the mature fare that characterized
prime time programing in the early 70s.

Previously known as the Columbia Broad-
casting Systermn, the company changed its
name in 1974 to CBS Inc. to reflect its diver-
sification in other fields, such as publishing,
musical instrument manufacturing, toys and
recordings.

History — CBS began in 1927 as United In-
dependent Broadcasters, founded by a small
group headed by Arthur Judson, a talent
agent and packager who determined to set
up his own radio network when he was un-
able to do business with NBC. But the com-
pany was under-financed and before going on
the air took in a partner, the Columbia Pho-
nograph and Records Co. The network finally
went into operation on Sept. 18, 1927 as the
Columbia Phonograph Broadcasting System,
providing 10 hours a week of service to 16
affiliates, with Judson’s company supplying
the programs.

Discouraged by the mounting losses, Co-
lumbia Phonograph withdrew, and the con-
trolling interest was purchased by Jerome
Louchheim, a wealthy Philadelphia builder
and friend of Ike and Leon Levy, owners of
Philadelphia station WCAU, the first affiliate
of the network. The Levys also bought shares.
Louchheim changed the name to the Co-
lumbia Broadcasting System, but just as the
network was beginning to make progress
with advertisers he was sidelined by a hip
injury.

It was then that William S. Paley entered
the picture. An advertiser on the network (for
his father’s company, Congress Cigar Co.,
whose most popular brand was La Palina) and
brother-in-law of Leon Levy, he purchased
control of CBS on Jan. 8, 1929 for less than
$400,000 and moved to New York to operate
the company.

The network then had 22 affiliates and 16
employees. Largely through devising a con-
tract offering more favorable terms to affili-
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ates, Paley succeeded in expanding the net-
work, and by 1932 CBS readlized a profit of
more than $3 million, notwithstanding the
Great Depression. In 1939, CBS bought up
one of its original owners, the Columbia Pho-
nograph and Records Co., and built Columbia
Records into a leader in the field.

Frank Stanton, who was to exert a great
influence on CBS second only to that of Paley,
joined the company as a researcher in 1934
and became its president in 1946. As CBS
prospered, it acquired stations of its own in
major cities and later built their TV counter-
pgrts, which were to become hugely profit-
able.

For all the ways in which it was successful,
CBS had a share of failures over the years.
One was its venture in TV-set manufacturing,
which began in 1951 when it acquired Hy-
tron Radio and Electronics for $17.7 million
and ended a few years later with a total loss
of $50 million. Another was its development
of a spinning-disc color TV system that lost
out to RCA’s system in the early 50s because
it was not compatible with the existing black
and white sets. There were also failures with
the New York Yankees, acquired in the late
60s and divested several years later, and with
EVR, its venture into video-cassettes with a
film system that was soon obsoleted by vari-
ous other tape systems.

Since the mid-60s, CBS has been preparing
for a future without Paley. Initially, the plan
was to merge with a larger company, and
when the brokers advised that the manage-
ment cadre was too old for CBS to be attrac-
tive for an acquisition, CBS embarked on a
youth program. But shortly after the heads of
the divisions were replaced by younger men,
the plan was changed. CBS decided instead to
diversify in a way that would make broadcast-
ing only one facet of a conglomerate rather
than a small company’s primary business.

To accomplish the growth and to prepare
for the succession, CBS hired away Charles T.
Ireland from ITT as its new president in 1972,
But Ireland died of a heart attack a few
months later, and in July 1972 CBS tapped
Arthur R. Taylor, a 37-year-old executive of
the International Paper Co., to be Stanton’s
successor, heir-apparent to Paley and engi-
neer of the acquisitions. Paley dismissed Tay-
lor in the fall of 1976 and appointed John D.
Backe, head of the publishing division, presi-
dent. At the same time, Paley announced that
he would give up his title as chief executive

officer in April 1977 but would retain that of
chairman.

Structure — Below the corporate tier of
chairman and president are four separate
groups, each headed by a president, those for
the businesses of broadcasting, manufactur-
ing, publishing and technical research. The
president of the CBS Broadcast Group, John
A. Schneider, oversees the presidents of the
TV network, the TV owned stations, CBS
News, the radio network and stations and the
spot sales organizations. In the CBS organiza-
tion, the president of the TV network enjoys
more power and has greater control ovér pro-
graming than do his direct counterparts at
ABC and NBC.

CBS STUDIO CENTER — film lot of CBS,
formerly the Republic Pictures lot before
CBS purchased it in February 1967 for $9.5
million. It occupies 70 acres in Los Angeles,
contains 17 sound stages and is used primarily
for the production of TV series, whether or
not they are on CBS.

CBS TELEVISION STATIONS DIVISION
(CTS) — one of the most powerful station
groups, with properties in five major markets.
The division was created in 1958 when the
management of the CBS o&os was separated
from the management of the TV network. At
one time there were seven stations in the
CBS group, two of them on UHF — WXIX
Milwaukee, and WHCT Hartford, Conn. —
but given up by CBS in the late 50s. The TV
stations are WCBS New York, KNXT Los An-
geles, WBBM Chicago, KMOX St. Louis, and
WCAU Philadelphia. D. Thomas Miller is
president and Thomas M. Battista executive
v.p.

CCIR — International Radio Consultative
Committee, a technical study group of the
International Telecommunications Union
(ITU), whose initials are applied to the West-
ern European 625-line monochrome broad-
cast standards.

CCTV — see Closed Circuit.

CEASE AND DESIST ORDER — an order
by the FCC to a station or person to refrain
from actions found to be in violation of the
Cominunications Act, the United States Code
of the conditions of the license that had been
granted. Authorized by Section 312 (b) of the
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Communications Act of 1934, a Cease and
Desist order implies serious federal penalties
for noncompliance.

CEEFAX — data transmission system devel-
oped by the BBC which, with a decoder at-
tachment, allows the viewer to select news
bulletins, stock quotations, sports results and.
other reading matter which he may call forth
on the screen by pushing buttons. A similar
system, Oracle, was developed at about the
same time by Britain’s Independent Broad-
casting Authority. The two systems have be-
come standardized and late in 1974 were ac-
tivated for an experimental run of two years,

partly to determine whether there would be

enough public and institutional interest to
prompt the necessary investment from set
manufacturers to produce a new generation
of color receivers with built-in decoders.
The systems utilize two unused lines (at the
very top of the screen) out of the 625-line
PAL television picture in the U.K. By pushing
buttons on the decoder, the viewer can
choose from around 100 pages of printed
news and information that he may wish to

have appear on his screen. See also Frame- .

Grabber.

CERTIFICATE OF COMPLIANCE —
in effect, the FCC license authorizing the op-
eration of a cable system. It is granted when
the prospective operator demonstrates his
compliance with FCC minimum standards

and his legal, technical and financial qualifica-

tions. The FCC limits the terms of franchise
to 15 years, requires “significant construc-
tion” within one year of certification and
holds the franchising authority responsible
for the initial rates for regular services and for

approving rate changes. The franchising au- .
thority is also required to have procedures for |

investigating and resolving service com-
plaints.

CHAIN BREAK — an intermission between '

network shows for local station announce-
ments. Chain breaks follow network identifi-
cation (NI’s) or system cues, which usually
take the form of promotional announcements
for a forthcoming show. See also Adjacencies,
Station Identification.

CHAIN BROADCASTING — the intercon-
nection of two or more stations for the simul-

taneous broadcast of a program or program:

service; hence, networking. The term re-
mains part of the FCC lexicon, where net-
works and station groups are sometimes re-
ferred to as chains, but it has all but passed
out of general use.

CHAMBERLIN, WARD B., JR. — president
and chief executive officer of the Greater
Washington Educational Telecommunica-
tions Assn. (GWETA), parent and licensee of
public TV station WETA in the capital. Be-
fore assuming that post in 1975, Chamberlin
had been senior v.p. of PBS, executive v.p. of
WNET New York, and senior v.p. and general
manager of the Corporation for Public Broad-
casting, participating in CPB’s formation in
1967.

~ As head of GWETA, Chamberlin was also
top official of the production organization
providing news and public affairs programing
from Washington for the PBS stations, the or-
ganization that previously had been known as
NPACT (National Public Affairs Center for
Television). NPACT had been merged with
WETA before Chamberlin became presi-
dent, and he joined the two entities under the
single WETA banner.

CHAMBERS, EVERETT — series and TV
movie producer, whose long list of credits is
headed by Columbo.

CHANCELLOR, JOHN — anchorman for
the NBC Nightly News since 1971, prior to
which he gained prominence as a corre-
spondent, head of Voice of America (1965~
67) and for a brief time host of NBC’s Today
Show (1961). Chancellor was one of NBC’s
“four horsemen” noted for aggressively cov-
ering the floor of the political conventions of
the 60s (the others were Edwin Newman,
Sander Vanocur and Frank McGee). Between
1958 and 1965 he was NBC correspondent in
Vienna, London, Moscow and Brussels, and
he returned to the network from VOA as na-
tional affairs correspondent in Washington.
Chancellor joined NBC News in Chicago,
at WMAQ-TV in 1950 after having been a
reporter for the Chicago Sun-Times. Several
years later, he was transferred to New York.

CHANNEL — in the U.S,, six megacycles of
spectrum space in the television bands which
provide a single path for a station’s transmis-
sions. TV channels are designated by number
from 2 to 83, although the 13 highest-num-
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bered have been reallocated to land-mobile
use.

CHANNEL ONE — 44-50 MC, deleted
from VHF allocationsby the FCC in 1948 and
assigned to land-mobile and two-way radio
service.

CHANNEL TELEVISION — smallest of
Britain’s regional independents governed by
ITV, broadcasting to the eight inhabited but
sparsely populated Channel Islands. The
broadcasting problems are complicated by
the fact that the islands differ in language,
traditions and government, which means that
program service has to be divided between
French and English fare and that news and
public affairs must serve each of the islands
separately.

“CHANNING” — series of campus dramas
focusing on the relationship between a dean
and a professor. It was produced by Universal
TV for ABC (1963) and featured Henry Jones
and Jason Evers. It ran 26 weeks.

CHAPMAN TELEVISION — broadcast
group based in Hattiesburg, Miss., whose
owners are S.A. Rosenbaum, W.S. Smylie Sr.
and Marvin Reuben. Smylie founded the
group in 1959. The TV properties are WDAM
Laurel-Hattiesburg, NBC, and WCFT Tus-
caloosa, Ala., CBS.

CHARACTER GENERATOR — an elec-
tronic means of producing captions or titles
on the screen. The generator usually has a
typewriter keyboard, and the captions can be
superimposed on the screen “live” or stored
on tape. Some such generators are quite elab-
orate, permitting the use of upper- and lower-
case letters, letters and numbers in varying
colors, and so forth.

Charlie Brown: The Peanuts Clan

“CHARLIE BROWN” SPECIALS — peren-
nial CBS animated specials, principally for
children, featuring characters of Charles M.
Schultz’s popular comic strip, “Peanuts.”
Drawing high ratings from the start, the pro-
grams seem to gain viewers with repetition.
Most are tied to holidays or to the seasons.
The specials are via Lee Mendelson-Bill Me-
lendez Productions, in cooperation with
United Features Syndicate, with Mendelson
as executive producer, Melendez in charge of
animation, and Schultz the writer.

Of the 16 specials produced up to 1977, the
first and most frequently played was A
Charlie Brown Christmas, which had its
debut on Dec. 9, 1965 and has been shown
annually ever since. It won both Emmy and
Peabody Awards. Others that are aired al-
most annually are It’s the Great Pumpkin,
Charlie Brown (original air date, Oct. 27,
1966); A Charlie Brown Thanksgiving (OAD
Nov. 20, 1973); and You’re In Love, Charlie
Brown (OAD Nov. 12, 1967).

The other titles are It Was a Short Summer,
Charlie Brown; Play It Again, Charlie Brown;
You’re Not Elected, Charlie Brown; There’s
No Time for Love, Charlie Brown; It’s the
Easter Beagle, Charlie Brown; Be My Valen-
tine, Charlie Brown; It’s Arbor Day, Charlie
Brown; You’re a Good Sport, Charlie Brown;
Charlie Brown’s All Stars and It's a Mystery,
Charlie Brown.

Two 90-minute theatrical movies, A Boy
Named Charlie Brown and Snoopy, Come
Home, also were telecast as specials. CBS also
mounted a special on Jan. 9, 1975, to mark the
25th anniversary of the comic strip.

The voice of Charlie Brown has variously
been played by Todd Barbee, Chad Webber
and Peter Robbins; the voice of Lucy by
Robin Kohn, Pamelyn Ferdin, Sally Dryer
and Tracy Stratford; and that of Linus by Ste-
phen Shea and Chris Shea.

“CHARLIE’S ANGELS” — ABC crime se-
ries introduced in September 1976 concern-
ing three young and sexy female private de-
tectives working for the fictive Charlie
Townsend, whose voice is heard but who is
never seen. The series was a runaway hit
when it began. It featured Kate Jackson, Far-
rah Fawcett-Majors (wife of Lee Majors of
The Six Million Dollar Man) and Jaclyn
Smith. A Spelling-Goldberg production, it
was produced by Rick Husky.

Within months, Farrah Fawcett-Majors was
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a household word, a new glamour queen fea-
tured on scores of magazine covers. She left
the program before the second season’s epi-

sodes went into production and was replaced
by Cheryl Ladd.

CHARMOLI, TONY — director and cho-
reographer. Credits include the Mitzi Gaynor
and Perry Como specials.

CHARNIN, MARTIN — producer-director
responsible for Annie, the Woman in the Life
of a Man, a tour-de-force for Anne Bancroft

which aired on CBS in 1970; George M/, with .

Joel Grey, on NBC in 1971; Dames at Sea
(1971); ‘SWonderful, *SMarvelous, 'SGersh-
win on NBC (1972); and Get Happy (1973)
with Jack Lemmon on NBC.

CHARREN, PEGGY — president of Action
for Children’s Television (ACT) and one of its
founders. She was its moving force as it grew
from a small group of Boston-area parents in

1968 to a forceful national organization in- |

strumental in effecting changes in children’s
programing and commercials. Largely
through Mrs. Charren’s energies, ACT be-
came a major component of the broadcast
reform movement, receiving most of its sup-
port from foundations and national member-
ship. As ACT'’s representative, she testified
before congressional committees and the
regulatory agencies whenever issues con-
cerning children’s television arose. See also
ACT, Broadcast Reform Movement.

CHASE, CHEVY — yoiithful comedian who
attained TV stardom in 1975 on NBC’s Satur-
day Night, the 90-minute live “under-
ground” comedy show airing at 11:30 P.M.,
and left the following year to pursue his ca-
reer. As a member of the program’s repertory
company and one of its several writers, Chase
caught the public fancy with his regular spot,
a satirical newscast, and with his impressions
of a clumsy President Ford. Chevy Chase is
his real name.

CHASEMAN, JOEL — president of the

Post-Newsweek Stations since 1973 and

previously president of Group W Television.
During his years with the Group W organiza-
tion, beginning in 1957, he had been vari-
ously national program manager for the radio
stations; v.p. and general manager of the
newly formed syndication division; executive

producer of the syndicated Steve Allen Show
and v.p. and general manager of WINS New
York, a station he converted into an all:-news
service in 1965. He became president of the
radio division and eventually of the television
division, shortly before being hired away by
Post-Newsweek.

CHAYEVSKY, PADDY — one of TV’s fore-
most dramatists in the “Golden Age” of tele-
vision in the 50s, responsible for such classics
of the medium as Marty, The Bachelor Party
and Middle of the Night, all of which were
later made into movies. Others by the Bronx-
born playwright were The Catered Affair,
Printer’s Measure and Holiday Song. When
TV drama gave way to filmed melodramas
and quiz shows, Chayevsky turned to writing
motion pictures. In 1976 his devastating sat-
ire of the TV industry, Network, was one of
the big box office films of the year.

CHECKBOOK JOURNALISM — the com-
petitive practice of paying for exclusive news
stories or interviews. It is considered danger-
ous by most journalists because it can restrict
the flow of news, pervert the newsgathering
process and ultimately undermine public
confidence in journalism.

Although the networks profess to have poli-
cies against outbidding each other for news
exclusives, CBS News paid for interviews
with H.R. Haldeman and G. Gordon Liddy,
and earlier Sirhan B. Sirhan. In each case,
CBS News justified its action by claiming to
have purchased “electronic memoirs,” but
Richard S. Salant, president of the division,
conceded at the height of the controversy
over payment of $100,000 to Haldeman for a
two-part interview that it is difficult to draw
the line between news and memoir and
called the decision a mistake. Nevertheless,
months later CBS lost $10,000 to a bogus in-
former who claimed to know the where-
abouts of the body of James Hoffa.

“CHECKERS SPEECH” — the historic po-
litical telecast in which Sen. Richard M.
Nixon, on Sept. 23, 1952, used the airways to
defend himself in a scandal that threatened
his candidacy for the Vice-Presidency on the
ticket headed by Gen. Dwight D. Eisen-
hower. It came to be known as the “Checkers
Speech’ because of the candidate’s emotional
digression into a tale of how his children came
to possess a dog they loved named Checkers.
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The speech turned public opinion in Nixon’s
favor and, many believe, preserved his politi-
cal career.

In midcampaign, Nixon was charged with
having accepted from wealthy friends, an
$18,000 slush fund for his personal use, the
suggestion being that the money was given in
return for political favors. When Gen. Eisen-
hower reacted by saying he would seek the
Presidency only with a running mate who
was “clean,” there were strong recommenda-
tions by Republican leaders that Nixon with-
draw. But Eisenhower accepted the view of
other party members that Nixon be permit-
ted to present his case to the public.

On $75,000 raised by the party, time was
purchased on CBS-TV, NBC-TV and the Mu-
tual radio network for Nixon’s speech. He
dealt with the charge at once, denying that
any part of the $18,000 went to him for per-
sonal use but insisted instead that it was given
and used for campaign purposes. Seated
nearby and occasionally sharing the screen
was his wife Pat, whose composure and for-
bearance was demonstrated that night and
was to become legendary during the Nixon
Presidency, some two decades later.

Having issued his denial, Nixon then dis--

cussed his childhood, his early poverty, his
Quaker mother and his courtship of Pat. To
close, he made a confession, as follows:

“One thing I should probably tell you, be-
cause if I don’t they’ll probably be saying this
about me, too. We did get something —
a gift — after the election. A man down in
Texas heard Pat on the radio mention the fact
that our two daughters would like to have a
dog. And believe it or not, the day before we
left on this campaign trip we got a message
from Union Station . . . saying they had a
package for us. We went down to get it. You
know what it was? It was a little cocker span-
iel in a crate that he had sent all the way from
Texas. Black and white spotted. And our little
girl — Tricia, the six-year-old — named it
Checkers. And you know, the kids love that
dog, and I just want to say this right now, that
regardless of what they say about it, we're
going to keep it.”

In its time the speech was a winner, and it
remains a television classic.

“CHECKMATE” — series about an organi-
zation of special investigators in San Fran-
cisco; it had been created by mystery writer
Eric Ambler and played on CBS (1959-62).

Featuring Sebastian Cabot, Anthony George
and Doug McClure, it was by J&M Produc-
tions and yielded 70 episodes.

Cher (Cherilyn Sarkisian) and
Sonny (Sonny Bono)

CHER — pop singer of the recording team of
Sonny & Cher who became a CBS star in the
70s. She was noted for her wry quips, bold
wardrobe and rock-generation insouciance.
With her partner and husband, Sonny Bono,
she launched the successful Sonny & Cher
Hour in 1971. Divorce snuffed out the pro-
gram in 1974, however. ABC then signed
Bono for a Sunday night series, The Sonny
Comedy Revue, but it flopped and was
quickly canceled in the fall of 1974. At mid-
season, Cher (Cherilyn Sarkisian) returned on
CBS as a solo in a Sunday night slot and scored
so well in her new series, Cher, that she be-
came one of the most publicized talents in the
CBS stable. When the series began to falter in
the first half of the 1975-76 season, she was
teamed once again with Bono, and the series,
retitled The Sonny & Cher Hour, regained its
old footing for awhile. But it skidded again
and was canceled in 1977.

CHERMAK, CY — series producer. He was
executive producer of Ironside (except for its
last season), “The Doctors” element of The
Bold Ones, the “Amy Prentiss” element of
Sunday Mystery Movie and Barbary Coast.
He took over as producer of Kolchak —
The Night Stalker midway in the 1974-75
season.

CHERTOK, JACK — producer of TV series
in the 50s and 60s through his own Jack Cher-
tok Productions, notably The Lone Ranger,
Sky King, Private Secretary, My Favorite
Martian, and My Living Doll. Earlier in his
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career, as head of short subjects for MGM, he
produced the Robert Benchley and Pete
Smith series and The Passing Parade.

CHESTER, GIRAUD — executive v.p. of
Goodson-Todman Productions since 1964
and previously a program executive for NBC,
ABC and Ted Bates Advertising. Earning a
PhD from the U. of Wisconsin, he first taught
speech at Cornell and Queens College, then
joined NBC’s program department in 1954,
working with Pat Weaver. He became ABC’s
v.p. of daytime programing (1958-62) after a
stint with the Bates agency and returned to
NBC as v.p. in charge of program administra-
tion. He nourished his academic interests
with several books, including the textbook,
Television and Radio (1963).

“CHEYENNE” — a classic TV western with
historical significance in the medium. It was
the show that started the stampede of “adult”
oaters in prime time during the late 50s, and
as one of the first shows produced for TV by
Warner Bros. it helped to pave the way for
the other major studios to enter television.
Cheyenne, which featured Clint Walker as a
frontier scout, had an eight-year run on ABC
(1955-62). See also Westerns.

CHICAGO SCHOOL — appellation for the
style, ingenuity and resourcefulness that
characterized the network television pro-
grams emanating from Chicago in the early
years of commercial TV. Having been an
originating center for radio, principally with
soap opera, Chicago quite naturally became a
hub of television production when the new
medium began, and it contributed to the na-
tional scene such programs as Garroway-at-
Large, with Dave Garroway; Kukla, Fran &
Ollie; Studs’ Place, with Studs Terkel; Zoo
Parade, with Marlin Perkins; Super Circus,
with Mary Hartline and Claude Kirshner;
Ding Dong School, with Dr. Frances Hor-
wich; and a number of soap operas, among
other programs.

Chicago programs were marked by origi-
nality, and suitability to the medium, as if
in compensation for a lack of star glamour.
Principally active was NBC, which main-
tained network production facilities that
were known as the Central Division until
1958. In charge was Jules Herbuveaux, one
of the showman-broadcasters of the period,

who had had an earlier career as a band
leader.

Even before film and video tape made live
television obsolete, the networks began to
concentrate their production bases in New
York and Los Angeles, and by the late 50s
Chicago was reduced to a television market,
making little more than a profit contribution
to the networks.

Chico and the Man: ,
Freddie Prinze and Jack Albertson

“CHICO AND THE MAN” — popular com-
edy series on NBC (1974-) centering on the
relationship between the crotchety owner of
an automobile garage and the high-spirited
young Chicano who worked with him. With
Jack Albertson and Freddie Prinze in the
leads, it became one of NBC’s highest-rated
shows. But Prinze died, a suicide, in February
1977. NBC decided to renew the show the
following fall incorporating other characters
but not recasting Prinze’s role.

James Komack was executive producer for
The Wolper Organization in association with
The Komack Co.

CHIEF ENGINEER — executive in charge
of the engineering department at local sta-
tions. He is responsible not only for the trans-
missions but also is in charge of equipment,
studio and building maintenance; advises
management on new developments in tech-
nology and usually purchases the necessary
new equipment.

CHILDREN’S ADVERTISING — commer-
cials directed specifically at children. These
became a highly controversial aspect of tele-
vision, raising questions on the morality of
subjecting children to sophisticated advertis-

ing techniques. In the 70s consumer groups
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began protesting the differing commercial
standards for children and adults, as well as
other allegedly abusive practices, among
them promoting nutritionally inadequate
foods, using program hosts as salesmen,
tempting purchases by offering premiums,
and advertising expensive toys in a deceptive
manner. The efforts by the consumer groups
led to reforms by the industry.

Most of the deplorable practices began in
the 60s when advertisers perceived, through

demographic research, that the juvenile |

viewer could be reached separately and sold
specialized products, from Froot Loops to
Barbie Dolls. At the same time the networks
began to concentrate children’s programs on
Saturday mornings where a potential audi-
ence of 16 million youngsters was found to
exist. In 1974 the three networks realized
around $80 million in gross advertising reve-
nues from Saturday daytime alone.

Until 1973, the NAB code permitted 16
minutes of nonprogram material per hour in
children’s weekend television in contrast to a
maximum of 9.5 minutes in adult prime time.
Network commercial rates for children’s time
ranged up to $22,000 a minute, depending on
the program ratings and the time of year. Sat-
urday morning had become a tremendous
profit center.

According to a study by the Council on
Children, Media and Merchandising, approxi-
mately 50% of the ads in children’s program-
ing (from 1965 to 1975) were for food, primar-
ily sugared cereals, cookies, candies and soft
drinks; 30% were for toys and 10% for vita-
mins, often in novelty form.

In 1970, Action for Children’s Television
filed a petition with the FCC asking for the
elimination of all commercials on children’s
programs and for a requirement that all TV
stations provide at least 14 hours a week of
children’s programing geared to the needs of
the various age groups. Four years later, the
commission responded by issuing a set of
guidelines for children’s programs.

Pressure from the consumer groups
prompted drug companies to withdraw vita-
min advertising from children’s shows as po-
tentially dangerous to the young. Also in re-
sponse to the criticism, the NAB Code
Authority and the networks agreed to reduce
the amount of nonprogram material (chiefly
commercials) in children’s weekend televi-
sion from 16 minutes an hour to 12 minutes
an hour, effective Jan. 1, 1973, and proposed

further to cut back to 9 or 9% minutes an
hour, the approximate level in adult prime
time.

Revisions in the code also did away with
“tie-ins,” the mention of products in a pro-
gram context, and with the use of program
hosts or cartoon characters from the shows as
the commiercial spielers. See also ACT,
Broadcast Reform Movement.

“CHILDREN’S FILM FESTIVAL” — a CBS
weekend series since 1967 which presents
outstanding films produced for children in
other countries, many of them winners of in-
ternational competitions. One of the pur-
poses is to acquaint children with life in other
countries. The one-hour programs are hosted
by Kukla, Fran & Ollie.

CHILDREN’S PROGRAMING — material
designed expressly for the juvenile audience,
which generally is defined as ages 2 to 11.
During the early years of the medium, the
appeal of television to children was exploited
for the sale of TV sets; later, when most
households had but a single TV set, programs
were aimed at children on the theory that the
young controlled the family viewing until
bedtime; and even now, independent stations
— particularly those on UHF — schedule
blocks of children’s programs, because the
young help the stations to be discovered.
Although children helped to build circula-
tion for stations, and good will for the new
television medium, they were not initially
perceived as a major marketing group for
products. Television was considered too high-
priced for child-oriented products in the 50s
and early 60s when the single or dual sponsor-
ship of programs was the rule. Prime time
programs were particularly expensive, con-
sidering that they reached a large proportion
of adults who were not targets of the advertis-
ers. But a number of factors converged
around 1965 to make children’s programs a
major profit center of networks: first, the pro-
liferation of multiset households, which broke
up family viewing and loosened the child’s
control over the program his or her parents
would watch; second, the drift to participa-
tion advertising as opposed to full sponsor-
ships, which encouraged more advertisers to
use the medium; and third, the discovery that
a relatively “pure” audience of children
could be corraled on Saturday mornings (and
to a lesser extent on Sundays) where air time
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was cheaper, advertising quotas were wide
open and children could be reached by the
devices used years before by the comic books.

By the late 60s television programing
aimed at children was confined, with few ex-
ceptions, to Saturday mornings in the form of
animated cartoons. Moreover, the animation
studios developed a form of limited anima-
tion for the undiscriminating youngsters, in-
volving fewer movements per second, which
was cheaper than standard animation. Recog-
nizing that children enjoy the familiar, the
networks played each episode of a series six
times over two years, substantially reducing
costs. And while prime time programs, under
the Television Code, permitted 9.5 commer-
cial minutes per hour, Saturday morning chil-
dren’s shows carried as many as 16 commer-
cial minutes per hour. Citizens groups did not
become aroused, however, until the networks
began to deal excessively — in their competi-
tive zeal — with monsters, grotesque super-
heroes and gratuitous violence to win the at-
tention of youngsters. Advertisers, by then,
were making the most of the gullibility of
children by pitching sugar-coated cereals,
candy-coated vitamins and expensive toys
(some retailing for as much as $50) in
shrewdly made commercials that often
verged on outright deception.

Such patent abuses of the child market
— while Saturday morning grew into one of
television’s largest profit centers — prompt-
ed the formation of watchdog groups such as
Action for Children’s Television, whose pleas
for reforms could hardly go unheeded by
Congress or the FCC. In response to such
pressure groups, the industry reduced adver-
tising quotas in children’s shows to 9.5 min-
utes per hour, toughened its code for adver-
tising and reduced the violence content.

When public television introduced Sesame
Street in 1969 and proved that it, and others
such as Misterogers Neighborhood and The
Electric Company, could teach while they en-
tertained, the commercial networks then
strived to develop shows and inserts that pro-
moted prosocial values (Fat Albert and the
Cosby Kids), learning concepts (Pop Ups, Go,
Multiplication Rock) or even current events,
via CBS News. From syndication came such
edueational series as The Big Blue Marble and
Call It Macaroni. The efforts of ACT and
other citizens groups led the FCC to issue
guidelines for children’s programing in 1974.
This spurred local production of educational

shows for the young on weekdays, in recogni-
tion of the fact that children are a daily audi-
ence.

But the only regularly scheduled weekday
program on the networks remained Captain
Kangaroo, an early morning show for pre-
schoolers which began in 1955 on CBS and
which has been exemplary in its treatment of
the young viewer.

Among the earliest hit shows for children in
the medium were Kukla, Fran and Ollie,
Howdy Doody, Ding Dong School, Mr. L
Magination, Superman and Hopalong Cas-
sidy. Some were uplifting and some simply
entertaining, but all were relatively harmless
and contributed to television’s popularity. In
1949 around half the children’s programs on
the networks were sustaining — that is, pre-
sented without commercials.

In the second wave came Rootie Kazootie,
Time for Beany, Zoo Parade, Super Circus,
Pinky Lee, Big Top, Watch Mr. Wizard, Rin
Tin Tin, Captain Video, Lucky Pup and Juve-
nile Jury.

And then, Lassie, Disneyland, The Shari
Lewis Show and Captain Kangaroo.

Meanwhile, at local stations, the stock chil-
dren’s show featured a host designated as
Sheriff Sam or Fireman Fred whose chatter
inevitably led to the unspooling of old movie-
house cartoons. These were the “wrap-
around” hosts, who sometimes brought in a
live audience of children or worked with pup-
pets. The syrdication hits were the movie
shorts of The Three Stooges and Qur Gang
(repackaged for television as The Little Ras-
cals).

More pretentiously produced were the
prime time children’s series, such as Fury,
National Velvet, My Friend Flicka, Dennis
the Menace, Leave It to Beaver, Flipper, Dak-
tari and International Showtime, among oth-
ers. Animated situation comedies, such as The
Flintstones and The Jetsons, became popular
both with children and adults, and The Won-
derful World of Disney on NBC, which grew
out of ABC’s Disneyland, became the “per-
fect” all-family series, although it has always
been aimed primarily at children. Batman,
too, spanned the generations in its initial net-

‘work run as a campy entry, but the syn-

dicated reruns have fallen distinctly into the
children’s program blocks.

To keep their profitable Saturday morning
enterprises going the networks have sought
to appease the pressure groups by eliminat-
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ing Spiderman, Gigantor and other gro-
tesques of comic book fiction and striking a
balance between live-action shows and car-
toons.

Among the dozens of animated programs
for children scheduled by the networks on
Saturday or Sunday mornings have been the
following:

Alvin Show, The CBS 1961-62
Archie Show, The (and sequels) CBS 1968
Atom Ant & Secret Squirrel NBC 1965-68

Beatles, The ABC 1965-69
ABC/

Bugs Bunny Show (and CBS/ 1960-75

sequels) ABC
Dastardly and Mutley in Their

Flying Machines CBS 1969-71
Emergency Plus 4 NBC 1973-
Fantastic Four, The ABC 1967-70
Fat Albert and the Cosby Kids CBS 1972
George of the Jungle ABC 1967-70
Groovie Goolies CBS 1971-72
Harlem Globetrotters (and

sequel) CBS 1970-75
Herculoids CBS 1967-69
Hot Wheels ABC 1969-71
Jackson Five ABC 1971-73
Josie and the Pussycats (and

sequel) CBS 1970-74
Journey to the Center of the

Earth ABC 1967-69
King Kong ABC 1966-69
Linus the Lionhearted CBS/ 1964-69

ABC

New Adventures of Gilligan ABC 1974-
Osmonds, The ABC 1972-74
Perils of Penelope Pitstop CBS 1969-71
Pink Panther Show NBC 1969-
Ruff & Ready Show, The NBC 1957-64

Sabrina, the Teen-Age Witch CBS 1971-73
Scooby Doo, Where Are You? CBS 1969-74

Shazam! CBS 1974-
Shazzan CBS 1967-69
Smokey the Bear Show ABC 1969-71
Space Ghost CBS 1966-68
Speed Buggy CBS 1973-74
Spider Man ABC 1967-70
Super Friends ABC 1973-75
Super President NBC 1967-68
Super Six NBC 1966-69
Tom and Jerry CBS 1965-72
Tom & Jerry and the Grape
Ape Show ABC 1975-
] NBC/
Underdog CBS/ 1964-73
) NBC
Wacky Races, The CBS 1968-70
Will the Real Jerry Lewis
Please Sit Down ABC 1970-72
ABC/

Woody Woodpecker Show, The NBC 1957-72

CHILDREN’S TELEVISION POLICY
STATEMENT — an FCC report issued in
1974 which offered guidelines for children’s
programing, emphasizing the obligation of
broadcasters to serve children because of
their immaturity and special needs. The
guidelines came in response to a petition by
Action for Children’s Television (ACT), a con-
sumer group, for rules banning advertise-
ments on children’s programs and requiring
certain amounts of children’s programing at
specific times.

The guidelines state that all television sta-
tions must provide a reasonable amount of
programing for children and that a significant
part of it should be educational. The report
pointed out that the lack of weekday chil-
dren’s programs is recent. In the early 50s the
three networks broadcast 20-30 hours of chil-
dren’s programs during the week, but during
the late 50s and early 60s many popular
shows such as Howdy Doody, Mickey Mouse
Club and Kukla, Fran and Ollie disap-
peared, leaving Captain Kangaroo the only
weekday show regularly presented by a net-
work. The report said that children’s pro-
graming should not be shown only on week-
ends and that hosts should not serve as
salesmen.

Although critics of the FCC were disap-
pointed that rules were denied, the commis-
sion defended its decision saying that issuing
rules would not be consistent with its court-
sanctioned role of imposing only general affir-
mative duties on broadcasters in return for
their right to use the public airwaves.

In offering the policy statement, the com-
mission also accepted the code worked out by
the National Assn. of Broadcasters which re-
duced advertising minutes on children’s
weekend programing from 12 to 9.5 minutes
per hour beginning Jan. 1, 1976. See also Tel-
evision Code, Action for Children’s Televi-
sion.

CHILDREN’S TELEVISION WORKSHOP
(CTW) — a nonprofit organization created in
1967 for the purpose of producing the experi-
mental program, Sesame Street, which when
it debuted in 1969 revolutionized ideas about
children’s programing. The “workshop,”
headed by Joan Ganz Cooney, attracted $8
million in original funding from the Federal
Government through HEW and from private
foundations, mainly Carnegie and Ford, and
the Corporation for Public Broadcasting.
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CTW went on to produce The Electric
Company for public television and foreign-
language adaptations of both shows. To free
itself of financial dependency, CTW went
into production of related materials in other
media, such as books, magazines, teaching
guides, posters, puzzles and games based on
the content of Sesame apd Electric. This gen-
erated some funds but still left CTW highly
dependent on grants. In 1974 the workshop
began a third series, Feelin’ Good, to convey
health information to adults, and produced
an NBC special with the Muppets, its first for
the commercial medium. In 1977, CTW pro-
duced for PBS an adult history series, The
Best of Families.

The CTW idea began in 1966 with Mrs.
Cooney, a TV producer and foundation con-
sultant, who recognized television’s un-
tapped ability to teach. With Lloyd Morrisett,
a foundation executive, she developed the
proposal which led to CTW and Sesame
Street.

CHILE, TELEVISION IN — with owner-
ship shared (half and half) by the government
and the university, the system broadcasts to
about 600,000 sets. It does not carry color but
utilizes the South Atlantic satellite and a 525-
line screen.

CHOATE, ROBERT B., JR. — consumer ad-
vocate and nutrition expert who founded and
is chairman of the Council on Children,
Media and Merchandising, a Washington-
based watchdog group that has affected
regulatory standards for advertising in chil-
dren’s shows. Born into a wealthy family and
with a background in engineering, he took up
the cause of advertising addressed to children
and made it his vocation. He received nation-
wide attention in 1970 when, in testifying be-
fore a Senate committee, he asserted that
most children’s breakfast cereals were not nu-
tritious and contained what he called “empty
calories.” Choate, who has allied himself with
ACT and other broadcast reform groups on
children’s advertising issues, has fought ex-
travagant nutritional claims in TV food ad-
vertising and has sought to restrict drug ad-
vertising on TV.

CHOMSKY, MARVIN — director who di-
vides his time between motion pictures and
TV movies, the latter including Attack on
Terror: The FBI vs. the Ku Klux Klan and The

" CHRISTIAN

EBI vs. Alvin Karpis, Public Enemy Number
One.

BROADCASTING NET-
WORK — broadcast group of commercial
UHF and FM stations, more than 50% of
whose programs deal with fundamentalist re-
ligion. Founded by Pat Robertson when he
purchased WYAH-TV in Portsmouth, Va., in
1960, the group grew to include WHAE-TV
Atlanta, WXNE-TV Boston and KXTX-TV
Dallas, along with a number of FM stations. It
also has syndicated several of its programs do-
mestically and abroad, principally The 700
Club, a Christian-oriented talk and variety
show hosted by Robertson. The “network”
aims to become a vehicle for international
evangelism, toward which it has begun con-
struction of an International Communica-
tions Center in Virginia Beach, Va.

CHRISTIANSEN, ROBERT W. AND
ROSENBERG, RICK — producing team for
Tomorrow Entertainment, until the com-
pany folded in 1974. They were executive
producers of The Autobiography of Miss Jane
Pittman, Queen Of the Stardust Ballroom,
The Man Who Could Talk to Kids and Born
Innocent, among other filmed dramas.

“CHRISTMAS IN KOREA” — CBS News
documentary (Dec. 29, 1953) in the See It
Now series, unusual for the fact that it did not
present events or probe issues but simply re-
corded the faces, voices and sights of Korea to
reveal the impact of the war upon that coun-
try and its people. Edward R. Murrow, Ed
Scott and Joe Wershba were the reporters,
and Murrow produced with Fred W.
Friendly.

CHROMA — color, color intensity.

CHROMA-KEY — a special effect which
permits the electronic superimposition of an
object or person in front of a background by
using a saturated color (usually blue) to form
a “hole” in the picture, so that a second video
source (camera, VTR or film) is keyed into the
“hole.”

“CHRONOSCOPE” — CBS News interview
series (1951-54) in 15-minute format, spon-
sored by Longines-Wittnauer Watch Co.
Guests for some of the notable programs in-
cluded Sen. Joseph McCarthy, Sen. Everett
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Dirksen, Socialist Party Leader Norman
Thomas and black leader Rep. Adam Clayton
Powell.

“CIMARRON CITY” — western series on
NBC (1958) which featured George Mont-
gomery as the mayor of a growing town.
Other regulars were Audrey Totter and John
Smith. It was produced by Mont Productions
in association with NBC.

“CIMARRON STRIP” — series about a west-
ern marshal produced by CBS (1967) and star-
ring Stuart Whitman. Featured were Randy
Boone, Percy Herbert and Jill Townsend.

CINADER, ROBERT A. — an executive pro-
ducer for Jack Webb’s Mark VII Ltd. produc-
tion company, whose credits in that capacity
include Emergency, Chase and Sierra.

“CINDERELLA” — a Rodgers & Hammer-
stein musical created expressly for television
in 1957. The 90-minute show starred Julie
Andrews as Cinderella and featured Jon Cy-
pher, Howard Lindsay, Dorothy Stickney,
Ilka Chase, Kaye Ballard and Alice Ghostley.
It was directed by Ralph Nelson.

CIRCULAR POLARIZATION (CP)—a
transmission technique designed to improve
reception, particularly in areas subjected to
“ghosting.” Broadcast antennas in the U.S.
normally emit signals on a horizontal plane,
but circular polarization transmits both verti-
cally and horizontally. CP tests have been
conducted by WLS-TV Chicago and KLOC-
TV Modesto, Calif.

If CP is authorized by the FCC, stations
electing to transmit in this mode will require
new antennas and, in most cases, larger trans-
mitters. Viewers will require newly designed
antennas to realize the full benefits of CP, but
reception is immediately improved for many
viewers using indoor antennas. CP has been
in widespread use by FM stations since 1964.

“CISCO KID, THE” — popular syndicated
western (1951-56) based on a character
created by O. Henry. Duncan . Renaldo
played the title role and Leo Carillo his side-
kick. The series was one of the leaders in the
Ziv TV stable, and the reruns continue to play
in syndication, the films having been recondi-
tioned and reprocessed in 1965.

CITIZENS AGREEMENTS — formal agree-
ments between stations and local citizens
groups, entered into mostly at renewal time,
in which the stations promise to be respon-
sive to the needs of the concerned groups to
head off a petition to deny. Frequéntly this
takes the form of an agreement not to play
certain programs, such as movies offensive to
a minority group or syndicated programs
deemed by the complainants too violent or
otherwise unsuitable for children. About such
agreements, the FCC has been emphatic that
the licensee not assign away to outside parties
his responsibilities to make broadcast judg-
ments. See also Broadcast Reform Move-
ment, KTTV Agreement.

CITIZENS COMMUNICATIONS CENTER
— public-interest law firm in Washington,
D.C,, founded in 1969 to provide legal assist-
ance to individuals and groups with valid
complaints against local broadcasters and
cable operators. The firm has helped negoti-
ate dozens of citizen-broadcaster agreements
and has aided groups in filing comments in
rule-making proceedings. It has also been ac-
tive in fairness complaints, petitions to deny
and minority-access situations.

ivilisation: Lord eneth Clark

“CIVILISATION” — 13-part BBC cultural
series (1970) which created a sensation on
PBS for its scope, informational content and
viewing appeal. With it, Lord Kenneth Clark,
who created, wrote and hosted the series,
broke ground for a raft of other series examin-
ing aspects of life from a historical perspec-
tive, notably Jacob Bronowski’s The Ascent of
Man and Alistair Cooke’s America.
Civilisation, which had several repeats on
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PBS, traced the development of Western

man from the 7th to the 19th centuries -

through paintings, sculpture, architecture
and music. Apart from his scholarly achieve-
ment, Lord Clark was appreciated for his
effective TV projection, which was neither
priggish nor condescending. Testifying to the
success of the series was the fact that a Harper
& Row book based on the scripts was on the
best-seller list for eight months and sdld 230,-
000 copies at $15 each.

CLAMPETT, BOB — creator of classic car-
toon characters, his roster including Bugs
Bunny, Tweety and Porky Pig for Warner
Bros. and Beany & Cecil for his own com-
pany. He not only produces, directs and
writes the episodes but also performs some of
the voices and composes the music.

CLAPSTICK BOARD —a rectangular
blackboard with a piece of wood hinged on
top used before each film take both for syn-
chronization purposes and for the later iden-
tification during editing. Also called the slate,
it is held up to the camera, near the micro-
phone, as shooting is about to begin. Written
upon it in chalk is the title of the show, the
names of the production company, director
and cameraman, the film roll number, the
scene number, the “take” number of the
scene and the sound roll-and-take number.
The person holding the slate reads the perti-
nent information on the board aloud and then
claps the hinged stick down. The synchroni-
zation point for sound and film is indicated by
the frame of film in which the clap is seen and
the sound heard.

Dick Clark

CLARK, DICK— TV show host and head of
Dick Clark Productions, a company specializ-

ing in youth-oriented programs and rock art-
ist tours. Best known for his teenage pop
music series American Bandstand, which has
run continuously on ABC since 1957, Clark
branched out in the 70s to hosting daytime
game shows such as The $10,000 Pyramid on
ABC. He began his career as a radio disc
jockey and in the 50s hosted a local TV record
hop show for WFIL-TV Philadelphia, enjoy-
ing uncommon success with a common local
program form. In 1957, the show, American
Bandstand, began to be carried by ABC, and
Clark became a national TV personality.

CLARK, MICHELE (d. 1972) — young CBS
News correspondent whose highly promising
career ended with her death in a plane crash.
In a time when the networks were under
pressure to provide opportunities for minori-
ties and females, Miss Clark, who was black,
attractive and an able TV journalist, moved to
the CBS News forefront almost immediately
after her graduation from Columbia’s Gradu-
ate School of Journalism in 1970. Columbia’s
broadcast fellowship program for minorities,
funded by CBS, NBC and the Ford Founda-
tion, was renamed the Michele Clark Fellow-
ship Program in her honor.

CLAVER, BOB — series producer. Credits
as executive producer include The Interns,
The Partridge Family and The Girl with
Something Extra.

CLAXTON, WILLIAM F.— producer-
director, his credits including High Chapar-
ral, Bonanza, The Cowboys, The Rookies and
The Little House on the Prairie.

CLAY COMMUNICATIONS INC. — broad-
cast group founded in 1968 by The Charles-
ton Mail Assn. and based in Charleston, W.
Va. The TV properties are WWAY Wilming-
ton, N.C., an ABC affiliate; KFDX Wichita
Falls, Tex., NBC; and KJAC Beaumont-Port
Arthur, Tex., NBC. Clay Communications has
since become the name for the parent com-
pany, whose newspaper interests include the
Charleston Daily Mail, half-interest in the
Charleston Gazette-Mail Sunday publica-
tions, the Beckley (W.Va.) Post-Herald and
the Raleigh Register.

CLEARANCE — the acceptance of a net-
work show by a station. Since stations have
the right to reject a program or series from
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the network, they govern the program’s po-
tential distribution. A series that receives
inadequate clearance, such as Calucci’s De-
partment on CBS in 1973, is usually doomed
before it goes on the air for lack of access to
the full national audience. In some instances,
however, new programs with low clearances
were so popular in the cities where they were

carried that the other stations hastily cleared |

the time for them. Network o&os rarely deny
clearance to a network show.

CLIFFHANGER — a series whose episodes
continue a story from week to week, each one
ending on a suspenseful note to invite tune-in
for the next.

CLIO AWARDS (AMERICAN TV COM-
MERCIALS FESTIVAL AWARDS)— an-
nual competition by the advertising and com-
mercials-production industries for the best
American-made radio and TV advertise-
ments. Awards in television are presented for
34 categories of product campaigns and for
15 craft categories (cinematography, editing,
writing, etc.). Radio has 15 product awards
and seven craft categories.

CLIPPING — illegal station practice of cut-
ting a network commercial or promotional
announcement short to insert a local adver-
tisement or of deleting a network commercial
for a local one.

CLOCK TIME — trade term for network
broadcasts that occur across the country at
the same hour on the clock, regardless of the
different time zones. Appropriate for certain
regular programs such as Today and occa-
sionally for specials, clock time is achieved by
a series of delayed feeds on video tape.

CLOSED-CIRCUIT (CCTV) — a television
installation in which the signal is not broad-
cast but transmitted to a limited number of
receivers or monitors by cable or microwave.
Closed-circuit systems are widely used in in-
dustry, commerce and education. North
American Philips Corp., a leading source of
closed-circuit television equipment, esti-
mates the CCTV market at $175 million for
1975, rising to a $300-million annual rate by
1980.

“CLOSE-UP” — distinguished series of doc-
umentary specials produced for ABC by Rob-

ert Drew Associates and sponsored by Bell &
Howell. It premiered in 1960 and extended
through four seasons. Among the notable en-
tries were Walk in My Shoes and Yanqui, No.
All featured cinema verite techniques.

CLUTTER — the congestion of nonprogram
matter between shows, including commer-
cials, program credits, previews of next
week’s episode, promotion for other pro-
grams, public service announcements, station
identification, network identification, bill-
boards and program titles. All constitute mes-
sages and are recognized by the television
industry as a source of viewer irritation and
by the advertising industry as vitiating the
impact of the commercial. Yet, while the clut-
ter menace has been discussed for years, little
apparently can be done about it. Station and
network identification are necessary, and the
craft unions require that credits be given.
Moreover, it has been established that on-the-
air promotion helps to build audience for
other television shows, and public service
spots have to be accommodated.

COAXIJIAL CABLE (COAX)— a transmis-
sion line consisting of a tube of conducting
material surrounding a central conductor
held in place by insulation, widely used to
carry television signals. The first inter-city tel-
evision networking was via coaxial cable of
the American Telephone & Telegraph Co.,
but these interconnections now have been
largely replaced by microwave relays, and in
some cases by satellite, both of which have
higher signal-carrying capacity and are more
economical.

Coaxial cable is still widely used in cable-
TV systems, master antenna (MATV) distribu-
tion systems in apartment houses and is in-
creasingly employed in home color television
installations because it is less susceptible to
interference than other types of antenna-to-
set connections.

COBB, GROVER C. (d. 1975) — a leading
industry figure who served as executive v.p.
of NAB from 1973 until his death. He was also
v.p. of broadcasting for the Gannett Co. since
1969 and before that part owner and general
manager of KVGB Radio in Great Bend, Kan.

COCA, IMOGENE — comedienne whose
career held great promise, but actually
reached its height when she was teamed with
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Sid Caesar on NBC’s memorable Your Show
of Shows in the early 50s. Neither she nor
Caesar enjoyed much success in TV after
their split in 1954. They reunited for a series
in 1958 but it failed, as did Miss Coca’s situa-
tion comedy Grindl (1963), in which she
played a housemaid. See also Caesar, Sid.

COE, FRED — noted producer of TV plays
when drama was in flower in the medium
and, in the early years, manager of new pro-
gram development for NBC. He was execu-
tive producer of Mr. Peepers (1952-53), pro-
ducer-director of Television Playhouse
(1948-53) and producer of Producers Show-
case (1954-55) and Playwrights °56, among
others.

COINCIDENTAL — special telephone sur-
vey rating that stations or advertisers may
order from the rating services for special oc-

casions. Since the results are usually available |

the following morning, they are also known as
overnight coincidentals. They do not stand as
a definitive rating, however, but rather as an
indicator of audience interest.

COLE, NAT KING (d. 1965) — a top record-
ing artist who became the first black to have
his own network variety series (1957), but it
was to be the shame of network television. In
a period before the civil rights movement,
and in a time when TV shows needed spon-
sorship to survive, no national advertiser
would buy the Cole series for fear of a boycott
in the South. Many performers rallied to its
support and offered to appear free, but it was
to no avail. The show was canceled early in
1958.

COLIN, RALPH — outside counsel to CBS
for more than 40 years, a member of its board
of directors and personal lawyer to chairman
William S. Paley. After a dispute with Paley in
1969, reportedly on matters concerning the
Museum of Modern Art, of which both men
were trustees, Colin was abruptly dismissed
as attorney, and he resigned from the CBS
board in anticipation of Paley’s next action.
Colin had been with CBS even before Paley,
having worked for Jerome H. Louchheim,
whose interests in the young network Paley
had purchased.

COLLERAN, WILLIAM A.— prcducer-
director who was executive producer of The

Judy Garland Show for CBS in the 60s and
earlier director of The Lucky Strike Hit Pa-
rade. He also produced or directed shows
with Dean Martin, Frank Sinatra, Bing
Crosby and Debbie Reynolds.

Charles Collingwood

COLLINGWOOD, CHARLES — corre-
spondent for CBS News since 1941 who
worked under Edward R. Murrow during
World War II. Later he became the network’s
first United Nations correspondent and in
1964 chief European correspondent based in
London. His annual Vietnam Perspective
telecasts (1965-69) won several journalism
awards in the field of foreign affairs. In 1968
he became the first U.S. network newsman
admitted into North Vietnam, which resulted
in two specials: Charles Collingwood’s Report
From Hanoi and Hanoi: A Report by Charles
Collingwood. He also anchored special tele-
casts on the Middle East conflict and in 1970
and 1971 was moderator of the CBS year-end
reviews featuring its correspondents.
During the 50s, while based in the U.S., he
covered the political conventions, served as
White House correspondent, and took a two-
year leave of absence to become special assist-
ant to Averell Harriman, then Director for
Mutual Security in Washington. He returned
to CBS News in 1957 as London bureau chief
but was called back in 1959 to succeed Mur-
row as host of the Person To Person series. He
was also host of such public affairs series as
Conquest, Adventure and WCBS-TV Views
the Press and moderated the first CBS Town
Meeting of the Air to be transmitted by satel-
lite, which involved a discussion among gov-
ernment officials in New York, Washington,
London and Paris. He was also the host for A
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Tour of the White House With Mrs. John F.
Kennedy (Feb. 14, 1962).

COLLINS, HAL — comedy writer of the
50s, who wrote for Milton Berle’s Texaco Star
Theatre (1948-52) and the Red Buttons shows
(1952-55). Later he was associate producer of
the Berle specials and attempted a comeback
on ABC with Jackpot Bowling (1960-61).

COLLINS, LeROY (GOV.) — former Florida
governor who became president of the Na-
tional Assn. of Broadcasters in 1961, serving
almost four years. He became unpopular
within the industry when he mistook what
was essentially a lobbying job for an inspira-
tional one and continually exhorted the in-
dustry to aspire to higher goals than the pur-
suit of profit. His calls for more public service
in the public interest did not sit well with
broadcasters who felt the industry needed a
defender and not another critic. Nor did he
endear himself to the NAB membership
when he advocated the adoption of industry
restrictions on cigarette advertising aimed at
youth. Collins resigned from the NAB in
1964, after board had voted 22-19 to retain

him, to head a new civil rights division in the

Justice Department.

COLLYER, BUD — indomitable game-show
host whose chief credits, among many, in-
clude Beat the Clock, which premiered in
1950, and To Tell the Truth, the big CBS hit
which began in 1956.

COLOMBIA, TELEVISION IN — a hybrid
of nationalization and private enterprise in
which a government organization, Intravi-
sion, controls the system, giving out three-
year contracts to various independent pro-
ducers. Under Intravision, and on two
nationally owned channels, Colombian TV
employs a 525-line black and white system
which broadcasts via ground satellite to ap-
proximately 1.3 million sets.

Three production companies — RTI,
Punch and Caracol — control 75% of all pro-
graming and pool their efforts at the Gravi
Studios in Bogota. The three pay costs of pro-
duction to Intravision. Each company owns
its programing, the bulk being soap operas,
musical shows, features and teleseries.

“COLONEL FLACK” — early comedy-
dramatic series on CBS (1953) about a like-

able con-man and his aide, played by Alan
Mowbray and Frank Jenks. Produced by Jody
Pam Productions with Stark-Layton.

COLOR TELEVISION — a technology that
was in progress but not yet perfetted when
the television boom occurred in the late 40s,
and which led to a bitter fight between RCA
and CBS for the color system that would pre-
vail. The arrival of colorcasting in the U.S. is
marked as Dec. 17, 1953, when a modified
versiori of RCA’s “compatible,” all-electronic
(dot sequential) system was approved by the

CC —in a reversal of its decision three
years earlier to authorize the CBS “spinning
disk” (field sequential) system.

CBS had been the first to perfect color
transmission, but although its system offered
a superior picture the programs broadcast in
color could not be received on existing un-
modified black & white receivers. There
were, at the time, almost 20 million black &
white TV sets in homes and millions more in
manufacture. RCA challenged the FCC’s ap-
proval of the CBS system, arguing that its en-
gineers were rapidly developing a color sys-
tem that would be compatible with the black
& white sets; and although the courts denied
the RCA appeals to set aside the FCC deci-
sion in CBS’s favor, the time was gained for
RCA and others working within the industry-
wide National Television System Committee
(NTSC) to develop a compatible system
which ultimately was approved by the FCC
in place of the CBS system. DuMont and
Chromatic TV Inc. (CTI) also vied for the
commission’s approval with their systems.

RCA'’s successful petition for the American
color system stated that the corporation had
spent $21 million in research and promised
that it would expedite equipment production
in its manufacturing division and would
promptly begin colorcasting over its network,

During 1954 orly 1% of U.S. homes had
color sets, but both NBC and CBS began tele-
vising some of their programs in color. The
fact that colorcasting raised costs that could
not be passed .on to the advertiser, since he
derived no significant benefits from it, de-
terred CBS. But NBC steadily increased its
color output to help its parent company sell
color TV sets. In 1956 NBC’s Chicago station
WNBQ (now WMAQ-TV) became the first in
the world to originate locally all-color signals,
as a prototype for the company. Approxi-
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mately 2% of the homes in Chicago could
receive color at the time. Gen. David Sarnoff,
chairman of RCA, predicted then that “by
1963, all of America would be blanketed by
color, and each and every home will be re-
ceiving its entertainment in full color.”

The prophesy was not realized on schedule.
The high cost of conversion to color produc-
tion and transmission, coupled with a slow-
ness in the manufacture of color TV sets,
found NBC alone offering a regular schedule
of color programs through 1964. But by 1965
the penetration of color sets in the U.S. was
sufficient to be a significant factor in program
ratings, and in the spring of that year CBS
made a sudden announcement that it would
present virtually all its fall schedule in color,
which meant that it would have to reshoot
several of its pilots that had been made in
black & white. Prompting the CBS action, in
part, was the fact that it had just replaced
James T. Aubrey with John A. Schneider as
president of CBS-TV, and the dramatic move
to color underscored the start of a new era.
Not to be left behind, ABC immediately
tooled up and became a full-color network
the following year.

By 1977, more than 75% of TV-equipped
homes were able to receive color on one or
more sets.

“COLT '45” — western series on ABC (1957~
59) produced by Warner Bros. and featuring
Wayde Preston and Donald May.

COLUMBIA PICTURES TV (CPT)— See
Screen Gems.

.C.oilbo: Peter Fa

“COLUMBO” — popular detective series
airing approximately once a month in a rota-

tion with three other detective series in the
NBC showcase Sunday Mystery Movie. A ve-
hicle for Peter Falk, who portrayed a sham-
bling and seemingly ineffectual super sleuth,
it premiered in the fall of 1971 and was by far
the most successful of the rotating elements.
Columbo was created by Richard Levinson
and William Link, who modeled the charac-
ter after Petrovitch, the detective in Dostoev-
ski’s Crime and Punishment. Before it be-
came a series the concept was introduced in
two “World Premiere” movies, Prescription:
Murder (1968) and Ransom for a Dead Man
(1971). Depending on the network’s schedul-
ing needs, the series episodes ran either 90
minutes or two hours. Roland Kibbee and
Dean Hargrove were executive producers for
Universal TV. The series ended in 1977.

“COMBAT!” — hour-long adventure series
on the exploits of an Army unit during World
War II that featured Rick Jason, Vic Morrow
and guest stars. [t premiered on ABC in Octo-
ber 1962 and ran until the spring of 1967 via
Selmur Productions.

COMBINED COMMUNICATIONS CORP.
— broadcast group based in Phoenix,
founded in 1968 by John J. Louis Jr., chair-
man, and Karl Eller, president, who remain
owners along with Michael W. Louis, Herbert
J. Louis and American Financial Corp. The
TV stations are KTAR Phoenix, an NBC affili-
ate; KBTV Denver, ABC; KOCO Oklahoma
City, ABC; KARK Little Rock, NBC; WLKY
Louisville, Ky., ABC; WPTA Ft. Wayne, Ind.,,
ABC; and WXIA Atlanta, Ga., ABC. In March
1977 C.C.C. traded KOCO-TV for the Wash-
ington Star station, WMAL-TV, in a deal that
also involved the payment of cash to the
Star.

COMMERCIAL TV IN EUROPE — Nearly
all television systems in Europe are sup-
ported wholly or primarily by taxation in the
form of annual set license fees. At the same
time, most systems augment their income by
the sale of commercial spots. This is true even
of the east European socialist bloc, with the
notable exception of the Soviet Union.
Among other exceptions to commercial
taint, in its direct form of paid advertising, are
the British Broadcasting Corp. and the two-
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channel, state-controlled service in Sweden.

On systems where spots are sold, a common
practice is to run them in nightly commercial
“ghettoes” of 15- or 20-minute duration. The
spot format nearest to the American model is
the pattern. adopted by the British indepen-
dent stations, the one service in Europe that
does not benefit from a tax subsidy. The U.K.
independents are permitted up to six com-
mercial minutes an hour, usually bunched at
convenient breaks in two-minute groupings.

But even in the case of “pure” public
broadcasting, such as the BBC, a good deal of
indirect commercialism creeps in, chiefly in
the form of company-sponsored (cigarettes,
beers, etc.) sports events. The promotional
auspices are dutifully acknowledged on the
air, and visual plugs usually are inescapable as
well. Also a good deal of billboard advertising
is picked up by the cameras covering football
(i.e., soccer) games, the biggest mass audience
sport in Europe.

COMMON CARRIER — designating a me-
dium that delivers messages prepared by oth-
ers for a fee and that is required by law to sell
or give access to all who desire it, at posted
rates, on a nondiscriminatory basis. Notable
examples are telephone, telegraph and cer-
tain communications satellites.

The Communications Act of 1934 estab-
lished that broadcasting would not be a com-
mon carrier, but there are many pursuing
such a designation for cable-TV believing that
it would be in the public interest. To a certain
degree, cable-TV already performs as a com-
mon carrier — as on its leased-access chan-
nels. But most cable operators are opposed to
being given full common carrier status (pro-
hibiting them from operating company chan-
nels for program origination) because that
would give the FCC the right to regulate
profits. They reason that, under those circum-
stances, investment capital for the expansion
of cable would probably dry up.

COMMON COVERAGE — simultaneous
coverage by all three networks of the same
event, e.g., political conventions, inaugura-
tions, state funerals, presidential press confer-
ences and addresses, etc. The network receiv-
ing the highest ratings in common coverage
generally boasts of being the network most
trusted by the audience for reportorial accu-
racy and interpretation. See also Great De-
bates, The; and News.

COMMUNICATIONS ACT OF 1934 —
the embodiment of national policy for com-
munications in the U.S,; its basic concept is
one of private ownership of broadcasting, tel-
ephone and telegraph systems, with an ad-
ministrative agency overseeing these private
interests and regulating them in the public
interest.

The goal of the Act was to make available
to all people a rapid, efficient national and
worldwide wire and radio communications
service with adequate facilities at reasonable
charge. To accomplish this goal Congress
created the FCC.

While the agency’s predecessor, the Fed-
eral Radio Commission, had done much to
alleviate the chaotic conditions that had ex-
isted in radio, the FRC had no authority to
regulate telephone and telegraph companies.
The growing awareness that these industries

‘were highly interrelated and that the country

was in need of a coherent national policy for
communications led to the establishment of
the Federal Communications Act in 1934.

The FCC’s authority under the Act is
clearly limited to interstate communications;
those activities that remain local in nature are
the responsibility of the states. While states
have the right to regulate the rates and ser-
vices for such communications as local tele-
phone calls, the courts have given an expan-
sive interpretation to this provision. For
instance, they have determined that radio
and television signals — while they remain
strictly within one state’s territory — may be
regulated by the FCC because those signals
may affect or cause interference with other
radio and TV signals. By this reasoning, the
FCC s also enabled to regulate significant as-
pects of the cable-TV industry.

The Act structured the telephone, tele-
graph and broadcast industries in entirely
different ways. Recognizing that telephone
and telegraph were national monopolies, the
Act designated them common -carriers —
that is, carriers for hire which must furnish
service on request, at reasonable prices as
defined by the commission. Broadcasting,
however, was conceived as a private owner-
ship system based on a concept of competi-
tion and operation in the public interest.

The theory behind the Act is that since
broadcasters are allowed to use the public air-
waves they must agree to operate as public
trustees, serving the public interest, conve-
nience and necessity. The law set up a con-
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cept of short-term licenses with no vesting of
any rights in the private owner of the fre-
quencies allocated. In fact, the Act specifi-
cally notes that the granting of any license is
not to be construed as creating any right be-
yond the terms, conditions and periods of the
licenses.

With respect to broadcasting, the FCC’s au-
thority is to classify stations, prescribe the na-
ture of the service to be rendered, determine
what power and type of facilities shall be used
and establish times of operation and the areas
to be served.

The most important function of the com-
mission is that of allocating portions of the
electromagnetic spectrum to various classes
of broadcasting service and of assigning fre-
quencies for station operations. In doing so,
the FCC is directed by the Act to make a fair,
efficient and equitable distribution of broad-
cast service among the various states and
communities.

The commission thus is empowered with
broad licensing authority. In considering
whether an applicant will operate a broadcast
facility in the public interest, the commission
may take into account the character of the
applicant and his financial and technical qua-
lifications. The commission has the power to
deny an application but is required to give
the applicant a public hearing before the de-
cision can be final.

If the commission determines that a licen-
see fails to operate substantially as required
by his license or fails to observe or violates
any provisions of the Act or regulations, the
FCC may issue Cease and Desist orders and,
in cases of willful or repeated failures, may
revoke a license. While this provision of the
Act is quite explicit, the FCC has been relue-
tant to revoke licenses and has done so only
in rare and exceptional circumstances.

A chief reason for that is an ambiguity of
the Act which makes it difficult for the FCC
to take program service into account in deter-
mining whether a station is serving the public
interest. While the Act requires the commis-
sion to hold the licensee accountable, it also
specifically forbids the commission from cen-
soring broadcast programs or -from interfer-
ing with the right of free speech.

Since networks are not licensed, the FCC
does not have any direct authority over them.
But the Act does empower the commission to
make special regulations applicable to broad-
cast stations engaged in network operations.

The authority granted to the FCC under this
provision gives it a form of indirect control
over the networks.

In 1977 the House Communications Sub-
committee proposed a “basement to attic”
revision of the Act to make it more relevant
to the emerging technologies.

See also Federal Communications Commis-
sion, WHDH Case, WLBT Case.

COMMUNICATIONS SATELLITE — see
Satellite, Communications.

COMMUNICATIONS TECHNOLOGY
SATELLITE (CTS) — most powerful com-
munications satellite ever orbited, launched
in January 1976. In stationary orbit west of
South America it provides experimental edu-
cational, medical and data communications,
community interaction and broadcasting ser-
vices to remote areas. Designed for use with
small earth-station antennas, it is operated
jointly by the United States and Canada.

COMMUNITY SERVICE GRANT — mode
by which the Corporation for Public Broad-
casting passes federal funds directly to PTV
stations. Under the “partnership agreement”
between CPB and PBS in 1973, a sizable per-
centage of all monies received by CPB from
the Federal Government must be distributed
to the stations in the system for their unre-
stricted use (except for construction or the
purchase of equipment). Qualified public TV
and radio stations apply for the grant, and the
amount of the awards is determined by a
complex formula, the key to which is the size
of the station and its market. Generally, the
grants are used for local production or the
purchase of national programing in the PBS
markets known as SPC and SAM.

COMO, PERRY — long-popular TV per-
former, whose easy manner and casual sing-
ing style were ideally suited to the intimate
medium. Switching back and forth between
NBC and CBS, he was one of the few early
stars to remain active and popular in TV
through the medium’s first quarter century.
He made his TV debut Dec. 24, 1948 in The
Chesterfield Supper Club, a 15-minute,
thrice-weekly entry on NBC that was a con-
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Perry Como

tinuation of his four-year-old radio series. In
October 1950 he moved to CBS in a weekly
variety series, The Perry Como Show, which
ran five seasons. For the next eight years he
was back on NBC, first in a Saturday night
variety show whose ratings overwhelmed
those of Jackie Gleason, his competitor on
CBS, and then (starting in 1959) in a Tuesday
night series, The Kraft Music Hall.

Como gave up the grind of a weekly series
in 1963 to do three to six specials a year, and
again he switched between CBS and NBC.
The supporting company for most of his vari-
ety shows consisted of Frank Gallop as an-
nouncer, Goodman Ace as supervisor of
scripts and the Mitch Ayres orchestra.

COMPANY CHANNEL — channel or chan-
nels on a cable-TV system reserved for the
programs originated by the cable operator or
franchise holder, to be activated at his discre-
tion.

COMPARATIVE HEARINGS — hearings
before the FCC in instances when two or
more parties apply for the same license, their
purpose being to determine which of the ap-
plicants is most qualified for the award. An
FCC administrative law judge presides over
the hearings and issues an initial decision
which may or may not be accepted by the
commission in its review of the proceedings.

Over the years the commission has devel-
oped a number of comparative criteria to use
as a standard in evaluating the applicants and
in 1965 issued its definitive criteria for com-
parison. The commission said it primarily
considers programing proposals and the ap-
plicant’s ability to effectuate the proposals.

Other points of comparison are ownership

(whether local or remote), ascertainment
efforts, staffing and equipment plans, integra-
tion of ownership and management and man-
agement’s past broadcast record and broad-
cast experience if it should be outstanding or
very poor. A critical factor in awarding li-
censes is diversity of ownership. See also Li-
cense Renewal, Multiple Ownership Rules.

COMPLAINTS AND COMPLIANCES —
a division of the FCC established around 1960
as the commission’s own investigative arm
and as a watchdog over the stations. It was
created when the House Legislative Over-
sight Committee, in its 3.5-year investigation
of regulatory agencies during the late 50s, un-
covered abuses and shady practices in broad-
casting that had eluded notice by the FCC.

COMPOSITE WEEK LOG — a representa-
tive sample of a station’s programing efforts
submitted to the FCC as part of a station’s
annual program report. The composite week
is devised each year by the FCC, which se-
lects three days at random from the first part
of the year, three from the last part and one
from the summer months for a representative
seven-day period. Days are not selected from
weeks with holidays. For the programing re-
port, known as Form 303A, broadcasters are
required to present their programing logs for
the specified days. See also Ascertainment of

. Community Needs.

COMSAT — Communications Satellite Cor-
poration, a privately owned United States
communications common carrier company
operating under a congressional mandate, for
the purpose of establishing and operating
commercial communications satellite ser-
vices. Comsat is the U.S. representative in In-
telsat, which owns the worldwide interna-
tional communications satellite system. It has
a 50% interest in all seven of the U.S. earth
stations operating in the global system and
operates six of them. Comsat carries on a re-
search and development program for itself
and Intelsat, and, through a wholly owned
subsidiary, Comsat General Corporation, en-
gages in programs to establish domestic satel-
lite services. and assists foreign countries in
telecommunications development programs.
It also owns and operates Marisat Communi-
cations Systems for ships at sea. Comsat has
approximately 100,000 stockholders and had
operating revenues of $153.6 million and net
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income of $38.3 million in 1976. Joseph V.
Charvyk is president and Joseph H. McConnell
chairman of Comsat. See also Satellites.

COMSTAR — AT&T’s domestic satellite
launched in May 1976 that marked the begin-
ning of the Bell System’s satellite era. The
1,800-pound craft, built by Hughes Aircraft at
a cost of around $20 million, was one of four
Comstars, each with 24 transponders.

CONE, FAIRFAX M. (d. 1977) — a leading
figure in advertising until he retired in 1970
from Foote, Cone and Belding, the agency he
had formed in 1943 with two colleagues,
Emerson Foote and Don Belding. It became
one of the largest agencies in the U.S. An ex-
ponent of the straight-selling approach in ad-
vertising, Cone was both a major broadcast
customer and a broadcast-advertising theorist
who was an early advocate of a magazine-
advertising concept for broadcasting, as op-
posed to straight sponsorship. He was chair-
man of the FC&B executive committee until
his total retirement in 1975.

CONNELL, DAVID D. — vice-president of
production for the Children’s Television
Workshop who joined in 1968 as producer of
Sesame Street. He was involved in the plan-
ning of that show and of The Electric Com-
pany. Connell had previously been executive
producer of Captain Kangaroo on CBS-TV.

CONRAD, WILLIAM — actor who became
a producer-director and then returned to act-
ing fulltime, as star of Cannon in the early
70s. Conrad had been the star of the radio
version of Gunsmoke but lacked physical at-
tributes for the role when the series moved to
TV. He found work in television as a director
and became producer of the Klondike series
in 1960, before giving up the medium for mo-
tion picture production. His portly build and
unheroic appearance were right for Cannon,
which enabled him to resume his acting ca-
reer 20 years after the visual medium had
brought it to a halt.

“CONTINENTAL CLASSROOM” — early
morning strip on NBC (6:30 A.M.) that began
as an experiment in 1958 in the use of com-
mercial channels to teach university-level ac-
ademic subjects. The project was funded for
a three-year period by $1.7 millicn in grants
from the Ford Foundation, the Fund for the

Advancement of Education and several busi-
ness corporations. The first year’s program, a
refresher course in physics primarily de-
signed for high school teachers, was es-
timated to have had an audience of around
500,000 regular viewers, including 5,000
teachers who received credit for the course at
270 cooperating institutions. Subsequent
courses were in chemistry and contemporary
mathematics. See also Sunrise Semester.

CONTINUITY WRITER — basically a staff
writer at a station who writes commercial ad-
vertising copy, public service messages, pro-
gram promotion spots and, often on short no-
tice, any copy read by an announcer.

CONTOURS — see Coverage Contours.

CONTROL ROOM — headquarters of a stu-
dio, usually located above the floor with a
large glass window, where the producer, di-
rector, assistant director, production assist-
ant, technical director and the lighting, audio
and video technicians sit to control the pro-
duction. Orders are delivered over micro-
phones to the floor manager, cameramen and
others near the set wearing headsets.

CONTROVERSIAL ISSUES — a critical fac-
tor in Fairness Doctrine complaints, since the
FCC was explicit in stating that fairness obli-
gations obtain only in matters involving “con-
troversial issues of public importance.” Nu-
merous appeals for time under the Fairness
Doctrine, to answer commercials, were de-
nied by the FCC on the ground that the issue
in dispute was not one of public controversy,
among them:

Green v. FCC [447 F2d 323 (D.C. Cir.
1971)], a case in which public interest peti-
tioners sought time to present opposing views
to military recruitment announcements
sponsored by the U.S. Armed Forces. The
FCC held that recruitment announcements
raised no controversial issue, and its decision
was affirmed by the D.C. Court of Appeals
and the Ninth Circuit Court of Appeals.

* Neckritz v. FCC [502 F2d 411 (D.C. Cir.
1974)), a case in which a public interest advo-
cate sought time to present opposing views to
commercials by Chevron which urged the
use of a gasoline, F-310, that Chevron
claimed combatted air pollution. The D.C.
Court of Appeals affirmed the FCC’s judg-
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ment that the use of F-310 was not a contro-
versial issue of public importance.

There have been, however, notable in-
stances when the FCC held a fairness com-
plaint to be valid for advertisements, among
them:

Wilderness Society and Friends of the
Earth Concerning Fairness Doctrine re Na-
tional Broadcasting Company [30 FCC 2d
643 (1971)], which grew out of a commercial
message by Esso asserting the need for devel-
oping Alaska oil reserves quickly. The com-
mercial stressed the capability of the oil com-
panies to retrieve and distribute Alaskan oil
without environmental damage. On a peti-
tion by public interest groups, the FCC held
that the commercial was subject to fairness
obligations, and it directed the station
(WNBC New York) to inform the commission
of the additional material it intended to
broadcast to satisfy its Fairness Doctrine obli-
gations. See also Banzhaf Case.

“CONVERSATION WITH DR. J. ROBERT
OPPENHEIMER, A” — a 30-minute CBS
News documentary which aired on Jan. 4,
1955 probing the mind and heart of the con-
troversial physicist, who had lost his security
clearance as a consultant to the Atomic En-
ergy Commission because he had opposed
the building of the hydrogen bomb. The pro-
gram, which had started out as a feature story
on the intellectual resources at Princeton’s
Institute for .Advance Study, settled on the
man who headed it because of Edward R.
Murrow’s fascination with Oppenheimer’s
genius and humanity. The program was nota-
ble as a profile of a brilliant thinker but
created problems for CBS News in the
McCarthy era because Red-baiters had
doubted Oppenheimer’s patriotism. Murrow
was the reporter and co-producer with Fred
W. Friendly.

CONWAY, TIM — a leading TV sketch co-
median in the late 60s and 70s who appeared
destined to play the second banana. He came
tonotice first as a regular in the situation com-
edy McHale’s Navy (1962-66) and then did
numerous skits as a guest on variety shows. In
1970 he was given a variety series of his own
on CBS but it ran only 13 weeks. He became
a regular featured player on The Carol Bur-
nett Show in 1975.

COOK, FIELDER — noted director of qual-
ity drama during the “golden age,” who later
became executive producer of DuPont Show
of the Week in the early 60s. His more recent
directing credits included The Homecoming
{(from which The Waltons was derived) and
the pilot for Beacon Hill.

COOKE, ALISTAIR — British journalist and
U.S. television host whose charm and intelli-
gence contributed to the success of Omnibus
(1952-60). In the early 70s he created for
NBC a series entitled, America: A Personal
History of the United States, which he also
wrote and narrated. A naturalized U.S. citi-
zen, he served until 1972 as the American
correspondent for the British paper The
Guardian, and simultaneously broadcast a
weekly radio series for the BBC, Letter From
America, which continues to run. He also is
host of the British-produced series on PBS,
Masterpiece Theatre.

lz'stair Cooke

COOKE, JACK KENT — sports promoter
and major stockholder in Teleprompter
Corp. In 1971 he led a group of insurgents in
a major proxy fight for control of the cable
concern. Later that year the conflicting
groups reached a compromise, and in 1973
Cooke became chairman and chief executive
officer of the firm. He owns the Los Angeles
Lakers basketball team, the Los Angeles
Kings hockey team, the Washington Redskins
football team and the Los Angeles Forum
sports arena.

COONEY, JOAN GANZ— president of
Children’s Television Workshop and origina-
tor of the proposals leading to the production



97 - CO-PRODUCTIONS

by CTW of Sesame Street and The Electric
Company for public TV.

Trained as a teacher, she worked for a time
as a reporter on the Arizona Republic, then
as a publicist for NBC and The U.S. Steel
Hour, and later as a producer of documenta-
ries for public television. All this served as
basic training for what was to become a sig-
nificant career in television, one that was re-
sponsible for a major development in educa-
tion through entertainment.

In 1966 she and Lloyd Morrisett designed
the experimental research project for Sesame
Street and raised $8 million in foundation
grants for it. Formed by Sesame, CTW later
produced The Electric Company, Feelin
Good and several commercial television spe-
cials. Mrs. Cooney won wide recognition as
both an innovator and outstanding executive.
See also Children’s Television Workshop.

CO-OP — cooperative advertising between
a national advertiser and a local retailer,
placed by the store in local media. The net-
works also provide their affiliates with a co-op
budget to advertise their shows in the local
press. See also Double Billing.

COOPER, JACKIE — actor, producer and
studio executive. A former child movie star,
he came into prominence in TV as a star and
co-producer of a successful situation comedy
in the late 50s, Hennessy, which led to his
appointment as head of production for
Screen Gems in that studio’s most prolific
years. In the 70s he teamed with Bob Finkel
in Cooper-Finkel Co., which created a num-
ber of situation comedy pilots that did not sell
(Finkel producing, Cooper directing). Re-
turning to acting, he had the starring role in
Mobile One, a short-lived series in 1975.

COOPERMAN, ALVIN — program execu-
tive who served three hitches with NBC-TV
and, in the intervals, was variously executive
director of the Shubert Theaters, president of
Madison Square Garden Productions, chair-
man of Athena Communications Corp. (a ca-
ble-TV company), managing director for the
Harkness Theater and a producer of TV spe-
cials (The Bolshoi Ballet: Romeo and Juliet).
He also conceived and produced the format
for the 1972 Republican National Convention
in Miami Beach.

Cooperman’s second return to NBC, in
1976, was as program officer for the series of

weekly special attractions, The Big Event,
with the title of consultant, but he remained
for less than a season. In 1967-68, he had re-
turned to become v.p. of special programs for
the network. In the mid-50s, after working as
unit manager for the Milton Berle show and
later as an associate producer of Wide Wide
World, he became manager of program sales
for NBC and later executive producer of Pro-
ducers’ Showcase.

COORS, JOSEPH — ultra-conservative Col-
orado businessman (executive v.p. of Adolph
Coors Brewing Co.) whose flirtation with TV
was frustrated on two fronts in 1975 when the
Senate Commerce Committee effectively re-
jected his nomination by President Ford to
the CPB board and when the syndicated
news company he financed, TVN, folded
after losing $5 million in two years,

Coors created TVN (with Robert Pauley,
formerly of ABC Radio and Mutual, as chair-
man) because he believed network news had
a liberal bias. The company in 1974 absorbed
a competing news service, UPITN, but there
were not enough subscribing stations be-
tween them to justify the high cost of news
gathering and daily transmission over AT&T
long lines. Coors withdrew his financial sup-
port in October 1975 and TVN was dissolved.

Ironically, only a few weeks earlier Coors
had been asked by the Senate Committee to
resign his seat on the TVN board to make him
a more acceptable nominee to the Corpora-
tion for Public Broadcasting, but Coors
refused to do so. The committee’s majority
disqualified Coors on the conflict of interest
issue, but there were other contributing fac-
tors.

While his nomination was pending, Coors
had written several ill-advised letters to
Henry Loomis, president of CPB. One
seemed an attempt to influence CPB on se-
leéting a company to construct its proposed
satellite earth stations; another expressed dis-
pleasure, on behalf of a mortician friend, with
a PBS documentary on the high cost of dying.
Coors told Loomis he hoped to steer public
TV away from programs critical of business,
indicating a misapprehension on his part of
the board’s function.

CO-PRODUCTIONS — programs or series
co-financed by several companies but with
the creative authority vested only in one of
them. U.S. production companies became es-
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pecially active in co-producing series with the
BBC during the 70s, making the financial in-
vestments in exchange for North American
distribution rights. For its part BBC wel-
comed the arrangements because they
served to ease the British noncommercial
network’s financial pinch. Principally active
in co-production with the BBC were Time-
Life Films, Warner Bros., 20th Century-Fox
TV, NBC and certain entities of public TV.
NBC invested in Robinson Crusoe, Warners
in Shoulder to Shoulder and Time-Life Films
in such shows as Anna Karenina, The Ascent
of Man, The Pallisers and Fall of Eagles.

COPYRIGHT LAW REVISION — [Public
Law 94-533 (90 Stat. 2541)] bill enacted in
1976 which substantially revised and super-
seded the 1909 United States Copyright Law;
the earlier law had become obsolete, particu-
larly in its inability to remain relevant to the
emerging technologies.

The underlying concept of the new law is
a single nationwide system of statutory pro-
tection for all copyrightable works, whether
published or unpublished. For works already
under copyright protection, the new law re-
tains the present term of copyright of 28
years from first publication, but it increases
the length of the second term to 47 years. For
works created after Jan. 1, 1978, the law pro-
vides a term lasting for the author’s life, plus
an additional 50 years after the author’s
death.

The new law adds a provision to the statute
specifically fecognizing the principal of “fair
use” as a limitation on the exclusive rights of
copyright oWwners, and it indicates factors to
be considered in determining whether par-
ticular uses fall within this category. In addi-
tion to the provision for “fair use,” the act lists
certain circumstances under which the mak-
ing or distribution of single copies of works by
libraries and archives for noncommercial
purposes do not constitute a copyright in-
fringement.

The new law creates a Copyright Royalty
Tribunal whose purpose is to determine
whether copyright royalty rates, in certain
categories where such rates are established in
the law, are reasonable and, if not, to adjust
them.

In addition, the Copyright Law retains
provisions added in 1972 to the old copyright
law which accord protection against the
unauthorized duplication of sound recordings

but does not create a performance right- for
sound recordings as such.

Passage of the new copyright act was
delayed by the difficulties in resolving a num-
ber of complex policy issues, some of which
related to the broadcasting industry. One
snag concerned public TV. Under the old law,
there was a general exemption for public per-
formance of nondramatic literary and musi-
cal works when the performance was not “for
profit.” This was generally interpreted to in-
clude a public television broadcast.

The new law removes the general exemp-
tion. Instead, it provides several specific ex-
emptions for certain types of nonprofit uses,
including performances in classrooms and in
instructional broadcasting. Noncommercial
transmissions by public breadcasters of pub-
lished musical and graphic works would be
subject to a compulsory license. Copyright
owners and public broadcasting entities who
do not reach voluntary agreement will be
subject to the terms and rates prescribed by
the Copyright Royalty Tribunal.

Broadcasting organizations in general are
given a limited privilege of making “ephem-
eral recordings” of their broadcasts under the
new law.

Where cable-television is concerned, the
new law provides for the payment — under a
system of compulsory licensing — of certain

royalties for the secondary transmission of

copyrighted works on cable systems. The
amounts are to be paid to the Register of
Copyrights for later distribution to the copy-
right owners by the Copyright Royalty Tribu-
nal.

Also to be paid in this manner are annual
royalty fees by jukebox owners. The new law
removes the exemption for performances of
copyrighted music on jukeboxes and substi-
tutes a system of compulsory licenses.

As amandatory condition of copyright pro-
tection, the old law required that the pub-
lished copies of a work bear a copyright no-
tice. Under the new act, notice is required on
published copies, but omission or errors will
not immediately result in forfeiture of the
copyright and can be corrected within cer-
tain time limits. Innocent infringers misled
by the omission or error will be shielded from
liability.

As under the old law, registration is not a

.condition of copyright protection but is a

prerequisite to an infringement suit. Subject
to certain exceptions, the remedies of the

—
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statutory damages and attorney fees will not

be available for infringements occurring be-.

fore registration.
Copies of phonograph records or works

published with the notice of copyright that

are not registered are required to be depos-
ited for the collection of the Library of Con-

gress, not as a condition of copyright protec- .

tion but under the provisions of the law
making the copyright owners subject to cer-
tain penalties for the failure to deposit after a
demand by the Register of Copyright.

CORINTHIAN STATIONS — group formed
in 1957 to manage the broadcast properties of
John Hay Whitney. It was acquired by Dun &
Bradstreet Companies Inc. in 1971 for $134
million and operates as a wholly-owned sub-
sidiary. Along with five TV stations, all of
which are CBS affiliates, Corinthian owns
TVS Television Network, which arranges na-
tional hookups for sports events. The group
consists of KOTV Tulsa, KHOU-TV Houston,
WISH-TV Indianapolis, WANE-TV Ft
Wayne, Ind., and KXTV Sacramento, Calif.

C. Wrede Petersmeyer, who headed the
group from its inception, retired late in 1976.
Don Durgin, former president of NBC-TV,
then joined Dun & Bradstreet as executive
v.p. to oversee Corinthian but was not given
Petersmeyer’s title as chairman. Philip J.
Lombardo is president of Corinthian and
Charles H. Tower vice-president.

“CORONATION STREET” — prime time
‘British serial on the commercial network
which was the No. 1 show in the United King-
dom for many years but literally could not be
given away free in the U.S. Frustrated at the
indifference to the series in the States, Lord
Cecil Bernstein, head of Granada Television
which produced the show, offered it free in
the early 70s to any American station that
would guarantee the serial a substantial run.
There were no takers. The program’s handi-
cap was not just that the accents were British
but that they were in a northern working-
class dialect difficult even for some London-
ers to understand.

During its 12th year on the air (it had
begun in Britain in 1960) Coronation Street
finally received U.S. exposure on public TV,
but the serial did not develop a strong follow-
ing among American viewers, and it ran only
a year. Among those featured in the large cast

were Violet Carson, Margot Bryant, Jack Ho-
warth, William Roache, Patricia Phoenix and
William Lucas.

“CORONET BLUE” — series about an am-
nesiac portrayed by Frank Converse that was
purchased by CBS and then rejected after 13
episodes had been shot. On the insistence of
producer Herbert Brodkin, although the pro-
grams had been paid for, CBS scheduled it as
a summer replacement in 1967. Frank Con-
verse, Joe Silver and Brian Bedford were fea-
tured, and it was by Plautus Productions.

CORPORATE UNDERWRITING — in
public television, grants made by private cor-
porations to help finance particular shows. A
form of quasi-sponsorship, the grants are ac-’
knowledged with brief “made possible by”
credits on the screen before and after the
shows.

CORPORATION FOR PUBLIC BROAD-
CASTING (CPB)— nonprofit corporation
established by the Public Broadcasting Act of
1967, responsible chiefly for administering
the federal funds for the system, promoting
its growth and keeping it free from political
influence. CPB also obtains grants from pri-
vate sources, disburses funds for the develop-
ment and production of national programing,
arranges for the interconnection of the sta-
tions (both TV and radio) and conducts train-
ing programs and research for the system.

Although it is nongovernmental in charac-
ter and charged with providing the insulation
between government and broadcasters, CPB
has a built-in political coloration that, from
the beginning, has made it suspect even to
the industry it serves. Appointments to its 15-
member board are made by the President, on
advice and consent of the Senate, and the law
specifies that no more than eight may belong
to the same political party. The suggestion of
partisan ties has raised doubts that a CPB so
constituted would work to safeguard public
television from becoming an instrument of
government policy.

Appointments to the board are for six-year
terms, on a staggered basis so that there is a
turnover of five members every two years.
The board annually elects its own chairman
and vice-chairman and employs the CPB
president and other officers. Board members
receive no salary but are paid $100 a day
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while attending meetings and conducting
CPB business. They are also allowed travel
expenses and per diem.

Born of arecommendation by the Carnegie
Commission on Educational Television, CPB
was organized early in 1968 with an initial
federal appropriation of $9 million. President

Johnson, who under the law could appoint |

the first chairman, named Frank Pace, Ir.,
onetime Secretary of the Army and Director
of the Budget. John Macy, Jr., former chair-
man of the U.S. Civil Service Commission,
was CPB’s first president.

CPB created the Public Broadcasting Ser-
vice in 1969 as an agency to operate the na-
tional interconnection of the PTV stations
and to select-much of the programing for it.
When it began operations in the fall of 1970,
sending out 12 hours of programing each
week, PBS performed the role of a network.
But soon after, it became the representative
body of the individual stations in the system
which was to challenge CPB as the central
authority.

CPB never attained the parental leader-
ship that had been ordained for it. Its powers
hampered by the meager funds appropriated
by the Government, it also stood meekly by
when Clay T. Whitehead, director of the
White House Office of Telecommunications
Policy, told the industry on Oct. 20, 1971
what in effect the Nixon Administration re-
quired of it if it were to recommend a bill for
long-range PTV financing. Moreover, there
were several episodes during both the John-
son and Nixon Administrations which hinted
of a willingness by CPB to comply with cer-
tain programing wishes of the Government.

These occurrences fostered a union of the
stations’ managements, through PBS, to op-
pose CPB and diminish its influence. In 1973
the two organizations resolved their differ-
ences in what was termed the partnership
agreement, the essence of which was a guar-
antee from CPB that 40% of the federal funds
would flow directly to the TV stations, in-
creasing to 50 and 60% as appropriations
grew.

Conceding those funds, CPB conceded half
its power to the organization of stations. Its
activities since then have consisted of lending
major financial support to several PTV pro-
gram series each year, seeding new program
projects, conducting research and helping to
develop National Public Radio. See also
Carnegie Commission on Educational Televi-

sion, Community Service Grants, Partnership
Agreement, PBS, Public Television.

CORWIN; NORMAN — noted radio play-
wright whose occasional work for TV in-
cluded an adaptation of his best-known work
for radio, On a Note of Triumph. He also
wrote, directed and produced an anthology
series for. CBS, 26 by Corwin, in the early
years and, in 1971, hosted and directed a
prime-access syndicated series, Norman Cor-
win Presents, produced by Group W.

COSBY, BILL (WILLIAM H. JR.) — one of

the first black performers to have a lead role
in a weekly network TV series— he co-
starred with Robert Culp in the adventure-
drama series I Spy (1965-68) — but other-
wise was known as a comedian. He had a
situation comedy on NBC, The Bill Cosby
Show (1969-71), and then a successful Satur-
day morning animated series on CBS based
on his comedy routines, Fat Albert and the
Cosby Kids. During the early 70s he was a
regular on the PBS educational series, The
Electric Company, and proved so adept at
working with and entertaining youngsters
that ABC gave him a prime time hour variety
series oriented to children in the fall of 1976
entitled Cos. It was canceled after a few
months, however.

COSELL, HOWARD — TV personality who
enjoyed a vogue in the 70s as the most contro-
versial of sportscasters, favored by some view-
ers for his outspokenness and annoying to
others for his abrasive personality and sten-
torian speech. A former lawyer, he became a
sportscaster on ABC Radio in 1953 and was
associated with ABC ever since. He came into
prominence during the controversy over the
boxer Muhammed Ali (then known as Cassius
Clay) who had been denied the title of heavy-
weight champion in the late 60s because he
had sought an exemption from the draft on
religious grounds. Hostile to most other
broadcasters, Ali was friendly to Cosell and
granted him exclusive interviews. Cosell later
became a commentator for ABC’s popular
Monday Night Football a contributor to
Wide World of Sports and host of Howard
Cosell’s Sports Magazine. In 1975, ABC made
Cosell host of a weekly prime time variety
show, Saturday Night Live with Howard Co-
sell, but it was not well received and was
canceled ‘at midseason.




101 + COUNTER COMMERCIALS

COSMOS BROADCASTING CORP.—
broadcast group based in Columbia, S. C,
which was founded in 1931 by W. Frank Hipp
and is now a component of the Liberty Corp.,
most of whose principals are members of the
Hipp family. TV stations are WIS Columbia,
an NBC affiliate whose radio counterpart was
Hipp’s first station; WSFA Montgomery, Ala.,
ABC; WTOL Toledo, CBS; and WDSU New
Orleans, NBC, acquired in 1972. Liberty is a
diversified company with interests in insur-
ance, finance and real estate as well as broad-
casting. Officers include B. Calhoun Hipp,
chairman; Charles A. Batson, president and
chief executive officer; and K. James Yager, A.
Louis Read and J. Law Epps, senior vice-
presidents.

COSTA RICA, TELEVISION IN — consists
of four privately owned channels which
broadcast to around 156,000 sets. The system
operates on 525 scan lines without benefit of
satellite facilities. One of the four channels is
in color.

COSTIGAN, JAMES — writer of quality
dramas such as Little Moon of Alban, War of
Children and Love Among the Ruins.

COST PER THOUSAND (CPM) — the ratio
of the cost of a commercial spot to the size of
the audience reached, reported in thousands.
CPM is the advertiser’s index to how effi-
ciently he has spent his money. Although a
30-second network announcement may cost
as much as $45,000, it may reach such a vast
gudience that in terms of the cost of reaching
1,000 households it is likely to be cheaper
than other forms of advertising. Further,
there are CPM’s for general audiences and
for specific audiences. An advertiser would
pay, for example, $4.50 per thousand to reach
viewers of either sex and all age groups but
perhaps $10 or $12 per thousand to reach
either women or men in the age group of 18
to 35. Although the target audiences (teenag-
ers, college graduates, etc.) may matter to
some advertisers, the most frequent usage is
in cost-per-thousand households per com-
mercial minute.

COTT, TED (d. 1973) — broadcast executive
who in a 40-year career headed several New
York stations: WNEW-AM (1943-50); WRCA-
AM-TV (now WNBC-AM-TV) (1950-55); the
DuMont-owned ° stations (1955-57); and

WNTA (now public station WNET) (1957-60).
Earlier, he had been a producer-director at
CBS Radio and at WNYC-AM, the New York
municipal station. In later years, he became
an independent producer and consultant.

COUNCIL FOR UHF BROADCASTING
(CUB) — organization of commercial and
public broadcasters formed in 1974 to spur
the growth of the UHF band, whose priority
status with the FCC and Congress had
slipped away with the growing interest in
¢able and other new technologies. The coali-
tion of public and commercial forces was ar-
ranged by Hartford N. Gunn, then president
of PBS, and Richard C. Block, then president
of Kaiser Broadcasting. Gunn’s interest was
that almost' 65% of PBS stations were on
UHF, Block’s was that his seven independent
TV stations were all on UHF.

In 1975, CUB made recommendations to
the FCC that were formalized in “The Action
Plan for Further UHF Development,” which
was sponsored also by CPB, PBS, NAB,
NAEB, INTV and AMST. The plan asked the
FCC to require improvements in the manu-
facture of UHF tuners, indoor and outdoor
antennas and lead-in wire, and to adopt mea-
sures to reduce UHF receiver noise and in-
crease the efficiency of transmitters.

COUNCIL ON CHILDREN, MEDIA AND
MERCHANDISING — See Choate, Robert
B.

COUNTER COMMERCIALS — TV spots
that dispute or rebut the claims of paid com-
mercials. They may be granted under the
Fairness Doctrine when the issue involved is
deemed a controversial one of public impor-
tance. In 1967, responding to a petition by
public-interest attorney John F. Banzhaf 111,
the FCC ruled that cigarette commercials
constituted such an issue, and stations broad-
casting such advertisements were required to
provide time for announcements to discour-
age smoking. But the FCC said this was a
unique case, and it would not apply the Fair-

mness Doctrine to other product commercials

that raised a controversy, because the result
would “undermine” the commercial system
of broadcasting.

The FCC also rejected a proposal by the
FTC that broadcasters allow citizens to re-
spond to commercials that explicitly or im-
plicitly raise controversial issues of public im-
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portance, that make claims based on scientific
evidence which is in dispute, or that do not
point up the negative aspects of a product.
However, it maintained that editorial adver-
tising — time purchased for a commentary
on an important public issue — would be sub-
ject to counter commercials under the Fair-
ness Doctrine. See also Banzaf, John F., III,
Fairness Doctrine.

COUNTER-PROGRAMING — the tactic of
scheduling programs opposite those of rival
stations or networks in a manner that would
win audience away. If two networks are com-
peting with dramatic series in a time period,
the third might counter with a comedy or
variety show. Sometimes, counter-program-
ing is achieved through bridging, that is, by
starting a 60- or 90-minute program a half-
hour earlier than the competing hit. If the
program proves popular, most viewers will
not likely switch away while it is in progress.

“COUNTRY MATTERS” — series of five
one-hour adaptations of British short stories,
produced by Granada TV of England and car-
ried by PBS in Masterpiece Theatre in 1975.
Derek Granger was executive producer.

“COURT MARTIAL” — series on ABC
(1966) about officers-lawyers working in the
Judge Advocate General’s Department in
Europe during World War II. Produced by
Roncom Films, ITC and- MCA, it featured
Bradford Dillman and Peter Graves.

“COURTSHIP OF EDDIE’S FATHER,
THE” — a “heart” situation comedy about a
widower, well-to-do and not lacking women,
and his attempts to raise a young son. It had
a fair run on ABC (1969-72). In the leads
were Bill Bixby and Brandon Cruz, and the
series featured Myoshi Umeki, James Komack
(also executive producer) and Kristina Hol-
land. It was via MGM-TV.

COVERAGE AREA — the area served by
the main transmitter of a TV licensee. (It may
be augmented by satellites, translators, or
cable carriage.) From a research standpoint,
coverage is calculated by the metro area (the
standard metropolitan statistical area as
designated by the Department of Com-
merce), or the ADI (Arbitron) or DMA
(Nielsen), which refer to areas where more
than half the viewing is to stations originating

in the market of the measured station; and by
the TSA (Total Survey Area), where any view-
ing occurs, regardless of its being electronic
or by cable. In less precise definitions cover-
age is usually defined in terms of major cities
and counties or portions of counties.

COVERAGE CONTOURS — the official and
uniform rough guide to a television station’s
physical coverage. Upon grant of a station
construction permit, the FCC requires each
grantee to submit a map showing its pre-
dicted coverage based on the Commission’s
engineering formulas. The three grades of
predicted contours required by the FCC are:

Grade B service: the quality of picture ex-
pected to be satisfactory to the median ob-
server at least 90% of the time for at least
50% of the receiving locations within the
contour in the absence of interfering co-chan-
nel and adjacent-channel signals.

Grade A service: satisfactory service ex-
pected at least 90% of the time for at least
70% of the receiving locations.

Principal city service: satisfactory service
expected at least 90% of the time for at least
90% of the receiving locations.

COVER SHOT — a wide-angle view of the
complete scene of action, to which a director
frequently returns after a series of closeups.

COWAN, LOUIS G. (d. 1976) — president of
CBS-TV from March 1958 to December
1959, and before that a noted producer of
programs, among them, Stop the Music, The
Quiz Kids, Kay Kyser’s Kollege of Musical
Knowledge and Conversation. Cowan had
created The 864,000 Question and was presi-
dent of the network when the quiz-show
scandals erupted. Although he no longer had
an interest in any show, he was dismissed by
CBS at the height of the scandals in an act
many believe was sacrificial. It had become
pro forma to serve up an executive in a bad
moment.

Cowan went on to found book and music
publishing companies, and he directed semi-
nars in broadcast communications at the Co-
lumbia University Graduate School of Jour-
nalism, while serving as publisher of the
Columbia Journalism Review.

After a career as an independent producer
of radio and TV shows, he joined CBS in 1955
as a producer and became v.p. of creative
service in 1956. He was succeeded as network
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president by James T. Aubrey, whose exper-
tise was in Hollywood films while Cowan’s
was in live game shows and variety.

He and his wife died in a fire in their Man-
hattan penthouse said to have been caused by
faulty wiring in their TV set.

“COWBOY IN AFRICA” — short-lived ABC
series (1967-68) which featured Chuck Con-
nors as an American cowboy teaching African
ranchers the ropes. It was by Ivan Tors Pro-
ductions.

COWDEN, JOHN P. — veteran CBS execu-
tive, principally in charge of information ser-
vices (advertising, promotion, research and
press information) but also a key aide and ad-
visor to each of the presidents of the network
since the mid-680s. A former child actor in
radio, he joined the CBS promotion depart-
ment in 1938, became an executive in 1951
and a vice-president in 1958. In 1972, he was
named v.p. and assistant to the president of
CBS-TV.

COWGILL, BRYAN — veteran production
and programing executive with the British
Broadcasting Corp., who left in 1977 to be-
come chief executive of Thames Televion, a
British commercial station. Cowgill joined
Thames shortly after being named head of
news and public affairs for the BBC. For the
three previous years he had been controller
(chief executive) of BBC-1, the company’s
mass-audience TV channel.

Cowgill was formerly a producer with, and
later the head of, BBC-TV’s sports depart-
ment. Subsequently, he was additionally re;
sponsible for all remote programs.

COWLES COMMUNICATIONS INC.—
broadcast group founded by Gardner Cowles
in 1936 but now a publicly owned company.
Originally called Look Inc. (for Look maga-
zine, a chief Cowles property), it became
Cowles Communications in 1965. With head-
quarters in New York City, the group owns
KCCI Des Moines, a CBS affiliate and WESH
Daytona Beach, Fla., NBC; M.C. Whatmore is
president.

COX BROADCASTING CORP.— major
broadcast group which was an outgrowth of
the Cox newspapers founded by former Ohio
Governor James M. Cox. Stock is publicly
traded, with 52% held by the Cox family.

Based in Atlanta, Ga., the company owns
WSB Atlanta, an NBC affiliate; WHIO Day-
ton, CBS; WSOC Charlotte, N.C, NBC;
KTVU San Francisco-Oakland, independent;
and WIIC Pittsburgh, NBC. Officers include
Robert Chambers, chajirman; Clifford M. Kirt-
land Jr., president and chief operating officer;
and Stanley Mouse, group v.p. The broadcast
interests of the Cox family had been headed
for many years by J. Leonard Reinsch until his
retirement in 1975. Reinsch was responsible
for the group’s expansion.

COX BROADCASTING CORP. v. COHN
[420 U.S. 469 (1975)] — invasion of privacy
case in which the Supreme Court held that a
broadcaster could not be held liable for accu-
rately reporting the name of a rape victim
when that information was part of a public
court record.

A Georgia statute prohibited anyone from
giving the name of any rape victim. A Ms.
Cohn had been raped, and when her assailant
was tried for the attack, information sur-
rounding the incident became part of the
court record. Cox Broadcasting Co., in cover-
ing the trial, reported the facts of the case,
including the name of the victim. The girl’s
father brought suit against the broadcaster
for violating his daughter’s right of privacy,
and he won a substantial verdict in the state
court.

Cox Broadcasting appealed the case to the
U.S. Supreme Court, which reversed. The
court held that the “public interest in a vigor-
ous press” precluded recovery in this case,
although the court refused to decide whether
truthful publications could ever be subjected
to civil or criminal liability, or whether the
state could ever define and protect an area of
privacy free from unwanted publicity in the
press.

COX, JAMES M. JR. (d. 1974) — board chair-
man of Cox Broadcasting Corp. and the sister
publishing firm, Cox Enterprises, since the
death of his father in 1957. Cox, Sr., who
founded both companies, had been former
Governor of Ohio and the unsuccessful Dem-
ocratic candidate for President in 1920
against Warren Harding. Cox, Jr. expanded
both companies with acquisitions.

COX, KENNETH A. — scholarly FCC com-
missioner (1963-70) widely respected by the
industry for his independence and intelli-
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gence, although he frequently voted for re-
form measures that were unpopular with
broadcasters. Cox, who had been chief of the
FCC’s Broadcast Bureau before he was ap-
pointed to the commission by President
Kennedy, was instrumental in forging the
Prime Time Access Rule and the rules and
primer for community ascertainment. He
and fellow commissioner Nicholas Johnson
collaborated on studies of the records of
promise and performance by broadcasters in
Oklahoma, New York and Washington, D. C.,

and they were joined on the issue of diversify- _

ing media ownership.

A Seattle lawyer, Cox went to Washington
in 1956 as special counsel to the Senate Com-
merce Committee, whose chairman, Sen.
Warren G. Magnuson, was from his home
state. He directed hearings for the committee
that touched on network practices, TV alloca-
tions, pay-TV, cable and ratings. When New-
ton Minow became chairman of the FCC,
Cox joined the commission as broadcast bu-
reau chief.

When his term on the FCC expired, and he
was not reappointed by President Nixon, Cox
joined the Washington law firm of Haley,
Bader and Potts and simultaneously served as
v.p. of MCI Communications Inc., a common-
carrier microwave firm offering intercity
communications services for business.

COX, WALLY (d. 1973) — bespectacled,
schoolboyish comedian who found his niche
in TV with the classic series, Mr. Peepers
(1952-55). But his popularity was never to
grow, although he starred in another series,
The Adventures of Hiram Holliday (1956),
and was featured in such specials as Heidi and
Babes In Toyland in 1955.

COY, A. WAYNE (d. 1957) — chairman of
the FCC (1947-52), appointed by President
Truman while he was director of the Wash-
ington Post stations. He was chairman during
four critical years on the commission, when
decisions were made regarding allocations,
color TV, editorializing (containing the seed
of the Fairness Doctrine), the reorganization
of the commission and the lifting of the freeze
on stations. Upon his resignation, he became
consultant to Time Inc. and led that company
into buying broadcast stations, the first acqui-
sition being KOB-AM-TV, Albuquerque,
N.M., for $600,000. He was succeeded as FCC
chairman by Paul A. Walker.

CP — construction permit, issued by the
FCC in advance of a broadcast license as a
go-ahead to build facilities.

CRAWL — the movement of printed matter
upward or downward on the screen, usually

| for the presentation of credits at the conclu-

sion of a program. In the studio the crawl is
usually a sheet of paper suspended between
rollers which are turned while the camera

| remains fixed. A synonymous term for the

vertical movement of copy is “roll.”

CRAMER, DOUGLAS S.— producer and
studio executive. A former ABC program ex-
ecutive and later head of production for Para-
mount TV, he became an independent pro-
ducer in the 70s and was executive producer
of such situation comedies as Bridget Loves
Bernie and Joe & Sons. Among his made-for-
TV movies are QB VII, The Sex Symbol, Cage
Without a Key and Search for the Gods.

CRANE, LES — brash young host of ABC’s
first attempt to compete with NBC’s Tonight
show. He had a short-lived TV career. A for-
mer disc jockey, he began The Les Crane
Show in 1965 pinning his hopes on contro-
versy and an abrasive style, but despite ample
publicity he failed to build a strong following
and was canceled a few months after his pre-
miere.

CRAVEN, T.A.M. — twice an FCC commis-
sioner, serving a term from 1937-44, leaving
to establish his own engineering consulting
firm in Washington and returning for a sec-
ond term, 1956-63. He opposed any propos-
als by the commission that smacked of gov-
ernment control over programing or over
business practices, and he held fast to the
view that decisions on programing in the
public interest were best left to the judgment
of broadcasters.

CREAN, ROBERT (d. 1974)— TV play-
wright whose credits include A Time to
Laugh (1962), The Defenders (1964) and My
Father and My Mother, among a number of
other dramas for CBS Playhouse and TV reli-
gious series.

CREATOR — person who devised the con-
cept for a show and/or wrote the pilot script
which established the characters and frame-
work. The creator receives a royalty for each
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episode whether or not he contributes to sub-
sequent episodes.

Walter Cronkite

CRONKITE, WALTER — TV’s premier
newscaster whose avuncular manner and ap-
parent integrity won him the distinction, in
the 70s, of the most trusted man in America.
'He became the CBS anchorman on the eve-
ning news in 1962 and weathered the popu-
larity of NBC’s Huntley & Brinkley to emerge
as the medium’s No. 1 news star and the CBS
“iron man” who anchored, from start to
finish, the political conventions (except onein
1964, when he was relieved briefly by the
team of Robert Trout and Roger Mudd),
every space Imission, numerous special re-
ports and the day-long CBS observance of the
Bicentennial on July 4, 1976.

A former UPI foreign correspondent who
later had his own syndicated radio news pro-
gram, he joined CBS as a correspondent in
1950 and became managing editor as well as
newscaster on the first half-hour evening
newscast a dozen years later, The CBS Eve-
ning News with Walter Cronkite. A warm TV
personality, “as comfortable as old slippers”
according to one description, he occasionally
allowed human emotions to interfere with
journalistic objectivity, as when he wept on
camera during the coverage of President
Kennedy’s assassination.

Cronkite conducted scores of historic inter-
views, such as those with Archibald Cox and
Leon Jaworski during Watergate, and others
with such newsmakers as President Johnson,
President Ford, Anwar Fl-Sadat and Alex-
andr Solzhenitsyn. He accompanied Presi-
dent Nixon on his summit visits to Peking and
Moscow and anchored numerous documen-
taries and special reports. Winner of a vast

number of TV and journalism awards, Cron-
kite was peculiarly the consummate news-
man and popular TV personality.

His familiar sign-off on the newscast, “And
that’s the way it was,” served for a trademark.
He was noted for his expertise, fairness and
restraint rather than for a spry wit or theatri-
cal style.

Bing Crosby ]

CROSBY, BING — radio, recording and mo-
tion picture star who was host of numerous
TV specials but who — except for a short-
lived entry in 1964 — eschewed a series of his
own. He made his TV debut on Feb. 27, 1951
singing on The Red Cross Program on CBS.
Later he was host of such specials as Bing
Crosby and His Friends and The Bing Crosby
Golf Tournament and made guest appear-
ances on scores of other shows. His only se-
ries, a domestic situation comedy for ABC
entitled The Bing Crosby Show, was unsuc-
cessful and ran only one season in 1964.

He founded Bing Crosby Productions in
the 50s, a company that had a fair degree of
success producing network and syndicated
programs; Crosby sold it in the 60s to Cox
Broadcasting Corp., which retained the
Crosby name.

Crosby had been one of the great perform-
ing names in radio for nearly two decades. He
had been an obscure singer with the Tommy
Dorsey orchestra when William S. Paley,
chairman of CBS, heard him on a recording
and, impressed with his crooning style, signed
him for the network. As was the fashion
among radio stars, he developed a mock feud
with Bob Hope, and their friendly rivalry in-
spired several motion pictures in which they
co-starred, notably the Road series (Road to
Morocco, etc.).
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CROSS, JOHN 8. (d. 1976) — FCC commis-
sioner (1958-62) named to succeed Richard
Mack when he was forced to resign in a scan-
dal. Cross had previously been chief of tele-
communications in the State Department.
Cross’s statement at his confirmation hearing
during the height of the ex parte scandals,
that he was “as clean as a hound’s tooth,”
became an industry byword. He became an
engineering consultant on leaving the FCC.

CROSS-OWNERSHIP — any ownership in-
terest in two or more kinds of local communi-
cations outlets by an individual or business
concern, such as a newspaper’s ownership of
a television station or of a cable-TV system.
Concern in latter years over media monopo-
lies has prompted the FCC to prohibit TV
stations and telephone companies from own-
ing cable systems in their service areas, TV
networks from owning cable systems at all
and existing newspapers from acquiring exist-
ing stations in the same cities. While the pres-
ent rules “grandfather” the existing cross-

ownership arrangement, they do not permit -

the sale of a newspaper and a television sta-
tion to the same party, and co-owned radio
and TV stations must find separate purchasers
when sold if the license transfers are to be
approved.

In 1977, the D.C. Court of Appeals ruled
that the FCC was wrong in reasoning that the
existing cross-ownership situations could con-
tinue unless tangible harm to the public inter-
est were demonstrated. The court held that
exactly the opposite standard should apply
— that divestiture should be required except
in those cases where the evidence clearly
shows cross-ownership to be in the public in-
terest.

The implications of that decision were that
all cross-ownerships would be broken up,
even the newspaper-radio combinations of
40- or 50-year standing. While segments of
the industry prepared to mount legal chal-
lenges to the court’s ruling, several affected
owners began a swap of stations while others
studied the possibilities for trading, either of
stations or of newspapers.

CRTC (CANADIAN RADIO-TELEVISION
COMMISSION) — regulatory agency for Ca-
nadian broadeasting created in 1968 to take
the place of the Board of Broadcast Gover-
nors, which had been established in 1958.
The CRTC was conceived as “proxy-holder”

for the citizens as owners of the public air-
waves, with the mission of administering the
Canadian Broadcasting Act.

Unlike the FCC in the U.S., the CRTC does
exercise limited controls on programing,
chiefly to assure that the specific aims of the
Broadcast Act are being met. The Act pro-
vides, among other things, that the broadcast
systems should be owned and controlled by
Canadians, that the programing be varied,
comprehensive and permit differing views
and that broadcast services be provided for
both English- and French-speaking Canadi-
ans,

The CRTC consists of five full-time mem-
bers who form the executive committee and
ten part-time commissioners selected to rep-
resent the various geographic regions.

CRYSTAL, LESTER — v.p. in charge of
documentaries for NBC News since the fall of
1976; for the three previous years he had
been executive producer of the NBC Nightly
News. Crystal hat joined NBC News in Chi-
cago in 1963 as producer of the local newscast
on WMAQ-TV, after having worked in the
newsrooms of other stations in Chicago, Phil-
adelphia and Altoona, Pa. He later was as-
sociated with the Huntley-Brinkley Report,
predecessor to the Nightly News, as a re-
gional manager, field producer, London pro-
ducer, news editor and producer.

CTN (Columbia Television Network)—
the in-house name for CBS-TV, used in all
internal communication since its adoption in
the late 60s when a new nomenclature was
developed for the various broadecast divisions.
Within the company the owned television
stations are known as CTS, the news division
as CND, the radio division as CRD and the
Broadcast Group as CBG, in part to distin-
guish them from the corporation itself, CBS.

CTV TELEVISION NETWORK — Can-
ada’s commercial network owned by the 11
independent stations that made up the net-
work in 1966. CTV actually began operation
on Oct. 1, 1961, with eight interconnected
stations which covered approximately 70% of
the English-speaking households. By the mid-
70s, it had a total of 15 affiliates, three supple-
mentary affiliates and 162 rebroadcast trans-
mitters, giving the network coverage 93% of
the English-speaking homes (CTV has no affi-
liate in Quebec).

— - - —
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From its origination center in Toronto,
CTV feeds approximately 66% hours of pro-
graming a week, about 60% of which is na-
tively produced and the remainder imported
from other countries, principally the U.S.
American distributors eustomarily grant CTV
the right to play programs at least a week in
advance of the U.S. networks.

Keystones of CTV’s news and information
programing are W5, Canada AM, Maclear,
CTV News/Backgrounder, Human Journey,
Inguiry and Window on the World. Tts sports
fare includes major international and Cana-
dian sporting events, principally hockey.
President of the network since the mid-60s
has been Murray Chercover.

“CUBA: BAY OF PIGS” — NBC News docu-
mentary (Feb. 4, 1964) analyzing the events
leading to the disastrous attempt at an inva-
sion of Cuba by an American-assisted military
force of exiles in 1961. Irving Gitlin was exec-
utive producer of the hour, Fred Freed the
producer-writer, Len Giovannitti associate
producer and Chet Huntley reporter.

“CUBA, THE PEOPLE"” — first news docu-
mentary produced on portapak equipment to
be presented nationally on television. In 1974
an independent video group in Manhattan,
the Downtown Community Television Cen-
ter headed by John Alpert, was admitted into
Cuba and permitted to tour the country to
record on ¥%-inch tape the living and working
conditions of the people; thus the group be-
came the first TV journalists from the U.S. to
work in Cuba after the Revolution of 1959.
Brought up to broadcast standards by a time-
base corrector, the tape documentary was
broadcast on PBS in 1974. A second docu-
mentary, Cuba, The People, Part II, was pro-
duced by the group during a second visit in
December of 1975 but was shown in exhibi-
tions and not on TV.

CUBA, TELEVISION IN — a single-channel
operation in the total service of the state. Ev-
erything aired, including entertainment fare,
has a “message.” The result is such shows as
Frederick’s Papers, a comedy series which
promotes security consciousness at all times,
and The Traitor, an action series in which
revolutionaries assault the pre-Castro regime.

The service operates on 525-line NTSC

(monochrome only), and there are about half

a million sets in the country. Most of them,
made in the Soviet Union, are used in com-
munity centers but a few are in private hands.

CUKOR, GEORGE — famed movie director
whose rare TV assignments included the film
drama, Love Among the Ruins (1975), which
won him an Emmy.

CULKIN, JOHN — former priest who in
1970 became head of the Center for Under-
standing Media, a New York media-studies
institution. Before giving up the cloth, he was
well known in broadcast circles as a professor
of communications at Fordham University
and associate of Marshall McLuhan, the
media philosopher.

Bill Cullen

CULLEN, BILL — one of the durable em-
cees of the game-show field, having hosted
since the early 50s such shows as Where Was
I?, Place the Face, Quick As a Flash, Hit the
Jackpot, Give and Take, Down You Go, The
Price Is Right and Eye Guess, but his most
successful association was with I've Got a Se-
cret, the long-running CBS prime time show
on which he was a panelist. Cullen began as
a radio announcer in Pittsburgh and then be-
came a staff announcer for CBS in 1944. His
career took a fateful turn when CBS made
him emcee of the radio series, Winner Take
All, in 1946.

CULLMAN PRINCIPLE (Fairness Doctrine)
[Cullman Broadcasting Co./40 FCC 516
(1963)] — FCC policy requiring access where
there is no money to pay for time. The Cull-
man Principle was developed by the FCC to
deal with the Fairness Doctrine in situations
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in which the broadcaster has sold time to one
side to present its views but has not pre-
sented, or made plans to present, nonpaid
contrasting viewpoints. The FCC deter-
mined that the licensee could not properly
insist upon payment because of the right of
the public to be informed.

CUMBIN (City University Mutual Benefit In-
structional Network) — a two-way, cable-TV
system interconnecting the four senior cam-
puses of the City University of New York
— Brooklyn College, City College, Hunter
College and Queens College — and the Uni-
versity’s Graduate School in midtown Man-
hattan. Through CUMBIN lectures may be
distributed live to the various campusesin the
manner of network shows, and the two-way
feature permits students at each campus to
ask questions of the speaker. CUMBIN also
delivers some of its academic offerings on the
Manhattan cable systems as extension
courses.

CUME — shorthand for cumulative audi-
ence, the number of different or undu-
plicated households that viewed a specific
program, time period or station at least once
over a specified péried of time. Cume ratings
are a valuable index for programs that are
scheduled daily, since they tell not how many
people watch any single instalilment but how
many different people are reached by some
part of the program over the course of a week
or month. Cumes are also widely used by in-
dependents and public TV stations as an indi-
cation of their ability to reach different
households jn the market.

Cume is held synonymous with TA Ratings
and such terms as reach an unduplicated au-
dience.

CURRAN, CHARLES (SIR) — president of
the European Broadcasting Union and, since
September 1977, chief executive of Visnews,
London-based international newsfilm agen-
cy. From 1969 until he joined Visnews, Cur-
ran had been director-general of the British
Broadcasting Corp.

Born in Dublin and educated in England,
he joined the BBC in 1947 as a radio pro-
ducer, then left for newspaper reporting be-
fore returning to the BBC in 1951. He held a
series of administrative positions and for a
time headed BBC’s shortwave services before

succeeding Sir Hugh Greene as director-gen-
eral.

Curran was knighted in 1974 and has been
president of the FEuropean Broadcasting
Union since 1973.

CURRLIN, LEE — CBS program chief
(1975-76); he had been a sales administration
executive when network president Robert D.
Wood tapped him to succeed Fred Silver-
man, who had shifted his alliance to ABC.
Currlin presided over the fall schedule de-
vised by Silverman and could not be held ac-
countable for its disappointing results; but
when ABC took the ratings lead in the spring
of 1976 and NBC answered by bringing in
two veteran program executives (Irwin Segel-
stein and Paul Klein) to mount a new chal-
lenge, CBS replaced the inexperienced Curr-
lin with a more seasoned programmer, Bud
Grant. Currlin received a new position in the
sales department and then became head of
programs for the CBS O&O’s.

CURTIS, DAN — producer specializing in
terror and action-adventure TV movies and
series pilots such as The Night Stalker, Melvin
Purvis, G-Man, The Night Strangler, Trilogy
in Terror, The Great Ice Rip-Off, Dracula and
The Norliss Tapes. He began his independent
production career with the successful ABC
gothic daytime serial, Dark Shadows, after
having been a network program executive.

CURTIS, THOMAS B.— chairman of the
Corporation for Public Broadcasting from
September 1972 to April 1973. A former Re-
publican congressman from Missouri, he was
appointed chairman at a time when many
suspected the Nixon Administration of at-
tempting a takeover of public television.
After repeatedly issuing assurances that the
Administration was not involved in CPB
affairs, Curtis suddenly resigned during a dis-
pute with PBS, amid charges that members of
the Administration had made contact with
members of the CPB board and were “tam-
pering.” He was succeeded by the vice-chair-
man, Dr. James R. Killian.

“CUSTER” — attempt by ABC and 20th
Century-Fox to create an hour-long western
series purporting to be based on the early,
flamboyant career of Gen. George Custer.
The series, which featured Wayne Maunder,
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Slim Pickens and Michael Dante, had a brief
run in 1967.

CUT — a quick change from one camera to
another, without an overlap of the pictures.

CUTAWAY — switching from the main stu-
dio to a remote camera or to a different city
for an insert.

CZECHOSLOVAKIA, TELEVISION IN -—
state-controlled system, operated by Czeko-
slovenska Televize based in Prague. It has a
network of satellite stations that also produce
regionally oriented shows. The service is sup-
ported by a combination of state subsidies,
license fees and spot advertising. The adver-
tising is informative rather than competitive
as would be expected in a socialist system.
Czech TV is regarded as one of the most crea-
tive in Europe. There are about 3.3 million
sets on 625-line SECAM.







DAGMAR — buxom blonde comedienne
who gained some notoriety for her low-cut
and off-the-shoulder gowns on NBC’s first
late-night series, Broadway Open House
(1950-51). The flaunting of her bust on TV
was considered racy at the time. A relative
unknown who had played straight-woman for
a number of comedians under the stage name
of Jenny Lewis (real name, Virginia Ruth
Egnor), she was signed for the NBC show to
portray a sexy, not-very-bright blonde and
was given the name Dagmar by the comedy
writers. It became her permanent stage
name.

DAILIES — the first processed film from a
day’s shooting by all the cameras in use. Also
known as rushes, they are screened by the
director and producers within 24 hours to de-
termine whether retakes are necessary.

DAILY TELEGRAPH PRINTING CO.—
broadcast group which owns WHIS Bluefield,
W. Va., an NBC affiliate, and WBTW Flor-
ence, S.C., CBS. Owners are Hugh Shott, Jr.,
the estate of Jim H. Shott and the Daily Tele-
graph Print Co. Employees Pension Trust
Fund.

“DAKTARI” — an hour-long color adven-
ture series based on the popular motion pic-
ture Clarence, the Cross-Eyed Lion; it premi-
ered on CBS Jan. 11, 1966, and remained for
89 episodes before being placed into syndica-
tion. Starred were Marshall Thompson, Che-
ryl Miller, Hari Rhodes, Hedly Mattingly,
Bart Jason, Erin Moran, Clarence (the lion)

and Judy (a chimpanzee.) The series was pro-
duced by Ivan Tors in association with MGM-
V.

DALY, JOHN CHARLES — newsman and
panel-show personality during the 50s and
60s who doubled as the suave moderator of
the What’s My Line? series on CBS while
serving as v.p. in charge of news, special
events and public affairs for ABC. He held the
ABC post from 1953 to 1960, resigning in a
clash with corporate management over pol-
icy matters. His tenure with the panel show
spanned 17 years.

Born in South Africa, Daly worked first for
NBC as a news correspondent, then for CBS
(1937-49), variously as White House corre-
spondent and on foreign assignments. In ad-
dition to What’s My Line?, he hosted such
programs as We Take Your Word, and News
of the Week. He served briefly as director of
Voice of America (1967-68), leaving in a pub-
licized dispute over personnel changes made
without his advice. And he made news again
in 1969 when he resigned as host of a public
TV panel show, Critique, because a remark
made by one of the panelists, which he con-
sidered obscene, was not removed from the
video tape.

DALY, ROBERT A. — executive v.p. of the
CBS television network since April 1976, ap-
pointed to that post by Robert Wussler when
he became network president. Daly had
previously been v.p. of business affairs, a job
in which he demonstrated skill in negotiating
program contracts. He joined the network in
1955 in the accounting department.
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DAMM, WALTER J. (d. 1962) — head of
the Milwaukee Journal’s radio and TV sta-
tions, the WTMJs, and a leading figure in the
industry as president of the Television Broad-
casters Assn. until it merged with the NAB in
1951. Later he became president of NAB and
also helped to organize the NBC television
affiliates organization in 1953.

“DAMON RUNYON THEATRE” — anthol-
ogy based on the works of the noted writer,
with different stars weekly. Produced by
Screen Gems, the half-hour series premiered
in 1955 on CBS with Donald Woods as host
and ran one year.

“DAN AUGUST” — hour-long police-action
series that was a failure in its first presentation
on ABC (1970) but was a success in 1973
when CBS carried the reruns as a summer
replacement. In that three-year interval the
series’ star, Burt Reynolds, had climbed from
relative obscurity to fame, largely through his
appearances on TV talk shows and through
the notoriety he acquired from posing nude
for a national women’s magazine. The series,
by Quinn Martin Productions, featured Nor-
man Fell, Richard Anderson, Ned Romero
and Ena Hartman.

D’ANGELOQ, BILL — executive producer of
Room 222 during its last seasons and pro-
ducer of Run, Joe, Run, NBC Saturday morn-
ing children’s show.

“DANIEL. BOONE” — frontier adventure
series which starred Fess Parker and featured
Patricia Blair, Darby Hinton and Dallas
McKennan. Ed Ames' co-starred as Boone’s
Indian friend during the first four seasons.
The series debuted on NBC Sept. 24, 1964,
and remained six seasons. It was produced by
Arcola-Fesspar in association with 20th Cen-
tury-Fox.

DB (Delayed Basis) — the broadcast of pro-
grams at a later time than when scheduled by
the networks. When a station cannot, or
chooses not, to clear a program at its ap-
pointed time it may offer the network a DB.
In such instances the program is taped by the
station as it is being fed nationally by the net-

work, and then it is played at the station’s

discretion, either at a later hour or another :
day. The abbreviation is not to be confused

]
5

with Db, which stands for decibel, an electri-
cal measurement of sound.

Michael H Dann

DANN, MICHAEL H.— colorful head of
programs for CBS from 1963 to 1970 and one
of the thoroughgoing professionals who could
provide quality or pap, as higher manage-
ment required. An embattled executive who
survived five changes of presidents during his
tenure as v.p. of programs, Dann lost out
finally to Robert D. Wood when he took a
stand against the wholesale cancellation of
such hit shows as those of Red Skelton and
Jackie Gleason and The Beverly Hillbillies,
Green Acres, Petticoat Junction and Hee-
Haw. Dann believed in preserving the hits;
Wood was intent on creating a new youth-
and. urban-oriented image for CBS.

On leaving, Dann, joined the Children’s
Television Workshop to work on the foreign
sales of Sesame Street and became a program
consultant to a number of large companies,
principally IBM and Warner Communica-
tions. He left CTW in 1976 and concentrated
on helping to develop Warner’s two-way
commercial cable system in Columbus, Ohio.

He started in broadcasting in the late 40s as
a comedy writer, then joined NBC’s publicity
department as head of trade and business

' news. Later he joined NBC’s program depart-

ment, where he worked in a number of ca-
pacities, and in 1958 he switched to CBS as
v.p. of New York programs. In 1963 he be-
came head of programing and in 1966 was
named senior v.p. of programs. He built a
strong department and was succeeded on his

| resignation by a protege, Fred Silverman.

D’ANTONI, PHILIP — producer whose suc-
cessful TV specials such as Sophia Loren In
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Rome led to motion pictures (Bullitt, The
French Connection). In the 70s he placed the
series Movin’ On with NBC.

“DARK SHADOWS” — Gothic soap opera
on ABC (1966-71), dealing with witchcraft,
werewolves and vampires and popular for a
time in its late afternoon berth where it was
accessible to teenagers: home from high
school. Rare among the medium’s soaps, its
reruns had an afterlife in syndication.

The story was built around a young woman
(Alexandra Moltke) who becomes governess
to a young boy in a house of mystery, that of
the Collinses. The stories switch between the
contemporary family and their ancestors of
the 19th century. Joan Bennett was star of the
series, but Jonathan Frid, as Barnabas, the
vampire, became its best-known character
among youthful viewers.

Others in the cast were Mitchell Ryan,
Louis Edmonds, Mark Allen, Nancy Barrett,

Grayson Hall and Lara Parker. Dark Shadows.

was produced by Dan Curtis and Robert Cos-
tello.

“DAVEY AND GOLIATH” — long-running
15-minute children’s series usually dealing
with moral questions. It is produced by the
Lutheran Church in America and offered to
stations free for public service use. Since it
began in 1961, the puppet animation series
has aired on more than 350 TV stations in the
U.S. and Canada, usually early in the morning
before the commercial schedules begin, and
is also carried widely abroad.

The title characters are a 10-year-old boy
and a talking dog, Goliath, whom only Davey
can understand. The dog is both friend and
conscience to the boy. The shows are pro-
duced in three-dimensional stop motion tech-
nique, using free-standing figures with full
backgrounds and props in miniature. As of
1976 a total of 65 regular episodes and 10
half-hour seasonal specials had been pro-
duced. ’

“DAVID FROST SHOW, THE” — syn-
dicated talk-variety series via Group W Pro-
ductions (1969-72) which was that company’s
successor to The Merv Griffin Show when
that established entry shifted to CBS for the
late-night derby. Frost, the noted English in-
terviewer and humorist, was equal to manag-
ing a daily talkfest (which ran 60 minutes in
some markets and 90 minutes in others) but

lacked acceptance in many parts of the coun-
try and never amassed the number of mar-
kets necessary to make the show a success.

DAVID, MADELINE BLOOM — v.p. of
daytime programs for NBC since January
1976, succeeding Lin Bolen, whom she had
assisted. She joined NBC in 1970 as a unit
manager, after having freelanced with inde-
pendent TV producers and acted in off-
Broadway shows and summer stock.

DAVIS, BILL — music-variety show director
whose extensive credits include Hee-Haw,

Julie Andrews Hour, Cher and numerous spe-
cials.

DAVIS, DAVID, AND MUSIC, LORENZO
— line producers of The Mary Tyler Moore
Show, executive producers of The Bob New-
hart Show, and producers of Rhoda. In 1976
Music and his wife starred in a syndicated
series, The Lorenzo and Henrietta Music
Show, but it was unsuccessful and had only a
brief run.

DAVIS, ELIAS & POLLOCK, DAVID —
comedy writing team serving as story consult-
ants on Chico and the Man during its first
season and as executive producers of That’s
My Mama during its second.

DAVIS, ELMER (d. 1958) — highly re-
spected broadcast newsman known for his
dry, unemotional delivery and penetrating
analyses of news events. A former New York
Times reporter, he joined CBS in 1939 and
quickly became one of radio’s most popular
commentators. He left CBS in 1942 to be- .
come director of the Office of War Informa-
tion, and when World War II ended he joined
ABC. Davis conducted a nightly newscast on
TV until illness forced him to leave it in 1953.
He returned a year later with a weekly com-
mentary.

DAVIS, JERRY — producer of The Odd Cou-
ple its first two seasons; executive producer of
Funny Face; creator and executive producer

of The Cop and The Kid.

DAVIS, PETER — documentary producer
and writer for CBS News (1965-72), whose
credits have included The Selling of the Pen-
tagon, The Battle of East St. Louis, Hunger in
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America and The Heritage of Slavery. On
leaving CBS he produced the controversial |
motion picture documentary on the Vietnam
war Hearts and Minds (1974) and in 1976
signed with WNET New York to produce a
public TV series, Home Town, on life in a
small American city. Before joining CBS, he
was an associate producer of NBC News and
a writer for ABC (1961-63).

DAVIS, WILLIAM A.— director specializ-
ing in variety shows. His credits include The
Julie Andrews Hour and The Lennon Sisters
Show on ABC; The Smothers Brothers Com-
edy Hour, The Jonathan Winters Show and
Hee-Haw on CBS; The Lily Tomlin Special:
Marlo Thomas’s Free to Be You and Me; and
other specials with Herb Alpert and John
Denver.

Thomas H. Dawsn

DAWSON, THOMAS H.— president of
CBS-TV, Dec. 15, 1966 to Feb. 17, 1969, hav-
ing risen through the sales ranks of both CBS
radio and television. Dawson entered broad-
casting in 1938 as a salesman for WCCO
Radio, the CBS affiliate in Minneapolis. He
moved to New York with CBS Radio Spot
Sales in 1948 and switched to TV spot sales
several years later. In 1957 he became sales
v.p. for the TV network and was made senior
v.p. of the network in July 1966, a few months
before his promotion to president.

After leaving CBS, he became for a time
director of radio and TV in the Office of the
Commissioner of baseball.

DAY, JAMES — a leading force in public tel-
evision, as president of NET and previously
general manager of KQED San Francisco

James Day (PHOTO BY JOHN GORMAN)

until he left the executive ranks in 1973. He
then created the interview series Day at
Night, which ran for two years on a number
of PBS stations, and in 1975 became a profes-
sor of communications at Brooklyn College.

Day was named president of National Edu-
cational Television in August 1969 after
managing KQED for 16 years. When NET
merged with WNDT New York to form
WNET in 1970, Day became president of the
new entity. Under Day’s leadership, the sta-
tion took on a vitality it had lacked, while the
production center turned out such national
series as The Great American Dream Ma-
chine, Black Journal, Soull, Playhouse New.
York and the Frederick Wiseman documen-
taries. Day was also instrurnental in acquiring
the British series, The Forsyte Saga, and
Kenneth Clark’s Civilisation for the public
TV system.

At KQED particularly, Day combined per-
forming with his executive duties. For 14
years he hosted the local interview program
Kaleidoscope and conducted nationally tele-
vised interviews with Eric Hoffer and Arnold
Toynbee on Conversation.

“DAYS OF OUR LIVES” — NBC daytime
serial which premiered Nov. 19, 1965 and
later became the first soap opera to incorpo-
rate musical numbers. Members of the cast
have included Macdonald Carey, Frances
Reid, Susan Seaforth, Bill Hayes, Susan Oli-
ver, John Lupton, Suzanne Rogers, John
Clarke, Brooke Bundy and Robert Clary.

“DEAN MARTIN COMEDY HOUR, THE”
— high-rated NBC variety series (1965-74) in
which Martin starred with at least four guests
each week and a resident chorus line, The
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Goldiggers. It was by Claude Productions in
association with Greg Garrison Productions.

“DEATH VALLEY DAYS” — long-running
western anthology series owned and syn-
dicated by U.S. Borax for its 20 Mule Team
products. The sponsor started the series on
radio in 1930 and carried it into TV in 1952,
usually placing it in around 120 markets. Host
for the first 12 years was Stanley Andrews,
who was represented as the Old Ranger. Sub-
sequent host-narrators included Ronald Rea-
gan, Robert Taylor and Merle Haggard. Pro-
duction continued beyond 1975.

“DEBBIE REYNOLDS SHOW, THE” —
an attempt by NBC (1969) to establish a
successor to Lucille Ball in a situation comedy
that followed the wacky lines of the various
Lucy shows on CBS. Although Miss Reynolds
had been given a two-year contract, the series
ended a failure after 17 episodes. Via Harmon
Productions and Filmways, it featured Don
Chastain, Patricia Smith, Tom Bosley and
Bobby Riha.

“DECEMBER BRIDE” — popular CBS situ-
ation comedy (1954-59) which served as a ve-
hicle for Spring Byington, who portrayed an
attractive widow living with her daughter
and son-in-law. Featured were Frances Raff-
erty, Dean Miller, Harry Morgan and Verna
Felton. It was via Desilu.

deCORDOVA, FRED — TV and movie di-
rector who during the late 60s was producer
of the Tonight show. His directing credits in-
clude Burns and Allen, My Three Sons, The
Donna Reed Show, December Bride and The
Jack Benny Show.

“DEC. 6, 1971: A DAY IN THE LIFE OF
THE PRESIDENCY” — an NBC News spe-
cial covering President Nixon in a 15-hour
working day, reported by John Chancellor. It
was broadcast in December 1971 shortly
after the filming. Although NBC considered it
a news coup, others found the timing of the
flattering piece uncomfortably close to the
election season of 1972.

DEF (DELAYED ELECTRONIC FEED)
— also known as ABC/DEF, the newsfilm
service syndicated by ABC News to subscrib-
ing affiliates for use in their local newscasts, at
their discretion. All the networks provide

such a service to their affiliates for a nominal
charge. The DEF material is sent out over the
lines in the manner of a closed-circuit broad-
cast and is taped by the stations, allowing
them to select the items suitable for their
newscasts. The DEF feed consists of top na-
tional and foreign stories, as well as some that
might be classified as overset from the net-
work newscasts, and sports and news items
with special regional appeals.

“DEFENDERS, THE” — highly respected
dramatic series which starred E.G. Marshall
and Robert Reed as father-son lawyers and
featured noted Broadway and Hollywood
guest performers. Produced by Herbert
Brodkin’s Plautus Productions and Defender
Productions, it premiered on CBS in Septem-
ber 1961 and continued until 1965. The series
outshone most others on the networks for the
quality of writing and acting and for its
straightforward treatment of serious themes.

DEFICIT FINANCING — term frequently
used by production studios to describe the
networks’ financial arrangements for shows,
referring specifically to the fact that the net-
works usually license programs for substan-
tially less than they cost to produce. A net-
work may put a ceiling of $800,000 on
made-for-TV movies, although the producer’s
cost is likely to exceed $1 million. The net-
work may also hold the line at $320,000 an
episode for a series that costs $350,000 an
episode to produce. Studios are expected to
make up the difference in foreign and domes-
tic syndication, but shows that fare poorly on
the networks rarely are in sufficient demand
in secondary markets to recover their costs.
The fact that selling one or more shows to
the networks can result in ruinous losses,
when seemingly the achievement should
guarantee profits, has deterred a number of
companies from producing for television.

DE FOREST, LEE (DR.) (d. 1961) — inven-
tor of the three-element audion tube in 1906,
vital to the development of radio and televi-
sion and for which he became known as “‘the
father of radio.” He was credited with more
than 300 inventions including, in 1948, a de-
vice for transmitting color television. But he
was disappointed with the use to which his
inventions were put and in later years bitterly
criticized the broadcasting industry for what
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he felt was its excessive commercial orienta-
tion.

DEINTERMIXED MARKET — an all-UHF
market. In its 1952 table of assignments, the
FCC put all stations on UHF in certain mar-
kets that previously had been “intermixed”
with some VHF and some UHF stations.
Fresno, Calif., for example, originally had a
Channel 12. That station was reassigned to
Channel 30 when the market was deinter-
mixed.

DELLA-CIOPPA, GUY — producer and
CBS executive, whose career with the net-
work ran from the late 30s through the late
60s, principally as a vice-president in Holly-
wood. He served as executive producer of the
Red Skelton Hour during its last several years
on the network.

“DELVECCHIO” — hour-long CBS police
drama series (1976-77) about a brash but bril-
liant cop with a law-school education. The
series was created as a vehicle for Judd
Hirsch, who came into TV prominence in a
1975 NBC miniseries, The Law. Sam Rolfe
and Joseph Polizzi created Delvecchio, and it
was produced by Crescendo Productions and
Universal TV. William Sackheim was execu-
tive producer and Steven Bochco and Mi-
chael Rhodes the producers.

DEMBO, JOSEPH T.— CBS News corre-
spondent and executive who held a number
of positions ranging from v.p. and general
manager of WCBS Radio to executive pro-
ducer of the TV CBS Morning News With
Hughes Rudd and Bruce Morton (1974-76).
He had also been manager of the CBS News
bureau in Rome (1971-74). During the 50s he
worked for NBC News as a reporter and pro-
ducer and there, as at CBS, he swung be-
tween radio and TV assignments. He left the
CBS Morning News to return to on-the-air
work at CBS Radio.

DEMOGRAPHICS — rating data descrip-
tive of who is watching in breaking down the
audience by age group, sex, income levels,
education and race. For most buyers of TV
time desirous of reaching a target audience,
demographic information is vital. For exam-
ple, money may be considered misspent
when advertising, intended for women, oc-

curs in a program that has a large proportion
of male viewers.

In rating reports at both the national and
local levels, at least 30 demographic break-
outs are given. The age breakouts generally
occur in these groupings: 2-11, 1217, 18-49
and 50-plus. On the premise that young mar-
ried couples with young children are the
prime prospects for most of the products and
services advertised on television, the adver-
tising industry consensus gives the highest
priority to reaching viewers 18-34 and 18-49.
Programs reaching those age groups pre-
dominantly command higher rates per thou-
sand than programs more successful with
younger or older viewers.

The purchasing of time according to demo-
graphics, which became widespread practice
in the mid-60s, led networks and stations to
design virtually all their programing for the
most desirable age groups, in the knowledge
that older and younger viewers would watch
television in any case. A corollary effect is that
programs with favorable demographics are
often retained in the schedule even if their
total audience falls below the required one-
third share, while thosé with unfavorable
demographics may be canceled despite sub-
stantial ratings.

Demographic datd are often referred to as
“persons” or “people” ratings.

DENIAL OF CONSTRUCTION PERMIT
[Young People’s Association for the Propaga-
tion of the Gospel/6 FCC 178 (1938)] —
instance in which the FCC denied an applica-
tion'for a construction permit primarily be-
cause of the applicant’s policy of refusing to
allow its broadcast facilities to be used by per-
sons or organizations wishing to present any
viewpoints different from its own.

DENMARK, TELEVISION IN — operates
on a single channel under the Danish State
Radio & Television Service, supported by li-
cense fees and spots. Color standard is 625-
line PAL, and the country has around 1.6 mil-
lion sets. TV households pay the equivalent of
$70.11 a year to licence black & white sets
and $116.28 to license color TV.

“DENNIS THE MENACE” — successful
CBS situation comedy (1959-63) about a like-
able but mischievous child. Inspired by the
Hank Ketcham comic strip, it was produced
by Darriel Productions and Screen Gems. It
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featured Jay North in the title role and Her-
bert Anderson, Gloria Henry and Gale Gor-
don (whose role was played the first three
years by Joseph Kearns). NBC began carrying
the reruns in daytime in 1961.

DENNY, CHARLES R. JR.— FCC chair-
man (1946-47) who resigned to join NBC as
v.p. and general counsel. He became execu-
tive v.p. of operations for NBC in 1956 and
two years later was made a v.p. of RCA. A
lawyer, he had joined the FCC in 1942 as
assistant general counsel and was appointed a
commissioner in 1945, before being named
chairman.

DE-REGULATION — the reduction or
elimination of existing regulation, discussed
principally in connection with radio and ca-
ble-TV. It was born of the real or imagined
mood of the FCC under the chairmanship of
Richard E. Wiley during the 70s. The term is
sometimes interchanged with re-regulation,
which suggests a moderate scaling down of
regulation.

DESILU — independent Hollywood produc-
tion company created to produce I Love Lucy
in 1950 and which went on to provide numer-
ous other series to the networks, such as De-
cember Bride, The Untouchables and Man-
nixz, until it was purchased by Gulf and
Western (Paramount TV) in 1967 for about
$20 million. The company’s name melded the
first names of the stars of I Love Lucy, Desi
Arnaz and Lucille Ball, who were real-life
husband and wife until their divorce in 1960.
Miss Ball then became president of Desilu
Productions and Desilu Studios, the old RKO
lot which the company had purchased. Over
the years Desilu also produced such series as
Our Miss Brooks, The Greatest Show on
Earth, Glynis, Fair Exchange and Whir-
lybirds.

“DESILU PLAYHOUSE” — dramatic an-
thology hosted by Desi Arnaz which ran on
CBS from 1956 to 1960. It produced 54 films
that later were put into syndication by Desilu
Productions.

DESK & SOFA SHOW — a TV talk show,
even if otherwise furnished. The seating ar-
rangement for Tonight on NBC — with the

host behind a desk, half-facing guests on a
setee — became standard for the form, al-
though there have been variations.

“DETECTIVES, THE” — police series star-
ring Robert Taylor which premiered on ABC
in 1959 as a half-hour show and in 1961 was
expanded to a full hour, terminating in spring
of 1962. Produced by Four Star and Hastings
Productions, it featured Tige Andrews, Adam
West and Mark Goddard and added Ursula
Thiess when it went to an hour.

DIALOGIST — one of several associate writ-
ers on a soap opera responsible for fleshing
out and dramatizing the story-lines from out-
lines by the head writer.

“DIANA” — situation comedy on NBC de-
signed for British actress Diana Rigg (The
Avengers). It ran 13 weeks in 1973, was pro-
duced by Talent Associates/Norton Simon
Inc. and featured David Sheiner, Richard B.
Shull and Barbara Barrie.

“DICK VAN DYKE SHOW, THE” — a clas-
sic situation comedy that overcame initial
viewer indifference to run five seasons on
CBS, starting in 1961. It was a domestic com-
edy with show biz wrinkles, since Van Dyke’s
fictive office life was as a writer of a television
show. Mary Tyler Moore, who played his
wife, was propelled to TV stardom by the se-
ries. Rose Marie, Morey Amsterdam and
Richard Deacon portrayed Van Dyke’s col-
leagues, and Carl Reiner, who created the
show and was its producer (also writing and
directing some episodes), made occasional ap-
pearances as the star of the TV show within
the show. Sheldon Leonard was executive
producer. It was via Calvada Productions and
T&L productions.

DIGITAL SIGNALS — information trans-
mitted in discrete pulses rather than as con-
tinuous signals. Digital signals on a cable sys-
tem are used principally to transmit data and
messages, rather than television programs.

DILDAY, WILLIAM H., JR. — first black
general manager of a TV station, WLBT-TV
in Jackson, Miss. He was named to head the
station by a nonprofit caretaker group that
had been given temporary custody of WLBT
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when the original owners, Lamar Life Insur-
ance, lost the license in 1969 on race-discrimi-
nation grounds. The station, an NBC affiliate,
prospered under Dilday’s stewardship, in-
creasing its share of the market. Previously,
Dilday had been an executive with WHDH-
TV in Boston.

DILLE, JOHN F., JR. — prominent broad-
cast figure in the 50s and 60s as head of an
Indiana group with stations in South Bend,
Elkhart and Fort Wayne; chairman of the
ABC-TV Affiliates board of governors; and
chairman of the NAB’s joint board of direc-
tors. Dille also headed the National Newspa-
per Syndicate and was president of the Elk-
hart Truth, a daily newspaper.

Barry Diller

DILLER, BARRY — chairman of Paramount
Pictures who had been a program v.p. for
ABC when he was tapped for the post in
1974. The appointment of a middle-echelon
TV executive to head a major movie studio
startled the industry, but Diller had unique
qualifications for the job: As executive in
charge of the ABC Tuesday and Wednesday
Movie of the Week showcases, he was respon-
sible for more movies a year than any Holly-
wood studio released theatrically. Moreover,
the ABC Movie of the Week series were suc-
cessful, and several of the individual films
were outstanding. Diller had demonstrated
an ability to judge movie properties, deal
with a variety of producers and bring the
films in on budget.

He had joined the ABC program staff in
1966 and soon became its specialist in feature
films. When his Movie of the Week series car-
ried ABC through an otherwise lackluster
season, he was elevated to v.p. in charge of
prime time programs, his position when Para-
mount hired him away.

DIMBLEBY, RICHARD (d. 1965) — jour-
nalist whose unique career over nearly three
decades established him as the best-known
broadcast personality in Great Britain. His
fame crested as the semiofficial voice of the
BBC on state occasions ranging from corona-
tions to royal weddings and funerals. He died
of cancer in December 1965 at the age of 52.

Born of a newspaper family in the London
suburb of Richmond, in Surrey, he began his
career in print journalism. He joined the BBC
news department in 1936, became its first for-
eign correspondent and, in 1939, its first war
correspondent. During the war he reported
from 14 countries, culminating with his entry
into Berlin with British troops in 1945. A year
later he went from BBC staff status to free-
lance, launching a career as an “actuality”
anchorman-commentator that saw him cover
everything from the coronation of Queen
Elizabeth II to state visits by foreign dignitar-
ies, royal weddings, and the funerals of presi-
dents, prime ministers and popes.

His career benchmarks included participa-
tion in the first live Eurovision broadcast, the
first pickup by Eurovision from the Soviet
Union and the first trans-Atlantic telecast by
satellite.

Over the years he also appeared on British
television in a variety of specials, as a quiz
show panelist, and as a public affairs anchor-
man, notably on BBC-TV’s long-run prime
weekly documentary hour, Panorama.

His famous name is perpetuated in British
television by his two sons, David and Jona-
than, both prominent as on-camera news-
men.

DIMMOCK, PETER — head of the British
Broadcasting Corp.’s foreign sales operations
until April 1977 when he joined ABC Sports
as an executive. Through the 50s, Dimmock
had been producer and commentator for the
BBC “outside” broadcasts (remotes) and later
head of outside broadcasts.

“DINAH!” — syndicated talk-variety series
featuring Dinah Shore and guests. Sold in
both 60- and 90-minute versions, the daily
programs began in September 1974 with the
CBS O&Os as its base. The series was pro-
duced by Henry Jaffe Enterprises and syn-
dicated by 20th Century-Fox TV.
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Ding Dong School: Dr. Frances Horwich

“DING DONG SCHOOL” — an early NBC
program for preschoolers (1952-56) con-
ducted by Dr. Frances Horwich, who became
widely known to viewers as “Miss Frances.”
The network series originated in Chicago and
was continued (1957-59) on the independent
station there, WGN-TV. Later it was syn-
dicated on tape.

The program was celebrated at first for its
educational value but later drew some criti-
cism for “talking down” to children. Dr. Hor-
wich, who had been a professor of education
at Roosevelt University, had a slow, deliber-
ate way of speaking and was very much in the
schoolmarm mold. Billed as “the nursery
school of the air,” the program was essentially
instructional. As TV developed more exciting
techniques of presentation, Ding Dong
School seemed ever more talky and heavy,
and when cartoon shows for children were
placed in competition Ding Dong was done.

“DIRECTIONS” — ABC’s principal religion
series since 1965 which deals — through
drama, documentary and other forms—
with history, heroes and social issues perti-
nent to each faith. Begun by the network as
Directions '65, the series rotates among the
Jewish, Catholic and Protestant faiths with
production assistance from each, through the
Jewish Theological Seminary, the National
Council of Catholic Men, the National Coun-
cil of Churches. Sid Darion is the executive
producer.

DIRECTORS GUILD OF AMERICA (DGA)
— union representing directors, assistant di-
rectors and unit managers in TV-radio and
films, organized in 1960 from a merger of the

Screen Directors and the Radio-TV Directors
guilds. Later it absorbed unions for a.d.’s
stage managers and in 1965 also was joined by
the Screen Directors International Guild.
The power of numbers — more than 3,000
members — gave DGA the leverage to bar-
gain effectively with networks and individual
production companies.

In addition to providing for minimum wage
scales, working conditions, residual payments
and screen credits in its contracts, DGA in its
1964 negotiations with the Assn. of Motion
Picture and Television Producers established
a “Director’s Bill of Rights,” which in spelling
out the director’s creative responsibility also
guaranteed certain artistic rights. Those in-
cluded his right to screen the dailies, to re-
ceive a director’s out of the completed film
and to participate in the dubbing and scoring
process.

DISCLAIMER — a brief notation to a pro-
gram by the broadcaster, often to disassociate
himself from the content (“the opinions ex-
pressed were not necessarily those of this sta-
tion”) or to express reservations about the
program’s suitability for general viewing. The
disclaimer is usually presented by voice-over-
slide. See also Advisory.

DISC RECORDER — see Instant Replay.

“DISNEYLAND” — Walt Disney’s first show
for television which was probably also ABC’s
first prime time smash hit, causing CBS and
NBC affiliates in two-station markets to
scramble for a secondary affiliation with ABC.
The show, which premiered Oct. 27, 1954,
was presented in the early evening and in-
cluded action-adventure segments, anima-
tion with the familiar Disney characters and
nature sequences. The success of Disneyland
altered industry thinking about programs de-
signed for children and contributed to raising
the overall quality of produations for chil-
dren.

The following fall Disney added The
Mickey Mouse Club on ABC, another huge
success. Disneyland, meanwhile, not only
helped the financially ailing network but
served to promote the Disneyland amuse-
ment park in Southern California, which
opened almost concurrently with the TV se-
ries. Disneyland ran on ABC until the fall of
1958, when it moved to NBC as Walt Dis-
ney’s Wonderful World of Color, with essen-
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tially the same format. Becoming a Sunday
night fixture, it was later retitled The Won-
derful World of Disney. By any name, the
Disney formula has worked exceedingly well
in television for more than two decades.

DISNEY, WALT ELIAS (d. 1966) — founder
of the multimillion dollar Walt Disney empire
— movies, television, amusement parks, re-
cordings and merchandise — that grew out
of the garage studio where he created his fa-

mous cartoon characters Mickey Mouse and.

Donald DBuck. His Anaheim, Calif., animation
studios expanded from shorts to full-length
features (Snow White and the Seven Dwarfs),
television series, and amusement parks (Dis-
neyland in California and Disneyworld in
Florida).

As one of the first movie producers to move
into TV production, Disney produced such
programs as The Mickey Mouse Club, Zorro
and the weekly series running under various
titles such as Walt Disney’s Wonderful World
of Color and The Wonderful World of Dis-
ney, which became the anchor of NBC’s Sun-
day night schedule. Disney refused to release
most of his movies to television, contending
that every seven years there would be a new
theatrical audience for them.

DISSOLVE — a technique executed at the
director’s console that fades one scene into
another or momentarily superimposes the
two, the purpose being to suggest the passing
of time or to denote a flashback.

DISTANT SIGNAL — a station from another
market imported by a cable system and car-
ried locally by it, The right to bring in distant
signals on a limited basis has been a selling
point for cable-TV, especially in areas served
by fewer than three networks or in those hav-
ing no independent stations. Because of their
coverage of sporting events and their heavy
reliance on vintage movies, the independents
have tended to be a desired distant signal for
cable systems in the smaller towns and have
thereby extended their reach. See also Leap-
frogging.

“DIVORCE COURT” — a successful low-
budget syndicated series, produced on tape,
which recreated actual divorce trials in the
setting of Los Angeles Domestic Relations
Court. The cases were argued by professional
lawyers, with actors portraying the plaintiffs,

defendants and witnesses. Produced from
1958 through 1961, the series, owned by
Storer Programs Inc., amassed a library of 130
programs. Syndication sales were handled by
NTA.

DIXON, PAUL (d. 1975) — popular local TV
personality in Cincinnati whose Paul Dixon
Show, a live morning variety strip, ran 20
years on WLWT and in its later years on three
other Avco TV stations in Ohio.

DMA (DESIGNATED MARKET AREA)
— Nielsen Station Index term used in local
market reports for a geographic market de-
sign that defines the market, exclusive of any
other. A DMA includes all counties, or por-
tions thereof, in which home market stations
command the preponderance of viewing.
There is no geographic overlap. See also ADI,

“DOC” — CBS situation comedy introduced
in the fall of 1975 centering on an aging gen-
eral practitioner and his friends and patients
in an urban neighborhood. It had a satisfac-
tory initial season on Saturday nights and won
renewal for a second year but was canceled in
1976. Produced by MTM Enterprises, it fea-
tured Irwin Corey, Elizabeth Wilson and
Mary Wickes.

“DOC ELLIOTT” — short-lived ABC series
about a modern rural doctor that premiered
in October 1973 and lasted 15 weeks. It
starred James Franciscus, featured Neva Pat-
terson, Noah Beery and Bob Hopkins, and
was'produced by Lorimar.

“DOCTORS, THE” — popular NBC day-
time serial that premiered April 1, 1963, and
whose stories are built on the personal lives of
the medical staff of Hope Memorial Hospital.
Members of the cast include Lydia Bruce,
James Pritchett, Jennifer Houlton, Armand
Assante, Anna Stuart, David O’Brien, Geral-
dine Court, Meg Mundy, George Coe, Lois
Smith and Elizabeth Hubbard.

DODD, THOMAS J. (SEN.) (d. 1971)—
leader of an intense and widely publicized
1961 crusade against TV violence as chair-
man of the Senate Subcommittee on Juvenile
Delinquency. Formal hearings on the sub-
ject, presided over by the Connecticut sena-
tor in June and July of that year, produced
evidence that network officials continually or-
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dered programers and film studios to increase
the violence content in programs for the sake
of ratings. Dr. Albert Bandura, professor of
psychology at Stanford, who appeared as a
witness, cited studies showing that after
watching violent films children played more
aggressively than before and tended to imi-
tate the behavior they saw.

But Sen. Dodd suddenly lost his fervor,
drew back from the investigation and let the
crusade peter out. Disillusioned members of
his staff attributed his change of attitude to
friendships he had made in the broadcast in-
dustry.

DOERFER, JOHN C.— chairman of the
FCC from 1957 to 1960 whose resignation
came as a result of charges of official miscon-
duct during an investigation of the commis-
sion by the House Subcommittee on Legisla-
tive Oversight.

Doerfer was accused by Dr. Bernard
Schwartz, chief counsel for the subcommit-
tee, of undue fraternization with the broad-
casting industry, of taking trips paid for by
organizations regulated by the FCC and of
receiving honoraria while being reimbursed
by the Government for his expenses.

Answering the charges in public hearings
on Feb. 3, 1959, Doerfer argued that a com-
missioner is not to be likened precisely to a
judge, since he is also engaged in legislation
and rule-making, and therefore must move
outside the FCC for information on the prob-
lems and conditions of the industry. He noted
also in his defense that, under the Communi-
cations Act, commissioners were permitted
to receive honoraria for the publication or
delivery of papers.

Since there was no evidence that any of
Doerfer’s decisions in official matters had
been affected by ex parte influences, the sub-
committee took no punitive action against
him. But the tempest raised by the charges
made it difficuit for Doerfer to continue to
serve on the commission and he resigned on
March 10, 1960. He was promptly hired as a
vice-president and counsel by Storer Broad-
casting Co., the company prominently cited
in the investigation as having entertained
him lavishly.

DOERFER PLAN — a tacit bargain struck
with the networks by FCC chairman John C.
Doerfer in 1960 that each would present a
weekly one-hour public affairs series in prime

time in atonement for the quiz show scandals.
Moreover, Doerfer asked the networks to
agree not to place those programs in competi-
tion with each other. When it was argued that
such an agreement would be in violation of
the antitrust laws, Doerfer produced a writ-
ten opinion from the Justice Department per-
mitting collusion by the networks for such a
worthy purpose. The Doerfer plan resulted in
a boon for the news documentary that lasted
about three years.

The precedent made it possible for future
FCC chairmen to suggest that the networks
rotate a quality program at the same time
each day or that they rotate a noncommercial
children’s show. Neither of those suggestions
was acted upon, but the Doerfer plan did
break the ground for network agreements to
rotate news coverage of such protracted
events as the Senate Watergate hearings,
with the provision that any network at any
time could duplicate part of the coverage on
its own news judgment.

DOLLY — the vehicle on which a studio
camera is mounted, to give it mobility by pull-
ing or pushing; also a camera instruction (as in
“dolly in,” “dolly out,”) to move toward, or
away from, the object or person being photo-
graphed. The dollying of a camera in a studio
often provides a sense of movement when the
situation covered is essentially static.

DOMINICAN REPUBLIC, TELEVISION
IN — privately owned color (NTSC) system
closely controlled by government. Broadcast
employs the U.S. satellite, operates on 525
scan-lines and can reach 260,000 sets.

DOMSAT — colloquial abbreviation for do-
mestic satellite, relaying communications
within a single country: Canada’s Anik, the
US.’s Westar and Satcom and the Soviet
Union’s Molniya system. See also Satellites,
Communications.

DONAHUE, PHIL — host of a long-running
syndicated talk show emanating from the
Midwest. It began on WLWD-TV Dayton, in
1967 as The Phil Donahue Show and initially
was fed to sister Avco stations but soon ex-
tended its syndication nationally. After six
years the program was retitled Donahue and
moved its originating base to WGN-TV Chi-
cago. In March 1976 Avco, which had been
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disbanding its broadcast group, sold the pro-
gram to Multimedia.

An hour-long daytime program, it featured
interviews and discussions with celebrities
and notable figures in a broad range of fields
but emphasized topical matters, especially
those of interest to women.

Sam Donaldson

DONALDSON, SAM'— Capitol Hill corre-
spondent for ABC News who joined the
Washington bureau in 1967 after six years as
a news producer, moderator and sometime
anchorman for WIOP-TV Washington. He
began his career in 1959 with KRLD-TV Dal-
las.

“DON KIRSHNER'S ROCK CONCERT”
— 90-minute syndicated series showcasing
leading rock music artists, slotted by most sta-
tions in a late Friday or Saturday night time
periocd and hosted by Kirshner, a music pub-
lisher and record producer. Produced by
Kirshner Entertainment in association with

Viacom, the distributor, it premiered in the
fall of 1973.

“DONNA REED SHOW, THE” — whole-
some, domestic situation comedy that had a
long run on ABC (1958-65) and whose reruns
began to be stripped in daytime in 1964. Pro-
duced by Todon-Briskin in association with
Screen Gems, it starred movie actress Donna
Reed and featured Carl Betz, Paul Petersen
and Shelley Fabares.

“DONNY AND MARIE” — popular weekly
variety hour begun in 1975 and built around
the youthful brother-sister team of Donny
and Marie Osmond. It featured the Osmond
Brothers vocal group and Shipstads and John-

son Ice Follies. By Osmond Productions and
Sid & Marty Krofft Productions, it was guided
by Raymond Katz as executive producer, the
Kroffts as co-producers and Art Fisher as di-
rector.

DONREY MEDIA GROUP — station group
founded in 1940 by Donald W. Reynolds, who
remains its sole owner with headquarters in
Fort Smith, Ark. The stations are KORK Las
Vegas, Nev., NBC; KOLO Reno, Nev., ABC;
and KGNS Laredo, Tex., NBC-ABC. Rey-
nolds is president and Fred W. Smith execu-
tive vice-president.

DORFSMAN, LOUIS — top art director and
designer for CBS, serving as v.p. of advertis-
ing and design for the Broadcast Group since
1968 and previously as director of design for
CBS Inc. He was responsible for much of the
interior decor at the CBS headquarters and
for the graphics and design of all printed or
packaged matter representing the company.
He joined CBS in 1946 as a staff designer.

“DORIS DAY SHOW, THE” — a “heart”
comedy designed for movie actress Doris
Day, in which she portrayed a widow work-
ing as a magazine writer and raising two sons.
Produced by Arwin Productions-Terry
Melcher for CBS (1968-72), it featured Rose-
Marie, Denver Pyle, John Dehner, Jackie Jo-
seph and in the latter seasons Peter Lawford.

DORSEY, JOHN — director associated with
Chuck Barris Productions whose work in-
cluded The Newlywed Game, The Dating
Game, The Game Game, The New Treasure
Hunt and Dream Girl of '67. Earlier, as a
producer-director for NBC, he directed
sports and variety programs.

DORSO, DICK — executive of United Art-
ists TV during the early 60s who was close to
CBS-TV president Jim Aubrey. He was a gen-
erally successful supplier of programs to the
network, but in 1965, after five of his pilots
were rejected by CBS at a cost of more than
$1 million, UA began its withdrawal from net-
work production and Dorso left the company
and the industry.

DORTORT, DAVID — producer specializ-
ing in western series who was executive pro-
ducer of Bonanza and High Chaparral.
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DOUBLE BILLING — fraudulent station
practice of sending duplicate bills to a local
advertiser participating in co-op advertising
with a national company. Under the proce-
dure, the invoice with the higher rate is sent
to the national advertiser, who compensates
the local merchant by paying 50% or more of
the total under their cooperative agreement.
But the local advertiser will in fact, by prear-
rangement, pay the station by the invoice
with the lower rate. Occasionally the national
advertiser’s payment will be more than the
actual cost of the spot, so that the local mer-
chant makes a profit from the advertisement.

Stations caught at double-billing are sub-
jected to heavy fines from the FCC, and the
practice also carries the threat of revocation
of license. The penalties are severe because
the FCC views the fraudulent procedures as
indicative of poor character for public trus-
tees.

Variations on the double-billing ruse are
the “upcutting” of a network program to in-
sert local commercials (or the replacement of
network cornmercials with local spots) and
the failure of stations to advise advertisers
that they have earned a discount for fre-
quency.

DOUGLAS, MIKE — uniquely successful
syndication performer whose daily talk-va-
riety program The Mike Douglas Show, via
Group W Productions, is in its second decade
and is valued by stations for late afternoon or
early evening time periods. Douglas hasn’t a
single major credit on the networks and yet is
one of the highest-paid performers in TV. In
1972, when other syndicators tried to woo
him away from Group W, he negotiated a
new contract paying him $2 million a year.

Originally a singer, Douglas acquired expe-
rience as host of a celebrity tatk-show on radio
in Chicago. His 90-minute daily TV show
began at the Westinghouse (Group W) station
in Cleveland in the early 60s, and when the
FCC ordered Westinghouse and NBC to
swap their Cleveland and Philadelphia sta-
tions, Douglas’ base was moved to KYW-TV
in Philadelphia. His show has emanated from
there ever since, except for occasional tours
about the country, and has been such an
effective showcase for talent that performers
have gratefully traveled from New York and
other cities to appear on it.

As a TV personality, Douglas is low-key and
somewhat on the bland side, and he is not

noted for wit; but he is amiable and adept at
the light interview, and the fact that he does
not overpower his guests may be why the pro-
gram has fared so well.

Hugh Downs

DOWNS, HUGH — TV personality who
began as a network announcer in Chicago.
He became known to the mass audience as
Jack Paar’s sidekick and foil during Paar’s
reign on NBC’s Tonight show and then won
the assignment as host of Today (1962-71).
For many of his years with Today, he doubled
as host of Concentration. In semi-retirement,
he continued to do commercials, specials and
the syndicated series Not For Women Only as
alternate with Barbara Walters.

In his Chicago years he was associated with
such series as Kukla, Fran ¢ Ollie and Haw-
kins Falls, and later worked on NBC’s Home,
The Sid Caesar Show, The Arlene Francis
Show and the radio series, Monitor.

DOZIER, WILLIAM — CBS program exec-
utive (1951-64) assigned to the West Coast for
most of that period. He then formed an inde-
pendent company, Greenway Productions,
which produced Batman and The Green Hor-
net, among other series.

DRAFT NOTICE — an FCC document is-
sued in provisional form to permit discussion
before the final version is written.

“DRAGNET” — hit police series on NBC
carried over from radio in 1952 for a seven-
year run and then revived again successfully
in 1967 for three more seasons. Starring and
directed by Jack Webb, the half-hour series
was noted for its style, which anticipated cin-
ema verite even on radio, and made a house-
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hold word of Sgt. Joe Friday, the character }

played by Webb. It also made famous Friday’s
workaday line of dialogue, “All we want are
the facts, ma’am.” The first version featured
Ben Alexander as Webb’s sidekick, the sec-
ond Harry Morgan. Both shows were pro-
duced by Webb’s own firm, Mark VII Lid.,
but the revival was in association with Uni-
versal TV. Reruns went into syndication with
the title of “Badge 714.”

DRAMA*ON TV — see “Golden Age.”

DRASNIN, IRV — producer, director and
writer for CBS Reports who also narrated
some of his programs. His work included The
Guns of Autumn, New Voices From the
South, Voices From the Russian - Under-
ground, Health In America, Cuba: 10 Years of
Castro and Football: 100 Years Old and Still
Kicking. He also made documentaries for
The Twentieth Century series.

DROP-INS — additional VHF channels that
could be “dropped in” to the existing FCC
table of allocations without causing interfer-
ence, according to an engineering study by
the White House Office of Telecommunica-
tions Policy in October 1973. The OTP study
said that 62 VHF channels could be added in
the top 41 markets; a subsequent FCC study
put the figure at 30 stations in 27 cities. The
study argued that the FCC’s standards for its
table of allocations in 1952 was too conserva-
tive for the present state of the art, in requir-
ing a spacing of 170 miles for stations assigned
to the same channel in the northeast, 190
miles for those in the west and 220 miles for
those in the south. The FCC requirement was
also that stations on adjacent channels be a
minimum of 60 miles apart. The OTP said
that if thie distance criteria were reduced
10% to 15%, a substantial number of VHF
channels could be added in most major cities.

Because the proposed drop-ins would
afford an opportunity for minority ownership
of stations, the Office of Communication,
United Church of Christ, petitioned the FCC
for a rulemaking on the feasibility of the new
channels in 1975. The organization noted
that of the 608 licensed VHF stations, only
two were owned by blacks, and both stations
were outside the continental U.S. (in the Vir-
gin Islands)

In the FCCinquiry on the proposal in 1976,
established broadcast interests argued that

P e

the proposed drop-ins would cause signal in-
terference with existing stations and that if
the FCC adopted the plan it would be a se-
vere setback for UHF and would constitute a
“breach of trust” by the commission, which
had pledged to help develop the UHF band.
The proponents contended that the drop-ins
would improve competition and make possi-
ble a fourth commercial network.

Drop-ins were recommended for such cit-
ies as Miami, Atlanta, Kansas City, Mil-
waukee, Little Rock, Dayton, Spokane, Dal-
las-Ft.  Worth, Houston, Seattle, San
Francisco, Memphis, Nashville, Des Moines
and Birmingham, among others.

Dr. Kildare: Richard Chamberlain

“DR. KILDARE” — a 1961 re-creation of
the MGM movie series of two decades earlier.
Produced for NBC in response to ABC’s hit
doctor series Ben Casey, Kildare starred
Richard Chamberlain and Raymond Massey.
It received good ratings and ran through
1965, totaling 142 episodes. Produced by
Arena Productions in association with MGM-
TV, the series made a TV star of Chamber-
lain.

DROP LINE — sometimes called drop
cable, the coaxial cable that connects each
building or home to the feeder line or cable
of the distribution system.

DRY REHEARSAL — a rehearsal without

} props or cameras.

DUAL CABLE — two cables installed side
by side to carry different signals, thus dou-
bling channel capacity.
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DUBIN, CHARLES S. — producer-director
whose work ranged from productions of
Rodgers & Hammerstein's Cinderella, the
Bolshoi Ballet and segments for Omaibus to
episodes of Kojak, Toma, Kung-Fu and Room
222. He also directed the Sanford & Son
pilot.

James E. Duffy

DUFFY, JAMES E. — president of the ABC
television network since March 23, 1970, suc-
ceeding Elton H. Rule when he became presi-
dent of the parent corporation. Duffy rose
from the ranks, having joined ABC in 1949 as
a publicity writer for its Chicago stations
upon his graduation from Beloit College. He
moved into sales for the radio network in
1953 and ten years later became vice-presi-
dent in charge of sales for ABC-TV.

As network president Duffy gained indus-
try recognition for the upgrading of program
and advertising policies in television directed
to children.

Under reorganization of the ABC televi-
sion division in 1972, Duffy’s authority as net-
work president was substantially diminished,
although his title remained in force. The new
organizational structure established a higher
new post, president of ABC Television, and at
the same time removed the program depart-
ment from network supervision. The areas
left reporting to Duffy were sales and affiliate
relations.

DuMONT, ALLEN B. (d. 1965) — pioneer
television broadcaster, picture tube and TV
set manufacturer. An outspoken, brilliant in-
ventor, DuMont transformed the cathode ray
tube from a fragile, short-lived device to a
reliable piece of equipment around which

practical TV receivers could be built. Before
World War II his Allen B. DuMont Laborato-
ries was manufacturing picture tubes and tel-
evision sets, and after the war it took the lead-
ership in developing larger and larger
direct-view tubes. The DuMont Television
Network, although it did not survive televi-
sion’s early days, bred much of the industry’s
programing and business talent. DuMont ap-
peared frequently before the FCC, particu-
larly to oppose the CBS field-sequential color
system and the intermixture of VHF and
UHF channels in the same areas.

DuMONT TELEVISION NETWORK (DTN)
— a venture into nationwide broadcasting by
the Allen B. DuMont Laboratories in 1946. It
failed in competition with ABC for third-net-
work position and went out of business as the
fourth network in 1955. Its owned stations
were later to form the nucleus of a major in-
dependent group, Metromedia Television.

While it was in operation, the DuMont Net-
work primarily offered low-budget quiz, vari-
ety and sports shows, and on occasion it
shared special programs with the other net-
works. It was DuMont that covered the his-
toric Army-McCarthy hearings, but its lead-
ing programs otherwise were those of Bishop
Fulton J. Sheen, Jackie Gleason ang the Mon-
day night boxing matches.

The network grew out of DuMont’s owner-
ship of commercial stations WABD in New
York (originally W3XWT) and WDTYV in Pitts-
burgh. Paramount Pictures, which had pur-
chased a half-interest in the parent company
in 1938, separately owned two West Coast
stations.

But the network was unable to put to-
gether fully a competitive lineup of affiliated
stations, chiefly because it lacked the radio
station relationships that the other networks
were able to transfer to television. Nor was its
unglamorous array of programs an incentive
for uncommitted stations, and even Para-
mount’s own KTLA in Los Angeles declined
to clear for the DuMont shows.

The merger of ABC with United Para-
mount Theaters in 1951 strengthened its po-
sition as the third network, leaving DuMont
a weak fourth, making it difficult to justify the
cost of transcontinental lines. Although its
affiliations were variously reported as be-
tween 80 and 178 stations, the DuMont Net-
work was a losing operation, and less than two
years after building a $5 million studio in New
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York — the largest production center in the
industry at the time — DuMont Labs ter-
minated the network and separated itself
from the broadcasting division. The owned
stations were operated as the Metropolitan
Broadcasting Corp. in 1955, and Paramount’s
holdings were purchased in 1959 by John
Kluge, who later changed the company’s
name to Metromedia.

DuMont’s collapse was a chief reason for a
68% rise in billings for ABC during 1955.

“DUMPLINGS, THE” — one of Norman
Lear’s few failures, an NBC situation comedy
(1976) about a loving fat couple who run a
small restaurant. It featured James Coco, Ger-
aldine Brooks, George S. Irving and Mort
Marshall and was by T.A.T. Communications
and NRW Productions.

DuPONT-COLUMBIA AWARDS — cita-
tions for outstanding broadcast journalism
conferred by the Alfred 1. duPont Awards
Foundation and the Columbia University
Graduate School of Journalism. The awards
are made by a blue-ribbon jury and carry
great prestige largely because they are the
by-product of a comprehensive nationwide
survey of local, national and syndicated
broadcast journalism conducted throughout
the year. Each survey since 1968 has resulted
in the publication of a book, Survey of Broad-
cast Journalism (year), edited by Marvin Bar-
rett, director of the DuPont-Columbia Sur-
vey and Awards. When the commercial
networks gave up the special telecasts for the
news and documentary Emmy Awards, PBS
moved to fill the vacuum by televising the
DuPont-Columbia Awards. The first of those
telecasts was set for the fall of 1977.

DUNHAM, CORYDON B. JR. — NBC v.p.
and general counsel since 1968 who super-
vises the legal staff in New York, Hollywood,
Chicago and Washington. He joined the net-
work in 1965 as an assistant general attorney
from the prestigious New York law firm of
Cahill, Gordon, Reindel & Ohl.

DUOPOLY — the FCC rule limiting owner-
ship to one of each type of broadcast service
— TV, AM and FM — in a community. The
rule exempts public television, whose licen-
sees are permitted to operate two TV stations
in the same market, one on VHF and one on
UHF. The duopoly question is raised when-

ever the coverage of stations under the same
ownership overlap. Waivers are granted in
most cases if the overlap is minimal. If the
overlap existed before the present rules,
“grandfathering” is applied.

Public TV duopolies exist in Chicago, Phila-
delphia, Boston, San Francisco, Pittsburgh,
Minneapolis, Miami, Milwaukee and Rich-
mond, Va. No new public TV duopolies were
created between 1971 and 1976, but New
York’s Educational Television Corp. (WNET)
hoped to establish a new one if it could secure
New York City’s divested municipal station,
WNYC-TV on Channel 31.

Jimmy Durante

DURANTE, JIMMY — comedian with back-
ground in nightclubs, radio and films who be-
came one of TV’s preeminent personalities in
the 50s. His trademarks were a substantial
nose, earning him the affectionate nickname
of “Schnozzola;” a gravelly and tuneless voice
which he was able to use effectively to put
over novelty tunes, such as his theme song,
“Inka Dinka Doo™; a weather-beaten fedora
and the closing line, “Good Night Mrs. Cala-
bash, wherever you are.” His exit on TV was
always made on a darkened stage through
three circular spots of light issued from
above.

Occasionally his TV shows featured the
strutting Eddie Jackson, surviving partner in
the famous nightclub act of Clayton, Jackson
and Durante, formed in 1920, which started
his career as a comic. Durante made his TV
debut in Four Star Revue on NBC, in which
he appeared on a rotating basis from Novem-
ber 1950 to May 1951. That gave way in the
fall of the year to All Star Revue, on which he
appeared until the spring of 1953.
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In October 1953 he starred in The Colgate
Comedy Hour, and the following fall head-
lined his own show, Texaco Star Theater,
which ran a year. A loveable lowbrow, he
reached some of his highest TV moments
clowning and singing duets with Ethel Bar-
rymore, Helen Traubel and Margaret Tru-
man. When his series ended Durante became
a frequent variety show guest and always
scored with his old nightclub finale, which
involved the passionate destruction of a
piano.

Don Durgin

DURGIN, DON — president of NBC-TV
(1966-73) and champion of the TV special,

the 90-minute series, the rotating series and
made-for-TV movies. He came into the presi-
dency after holding a number of executive
positions with ABC and NBC in the fields of
promotion, research, sales and radio. For
seven years before his appointment, he had
been v.p. in charge of sales for NBC-TV.
When his administration ended he became
corporate executive v.p. of NBC and a year
later left to become president of Caffery-
McCall Advertising. He resigned from the
agency in 1976 and then became senior v.p.
for Dun & Bradstreet overseeing the broad-
cast subsidiary, Corinthian Broadcasting.

DURR, CLIFFORD ]J. (d. 1975)— FCC
commissioner (1941-48) noted for his vigor-
ous support of the commission’s controversial
Blue Book in 1946, the document that at-
tempted to define the public interest for pur-
poses of license renewals. Durr also was con-
cerned with reserving TV channels for
education. A political liberal from Alabama,
he turned down reappointment to the FCC
saying he was unable to administer the Gov-
ernment’s loyalty program in good con-
science. He returned to the practice of law in
Washington and then moved to Montgomery,
Ala., to handle civil rights cases. One of his
clients was the late Martin Luther King, Jr.







EARLY BIRD — Intelsat I, launched April 6,
1965, the world’s first commercial communi-
cations satellite and the first synchronous
communications satellite. Stationed over the
Atlantic, it provided 240 telephone circuits or
one television channel, increased trans-Atlan-
tic communications capability by 50% and
made live commercial television across an
ocean possible for the first time. Although de-
signed for a life of 18 months, it provided
continuous full-time service for more than
3% years. It was built by Hughes Aircraft Co.
and launched by NASA. See also Satellites,
Communications.

EARTH STATION — installation for trans-
mitting and/or receiving electronic com-
munications (such as television) between the
earth and a space satellite. The prominent
festure of the earth station is a parabolic an-
tenna aimed at the satellite. The station also
contains specially designed transmitters and/
or receivers and amplification equipment.

EASTON PUBLISHING CO. v. ¥CC [175
F2d 344 (D.C. Cir. 1949)] — license contest
which hinged on the question of which of two
communities had the greater need for an ad-
ditional radio station, bearing on the matter
of community needs and on the conduct of
comparative hearings.

Allentown Broadcasting Corp. and Easton
Publishing Co. were among four applicants
for a new radio station in the Allentown/Eas-
ton communities in southeastern Pennsyl-
vania. Allentown was about three times
larger than Easton and was already served by
three radio stations, two of them limited to
daytime broadcasting; Easton had one 250-

watt full-time AM station and received pri-
mary daytime service from a New York sta-
tion. The FCC decided that both Allentown
Broadcasting and Easton Publishing were
qualified applicants, but granted the license
to the former on the ground that Allentown
had a greater need for an additional station.

Easton appealed the decision and the D.C.
Court of Appeals said the commission was re-
quired to state explicitly why it found that an
additional station in Allentown was more in
the public interest than one in Easton. Since
the commission had made no such finding,
the court remanded the case for further con-
sideration.

On remand, the FCC found that Easton,
rather than Allentown, had a greater need for
the new radio station because it only had one
existing station while Allentown had three.
This time Allentown appealed, and the Court
of Appeals again reversed (222 F2d 781) be-
cause it felt the commission had not demon-
strated why the two applicants were equally
well qualified.

The FCC appealed to the Supreme Court
(349 U.S. 358) which reversed the Court of
Appeals, and the station was finally awarded
to Easton.

«“EAST SIDE, WEST SIDE” — hour-long

dramatic series centering on a social welfare
agency in New York which starred George C.
Scott and featured Cicily Tyson, both rela-
tively unknown at the time. Premiering on
CBS in the fall of 1963, it was respected by
discriminating viewers but was only moder-
ately successful in the ratings— a fact at-

! tributed by many in the trade to its serious

content and depressing themes. The series
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was produced by Talent Associates-
Paramount in association with United Artists
Television.

EAST GERMANY, TELEVISION IN —
a state-controlled service on two channels on
the 625-line PAL standard. It is supported by
government subsidies (the German Demo-
cratic Republic), license fees and spot adver-
tising.

Buddy Ebsen

EBSEN, BUDDY — a former novelty dancer
who became star of The Beverly Hillbillies
(1962-71), a bucolic situation comedy and
then star of Barnaby Jones (1973-), an urban
private-eye series. In films and variety revues,
before TV, he was known for his pretzel-like
soft-shoe turns. Before Hillbillies he was fea-

tured in an adventure series, Northwest Pas-
sage (1958).

ECKSTEIN, GEORGE — contract producer
at Universal TV, who served as producer of
the Sunshine and Name of the Game series
and executive producer of Banacek. He also
produced a number of TV movies, among
them Duyel.

ECU — script  abbreviation for extreme
closeup, which may involve the face from
eyes to mouth, or even the eyes alone.

ECUADOR, TELEVISION IN — a 5-chan-
nel system (one in color) utilizing privately
owned networks and operating on the 525-
line screen and the South Atlantic satellite.

EDELMAN, LOUIS F. (d. 1976) — Holly-
wood motion picture producer who began

producing for TV in 1954. His hits on the
networks ncluded such series as Make Room
For Daddy, The Big Valley, Wyatt Earp and
various shows with Danny Thomas, including
the 1952 remake of the movie, The Jazz
Singer. Among his films were White Heat, A
Song To Remember and Hotel Berlin. He was
president of the Screen Producers Guild,
1965-67.

“EDGE OF NIGHT, THE” — soap opera
which began its run on CBS on April 2, 1956,
and switched to ABC in 1975. The cast is
headed by Donald May, Ann Flood, Forrest
Compton, Mandel Kramer, Johanna Leister,
John LaGioia, Herb Davis, Lou Criscuolo and
Lucy Martin.

EDITORIAL ADVERTISING — commer-
cials intended to promote a point of view or
an editorial position on an issue, rather than
to stimulate the sale of a product or service.
Standards & Practices policies of the net-
works reject such advertising (although the
print media and some TV stations accept it)
essentially because it may subject them to
claims for response time under the Fairness
Doctrine. The Supreme Court has ruled that
broadcasters may not be forced to sell time
for discussion of controversial ppblic issues.
The networks contend, in defending their
policies, that to sell time for editorial com-
mercials ultimately would give those with the
most money the loudest voices on the issues.
They argue also that the public is better
served when the points of view are expressed
in news programs or information forums than
when the message is wrapped in the
manipulative techniques of advertising.

EDUCATIONAL ACCESS CHANNEL —
a cable-TV channel reserved for use by local
educatiopal authorities, without charge,
under FCC rules for cable in the top 100 mar-
kets.

EDUCATIONAL  TELEVISION AND
RADIO CENTER (ETRC)— early “net-
working” center for ETV established in Ann
Arbor, Mich,, in 1952 on a grant of $1.5 mil-
lion from the Ford Foundation’s Fund for
Adult Education. Headed by Harry K. New-
burn, former president of the University of
Oregon, the center stored old educational
programs and contracted for new material to
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serve neophyte educational TV stations. The
filmed transcriptions were also rented to
schools and private groups. In 1958 Newburn
resigned and was replaced by John F. White,
who had operated the Pittsburgh ETV sta-
tion, WQED. White moved the production
arm to New York and renamed it the National
Educational Television and Radio Center
(NETRC), which in 1962 became NET, the
acknowledged national production center for
ETV, supported by annual Ford Foundation
grants of $6 million. NET broke with the
classroom approach to ETV and provided the
system with a broad range of cultural, public
affairs, documentary and children’s program-
ing, breaking the ground for a network ser-
vice and for the industry’s eventual redesig-
nation as Public TV.

EDWARDS, BLAKE — producer and writer
who left television for movies after making
his mark in the 50s as creator of such series as
Peter Gunn, Mr. Lucky and Dante’s Inferno.
He became a topflight film producer with the
success of A Shot in the Dark and the Pink
Panther movies.

EDWARDS, DOUGLAS — CBS newscaster
who delivered the network’s 15-minute early
evening report Douglas Edwards with the
News from 1948 until Walter Cronkite re-
placed him in 1962. Edwards, who had begun
his career in radio, remained with CBS News
and continued to do daytime newscasts on
television into the 70s.

EDWARDS, RALPH — game-show pro-
ducer and host of This Is Your Life, popular
series in the late 50s, That show and Edwards’
Truth or Consequences were both revived for
first-run syndication in the 70s.

EEN (EASTERN EDUCATIONAL NET-
WORK) — originally a hookup of around a
dozen PTV stations in the northeast for pur-
poses of sharing programs of common inter-
est, but now a misnomer since the member
stations extend to Texas and California. Since
the late 60s, EEN has been a consortium of
major public stations jointly purchasing pro-
grams not otherwise available through PBS.
In the main, the EEN stations are the boldest
and most sophisticated in the system.

EFFECTIVE RADIATED POWER (ERP)

— the power of the signal radiated from the-

transmitting antenna, a function of trans-
mitter power and antenna gain (or loss). The
FCC generally permits maximum ERP of 100
kilowatts (100,000 watts) for stations on Chan-
nels 2 through 6, 360 kilowatts for 7 through
13, and 5 megawatts (5,000,000 watts) for
UHF stations. If the antennas are above spe-
cified heights, reduced ERP is required.

EGER, JOHN — acting director of the White
House Office of Telecommunications Policy
(1974-76), after serving briefly as deputy to
the OTP’s first director, Clay T. Whitehead.
Although he served responsibly and well in
the post, he failed to receive President Ford’s
nominaton as permanent director; some be-
lieve it was because he had alerted Congress
and — through leaks — the press to the fact
that the Office of Management and Budget
was laying plans early in 1975 to abolish OTP
as a White House agency. The controversy
that ensued saved the OTP but cost Eger the
position as its head. When Thomas E. Houser
was named to the office in the summer of
1976, Eger resigned to practice law.

Before joining OTP Eger had been a legal
aide to FCC chairman Dean Burch.

“87th PRECINCT” — police series set in
New York and carried by NBC (1961). 1t fea-
tured Robert Lansing, Gregory Walcott, Ron
Harper, Norman Fell and Gena Rowlands. It
was by Hubbell Robinson Productions and
owned by MCA TV Ltd.

“EISENHOWER PRESS CONFERENCE”
(Jan. 19, 1955) — the first presidential news
conference simultaneously covered by the
print press, newsreels and television, and at
which candid photographs and direct quota-
tions were authorized for broadcast, as re-
corded, by the White House.

EISNER, MICHAEL D.— president and
chief operating officer of Paramount since

October 1976, after 10 years as a program

executive for ABC. He resigned from the net-
work for the Paramount post several months
after he had been named senior v.p. of ABC
Entertainment in charge of prime time pro-
duction and program development in Holly-
wood. FEisner and Paramount’s chairman,
Barry Diller, had been colleagues in the ABC

program department during the late 60s and

early 70s.
Eisner had come to ABC after a brief stint
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with the CBS program department, and he
served variously as v.p. of daytime program-
ing, v.p, of program development and man-
ager of specials and talent. He was instrumen-
tal in developing a number of series that
figured in ABC’s banner 1975-76 season,
among them Rich Man, Poor Man, Welcome
Back, Kotter, Laverne ¢ Shirley and Bionic
Woman.

Eleanor & Franklin:
Ed Herrmann ¢ Jane Alexander

“ELEANOR AND FRANKLIN” — five-part
cycle by ABC on the relationship of Eleanor
and Franklin D. Roosevelt through the vari-
ous stages of their careers. It began as a four-
hour adaptation of the Joseph P. Lash book,
Eleanor and Franklin, presented in two parts
on a Sunday and Monday night, Jan. 11 and
12, 1976. The ratings and generally favorable
response prompted ABC to order two se-
quels, one covering the Roosevelts during
their years in the White House to be pre-
sented in 1977 and a final sequel based on
another book by Lash, Eleanor: The Years
Alone, for 1978.Jane Alexander and Ed Herr-
mann portrayed the Roosevelts. Executive
producer was David Susskind, producer
Harry Sherman, director Daniel Petry and
writer James Costigan.

ELDER, LONNE, 3d — black playwright
who wrote the script adaptation of his Cere-
monies in Dark Old Men for ABC Theatre
and also the teleplay for the Sounder pilot.

“ELECTRIC COMPANY, THE” —a PTV
series intended to help teach basic reading
skills to beginning readers, as a derivation of
Sesame Street. Produced by the same com-

pany, CTW, it premiered as a daily hour in
October 1971, two years after the resounding
success of Sesame, and was itself an educa-
tional/entertainment success. According to
PBS estimates it reached 6.5 million young-
sters regularly, both in school and in the
home.

The program was planned as a supplement
to school curricula, using the winning enter-
tainment techniques of television — comic
vignettes, animation, electronic effects and
music — to reinforce the various methods of
primary reading instruction. CTW also pro-
duced a variety of support materials, such as
teaching guides, books and puzzles, for use in
schools and day-care centers.

Produced at a cost of approximately $33,-
000 per show, it was funded initially by foun-
dations and later was sustained by payments
from the Station Program Cooperative and
outside grants. See also Sesame Street, Chil-
dren’s Television Workshop.

ELECTRONIC EDITING — the process of
editing videotape without cutting and splic-
ing. Special editing videotape recorders and
accessories make possible approximately the
same editing effects as can be obtained on
film. Generally three video recorders are
used with the pictures stored on a special ed-
iting tape machine for transfer to the master
tape. A high degree of automation has been
introduced into advanced electronic editing
systems. In some cases film programs are now
transferred to tape because electronic editing
has become simpler than the traditional cut-
and-splice system.

ELECTRONIC
see ENG.

NEWS-GATHERING —

ELIASBERG, JAY — head of research for
CBS-TV since 1957, receiving the title of v.p.
of TV network research for the CBS Broad-
cast Group in 1974. Earlier he was a research

executive for several ad agencies and ABC
Radio.

“ELIZABETH R” — BBC six-part miniseries
that played on PBS (1973) tracing the life of
Elizabeth I from the ages of 15 to 69. It
starred Glenda Jackson and aired in Britain in
1971.
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“ELLERY QUEEN” — twice-produced se-
ries, first during the 50s and again by NBC in
1975. The original (1950-59) was successful,
with the title role passing from Lee Bowman
to Hugh Marlowe and then to George Nader
and Lee Phillips (it was syndicated under the
title, Mystery Is My Business). The 1975 edi-
tion, with Jim Hutton and David Wayne, was
canceled after one season. It was by Universal
TV, with Richard Levinson and William Link
as executive producers.

EL SALVADOR, TELEVISION IN — three-
channel system with NTSC color. Unlike
many Latin American systems,.El Salvador
has no satellite connections. Broadcast is on
525-line screen to around 125,000 sets.

“EMERGENCY!” — NBC adventure series
(1971-77) about the heroics of the paramedic
unit of the Los Angeles County Fire Depart-
ment. The program’s chief distinction was
that it drew a sizable audience in its first two
seasons against TV’s No. 1 show at ‘the time,
All In the Family (CBS). An animated ver-
sion, Emergency Plus 9, was spun off by NBC
for Saturday mornings. Featured were Rob-
ert Fuller, Julie London, Bobby Troup, Ran-
dolph Mantooth and Kevin Tighe. It was pro-
duced by Jack Webb’s Mark VII Productions
with Universal TV, in association with NBC-
TV, with Robert A. Cinader as executive pro-
ducer and Ed Self as producer.

Faye Emerson

EMERSON, FAYE — a former Broadway ac-
tress who became one of early TV’s most pop-
ular hostesses. Somewhat controversial for
her décolletage, she worked steadily at both
CBS and NBC, with The Faye Emerson Show

running three seasons at the former (1949-
52) while she was a panelist on Leave It to the
Girls and frequent guest on Who Said That?
on the latter.

Her other shows were Fifteen with Faye
and Faye and Skitch (Henderson, her hus-
band for a time). She also had dramatic roles
in Studio One, Ford Theatre and Goodyear
Playhouse, among others, and was a panelist
on I've Got a Secret. At her popularity peak,
she substituted for such personalities as Ed-
ward R. Murrow, Garry Moore, Dave Garro-
way and Arlene Francis on their shows.

EMMY AWARDS — annual awards con-
ferred in recognition of outstanding achieve-
ment by the National Academy of Television
Arts and Sciences, an organization of profes-
sionals in the industry. A rift between the
Hollywood chapter and the rest of the Na-
tional Academy caused the 1977 Emmy
Awards telecast to be postponed, and a dis-
pute ensued over the secessionist group’s
claim to ownership of the rights to the statu-
ette and its name. The 1977 awards were con-
ferred in the fall rather than the spring and
were made by the Hollywood group rather
than the national organization. The ceremo-
nies were televised by NBC.

The first Emmy awards were conferred on
Jan. 25, 1949 at the Hollywood Athletic Club,
with the name “Emmy” adopted for the tro-
phy as a variation on “Immy,” a nickname for
the image orthicon tube. The name was sug-
gested by Harry Lubcke, a pioneer television
engineer who served as president of the
Academy in 1949-50. The statuette was de-
signed by Louis McManus.

The awards ceremonies had their first na-
tional telecast on March 7, 1955 and there-
after became annual, star-studded TV events
rotated among the three networks. Local
chapters of the Academy also make awards
for TV achievement in their cities, and those
ceremonies are sometimes televised. See also
NATAS.

EN BANC MEETING — a meeting, usually
open, at which all or most of the FCC com-
missioners are present for a hearing, presen-
tation or deliberation.

END RATE — the lowest advertising rate
published by a station for a specific time pe-
riod, which is usually earned by purchasing in
volume.
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ENG — electronic news-gathering, the use of
all-electronic means for television news cov-
erage that eliminates film as an intermediate
step. Virtually from the start of television,
electronic news-gathering techniques have
been used on special occasions, when there
was opportunity to install portable mi-
crowave links from the scene of the news
event to the studio, transmitter or network-
ing point.

Electronic news-gathering received its big-
gest impetus after 1973 with the develop-
ment of the time-base corrector (TBC), which
made possible the use of lightweight portable
(and usually inexpensive) helical-scan video-
tape recorders as a substitute for film cam-
eras. The TBC converts the output of the heli-
cal-scan recorder into a picture with sufficient
stability to be broadcast.

The major ENG components are a minia-
ture color camera (minicam), small VTR and
a power supply. The power supply, usually
battery-operated, can be carried on the cam-
eraman’s back or worn on a special belt. Some
VTRs are also equipped for backpacking. An
additional ENG accessory is a portable mi-
crowave transmission station for use in cases
where it is desirable, and possible, to send the
live picture directly to the television studio,
thus eliminating the necessity for the video-
tape recorder.

In most cases, however, the VTR is an inte-
gral part of the ENG outfit. When the news
event has been recorded, the tape is taken to
the station and usually rerecorded through
the time-base corrector into a studio quadru-
plex recorder and then edited for airing. The
editing may be done first on a helical-scan
editing system. The helical-scan recorders
usually employed in ENG are videocassette
units.

Among the principal advantages of ENG
over film coverage of news are: (1) speed,
through elimination of film processing; (2)
saving in manpower, since electronic news-
gathering usually can be handled by two per-
sons, in place of a normal camera crew of
three or more; (3) economy, since the tape
can be erased and reused; (4) mobility
through the use of an ordinary station wagon
or even a sedan, as compared to a light truck
often employed for sound film work. See also
Minicam, Time Base Corrector.

“ENGELBERT HUMPERDINCK SHOW,
THE” — one of several attempts by the Brit-

4

ish concern, ATV, to market a variety show in
the U.S,, and, like the others, unsuccessful.
Humperdinck, a popular singer on both sides
of the Atlantic, was the focus, with interna-
tional performers as guests. ABC carried the
series in 1970 for 18 weeks.

ENGLANDER, ROGER — director as-
sociated with artistic and cultural programs.

He directed the CBS Young People’s Con-

certs, Vladimir Horowitz at Carnegie Hall, S.

Hurok Presents, The Bell Telephone Hour and

episodes for Omnibus, The Great American

Dream Machine and The Performing Arts.

“ENSIGN O'TOOLE” — one-season series
on NBC (1962) about the comedy adventures
of a naval officer and his shipmates, based on
the William J. Lederer novel, All the Ships At
Sea. The half-hour episodes starred Dean
Jones and featured Jay C. Flippen, Harvey
Lembeck, Jack Albertson, Jack Mullaney and
Beau Bridges. Reruns of the 26 shows were
later carried on ABC (1964). It was by Four
Star and Lederer Productions.

“ENTERTAINERS, THE” — 26 hour-long
revues variously featuring Carol Burnett, Bob
Newhart and Caterina Valente, with a per-
manent repertory company. Produced by

Bob Banner Associates in association with
CBS, it aired in 1964.

EQUAL TIME LAW — the provision under
Section 315 of the Communications Act that
requires broadcast licensees who permit their
facilities to be utilized by a legally qualified
candidate to provide equal opportunities to
opposing candidates if such time is requested.
The statute was intended to guarantee that
broadcasting will be responsive to the fact
that politicians are extraordinarily dependent
upon the mass media’s portrayal of their can-
didacy.

Section (a) of 315 states that if any licensee
shall permit a legally qualified candidate to
use a broadcasting station, he shall afford
“equal opportunities” to all other candidates
for that office. Thus, if one candidate buys
time on a station, his opponents may buy
equivalent time, but the station is not re-
quired to give free time in response to pur-
chased time. The Equal Time Law differs in
this respect from the Fairness Doctrine, with
which it is often confused.

A legally qualified candidate is defined as
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one who has publicly announced his can-
didacy and who meets the qualifications pre-
scribed by law for the indicated office
(McCarthy v. FCC). The broadcast licensee
has no power of censorship over the material
broadcast by a candidate (Farmers Educa-
tional and Cooperative Union v. WDAY).

As a general rule, any use of broadcast
facilities by a legally qualified candidate im-
poses an equal time obligation on the broad-
caster for all other candidates for the office. In
1959, however, Section 315 (a) was amended
to exclude certain kinds of programs, namely,
bona fide newscasts, bona fide news inter-
views (e.g., Meet the Press), bona fide news
documentaries in which the appearance of
the candidate is incidental to the presenta-
tion of the subject, and on-the-spot coverage
of bona fide news events.

To establish whether a program is “bona
fide,” the FCC looks to a number of elements,
such as the nature of the format and content,
whether the program is regularly scheduled,
when the program was initiated and who ini-
tiated, produced and controlled it. The com-
mission has held that a news program sched-
uled to begin 11 weeks before the start of an
election was not exempt.

In an important 1975 ruling, which made
possible the televised presidential and vice-
presidential debates of 1976, the FCC deter-
mined that live debates between candidates
were bona fide news events exempt from
equal time obligations to minor candidates if
the debates were under the direction and
control of an independent organization. This
exemption bars the involvement of the
broadcaster in all respects but that of cover-
ing the event live with cameras and micro-
phones.

In the same reinterpretation of the Equal
Time Law, the commission held that press
conferences arranged by a candidate were
also exempt if they were considered news-
worthy by the broadcaster. However, the ex-
emptions for both the debates and press con-
ferences specified that they be covered live
and in their entirety. (The FCC did grant
waivers to independent stations to carry
delayed telecasts of the 1976 debates.)

Section (b) of 315 requires that charges
made for the use of a broadcasting station
cannot — during the 45-day period preced-
ing a primary election or during the 60 days
preceding a general or special election —
exceed the lowest unit charge of the station

for the same class of time. At any other time,
the charges made to candidates would be
comparable to those for other users.

In 1971 Congress passed the Campaign
Communications Reform Act which added a
new sub-section (7) to Section 312 of the
Communications Act. The new sub-section
specifies that a station license may be revoked
for willful and repeated failure to allow rea-
sonable access to candidates for federal elec-
tive office or to permit them to purchase rea-
sonable amounts of time on the station. The
FCC ruled that these provisions applied as
well to noncommeércial stations, and public
TV stations were challenged to comply by
Senator James Buckley of New York during
his reelection campaign in 1976.

In 1970 the commission adopted a concept
called “quasi-equal opportunity” or the “Zap-
ple Doctrine,” which specifies that when a
station sells time to supporters of a candidate
during an election, or to his/her spokesper-
sons, then the licensee must afford compara-
ble time to supporters or spokespersons for all
opposing candidates. See also Fairness Doc-
trine, Lar Daly Decision, Political Advertis-
ing.

ESTABLISHING SHOT — a wide shot of a
locale, serving to establish in the viewer’s
mind a sense of the environment for the more
tightly shot scenes.

ESTES ». TEXAS [381 U. S. 532 (1965)] —
case in which the Supreme Court held that
television broadcasting of a criminal trial, ei-
ther live or on tape or film, denies a defen-
dant his right to due process of law as guaran-
teed by the Fourteenth Amendment.

The case was brought by Billy Sol Estes
after his conviction in a state court in Texas
on charges of swindling. Estes had asked that
TV cameras and broadcast microphones be
barred from covering the trial, but the court
denied his motion. However, the court or-

.dered all photographers and cameramen to
. remain in a constricted press booth which

was totally enclosed except for a door and a
narrow slit barely wide enough for lenses to
fit through. The judge also restricted cover-
age to certain parts of the trial.

After his conviction, Estes appealed to the
Texas Court of Criminal Appeals, arguing
that the presence of cameramen and photog-
raphers deprived him of his right to a fair
trial. His conviction was affirmed, and he then
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appealed to the U. S. Supreme Court for re-
view.
The Supreme Court reversed his convic-

tion because of the prejudice introduced by -
the cameras. At the outset the Court noted

that, while Canon 35 of the Judicial Canons of
the American Bar Assn. prohibits cameras in
courtrooms, the Judicial Canons were not the
law. But the Court held that due process of
law was violated because of the substantial
possibility that the cameras interfered with
the court’s attempt to determine if the de-
fendant committed a particular crime.

The cameras, the Court suggested, might
well have an impact upon the jurors, the wit-
nesses, the judge and the defendant. Since
the cameras might well have an adverse
effect upon the participants of the trial, and
since they in no way aided the trials court in
its role as fact-finder, the Supreme Court held
that Estes had been denied due process.

“THE ETERNAL LIGHT” — religion series
on NBC which has presented a variety of in-
terview and discussion programs by Protes-
tant, Catholic and Jewish clergymen on ethics
in our time.

ETV (Educational Television) — the name
for noncommercial television broadcasting
until the Public Broadcasting Act of 1967
which, on the recommendation of the Carne-
gie Commission, changed “educational” to
“public” to broaden the scope and promise of
the system. The original noncommercial sta-
tions were built in the 50s with an instruc-
tional purpose, but their inability to attract a
broad audience was attributed partly to the
designation “educational,” which connoted
dry and didactic television. The term is still
occasionally used, and well into the 1970s
there were organizations such as the National
Assn. of Educational Broadcasters, but ofi-
cially ETV has been superceded by PTV.

EUROPEAN BROADCASTING UNION
(EBU) — launched in 1950 by 23 nations at a
founding conference in Torquay, England. It
is essentially a system of international broad-

casting cooperation — radio and television !

— with 34 active and 64 associate members.
Among the latter are the major U.S. net-
works. :

With administrative and legal headquar-
ters at Geneva, and a technical center at
Brussels, the EBU has been instrumental in

I}

]

the drafting of treaties and conventions cov-
ering international broadcasting standards
and copyrights. Through its Eurovision inter-
connect, which now links up 23 countries, the
organization coordinates coverage of major
actuality specials — coronations, space shots,
sports championships, etc. Out of its Brussels
technical center come, among other things,
twice-daily news-film feeds by and for con-
stituent TV systems. EBU also sponsors sym-
posia and workshops as well as regular pro-
gram trade markets.

EUROPE’S TELEVISION FESTIVALS
AND MARKETS — competitive annual
events treating television as an art form and
conferring international awards for excel-
lence. Festivals abound in Europe, some of
them prestigious and consequential, others
little more than chamber of commerce-type
Promotions. The principal ones annually are
the Prix Italia, the Golden Rose of Montreux,
the International Television Festival of
Monte Carlo and the Prix Jeunesse Interna-
tonal in Munich.

What had once been a major event, the
annua] Cannes festival for news and docu-
mentary programs has been merged into the
Monte Carlo Festival, where the categories
otherwise spotlight drama and children’s pro-
grams. The categories at Montreux, in Swit-
zerland, are limited to light entertainment
entries, while the Prix Italia is for dramas and
documentaries. As the name suggests, the
Munich event is for children’s shows.

Other European festivals are at Kielce in
Poland, for films and TV shows with musical
themes; Knokke in Belgium for variety
shows; Leipzig in East Germany for short
films and documentaries; Prague in Czecho-
slovakia for dramas and documentaries; and
Nordring in Norway for music shows.

The Prix Danube at Bratislava in Czecho-
slovakia is for children’s shows; the Prix
Futura in Berlin for programs themed to the
world of tomorrow; the festival at Annecy in
France for animation; and the Common Mar-
ket-sponsored festival in Brussels for pro-
grams on European affairs.

Still others are sponsored by religious or-
ganizations for programs on themes such as
peace and justice. Among these are Monte
Carlo’s UNDA festival for the International
Catholic Federation of TV and Radio Awards;
the International Christian TV Festival, a
skip-year event promoted by the World Asso-
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ciation for Christian Communication and the
International Catholic Federation of TV and
Radio; the Christian Unity TV Awards in Ge-
neva; and the International Religious Broad-
casting Festival at Seville, Spain.

Two major events for the international tel-
evision trade are not festivals but program
markets at which networks, syndicators and
independent producers meet to buy and/or
sell programs. They are the MIP-TV at
Cannes in April and the twice-yearly (spring
and fall) MIFED events in Milan.

The European Broadcasting Union (of
which the three major American networks
are associate members) also holds twice-
yearly screenings of new products by its con-
stituent broadcasting organizations.

EUROVISION SONG CONTEST — a once-
a-year live TV special via the Eurovision in-
terconnect in which European Broadcasting
Union member countries compete with
nominated songs and singers. Started in 1955,
the event annually plays to vast television
audiences from Ireland to Israel and from
Finland to Portugal.

EVANS, BERGEN (DR.) — erudite TV host
and panelist who was also a professor of En-
glish. During the 50s he moderated from Chi-
cago, the word game Down You Go, and later
The Last Word. He also appeared on Super-
ghost, Of Many Things and It’s About Time,
and he supervised the questions for the big
quizzes, The $64,000 Question and The
864,000 Challenge.

Maurice Evans

EVANS, MAURICE — noted Shakespearean
actor from Britain who provided U.S. televi-

sion with numerous distinguished perfor-
mances of the classics during the 50s and 60s,
most of them for NBC’s Hallmark Hall of
Fame. He also directed some of the early
Hallmark productions and helped set the last-
ing standard for the series.

Evans made his U.S. TV debut in Hamlet in
1953 on the Hallmark series, a production
which NBC claimed had a larger audience
than all the theatrical productions of the play
since its Elizabethan premiere. There was, of
course, no way to substantiate the claim but
it remains part of TV lore.

Evans performed Macbeth live on Hall-
mark in 1954 and again on film in 1960; Rich-
ard II in 1954; The Taming of the Shrew in
1956; Twelfth Night in 1957. He also per-
formed Shaw’s Man and Superman, The
Devil’s Disciple and Caesar and Cleopatra,
the latter for G.E. Theatre.

Evening At Pops: Arthur Fiedler

“EVENING AT POPS/EVENING AT SYM-
PHONY” — companion PBS series produced
by WGBH-TV Boston, the first with the Bos-
ton Pops orchestra, the second with the Bos-
ton Symphony, each running about three
months of the year. Pops, hosted and con-
ducted by Arthur Fiedler, generally played
the warm-weather months; Symphony, head-
lined by Seiji Ozawa and guest conductors,
the fall-winter season. Both were an hours’

- length weekly and premiered in 1974.

EVENT TELEVISION — the medium en-
gaged in the live coverage of something hap-
pening in real time, whether a news or sports
event, an awards presentation or a beauty
pageant. Considered by critics to be televi-
sion at its purest, the idea was broadened by
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some networks in the late 60s to include spe-
cials and movies as “events” created by tele-
vision.

EVR — Electronic Video Recording, now ob-
solete but first demonstrated by CBS Inc. in
1967, a system whereby recorded video ma-
terial may be played back through a televi-
sion receiver. The recording medium was
cartridged black-and-white photographic
film, on which picture information, color and
sound were electronically coded. With tape
dominating the videocassette field, CBS aban-
doned EVR in 1971.

EXECUTIVE PRODUCER — the supreme
authority over a program project, under
whom in theory falls the supervision of the
administrative, fiscal and aesthetic aspects.
Many leave the aesthetics to the line pro-
ducer and actually serve as the business head.
Some executive producers have little to do
with the programs beyond having made the
sale or having packaged the idea and the cre-
ative team. Ideally analagous to an editor-in-
chief, the executive producer performs a role
that varies with the energies and skills of the
person involved.

EXECUTIVE STORY CONSULTANT —
common designation in the credits for a script
“doctor,” an independent writer engaged to
improve a faulty TV play or playlet.

“EXECUTIVE SUITE” — hour-long CBS
prime time dramatic serial (1976-77) about
the internal struggles within a large corpora-
tion and the intertwining private lives of its
employees. Loosely based on Cameron Haw-
ley’s novel of that title, it was one of a number
of expensive nighttime soap operas intro-
duced by the networks in 1976 following the
success that spring of Rich Man, Poor Man
and Family. Featured were Mitchell Ryan,
Stephen Elliott, Sharon Acker and Leigh
McCloskey. Norman Felton and Stanley
Rubin were executive producers, Den Brink-
ley producer and Charles Dubin and Joseph
Pevney directors.

“EYEWITNESS NEWS” — title widely used
by local stations for newscasts whose format
permits reporters to deliver their own stories
on the air. The concept was revolutionary in
1968; before then virtually every newscast
had a star newscaster who read the copy writ-

ten by reporters or rewritten from the wires
by staff members.

The concept probably had its origins at the
public TV station in San Francisco, KQED,
during a newspaper strike in 1968. KQED
created a program on which newspaper re-
porters presented the stories that would have
been in the papers and conversed with each
other on details. But for practical purposes it
began at KYW-TV Philadelphia later that
year. When the station’s news director, Al
Primo, learned that the KYW reporters were
members of AFTRA, the performing union,
and that no extra fees were involved in put-
ting them on the air, he broke with commer-
cial broadcast tradition and let the news-gath-
erers report the news under their own
bylines. This contributed to a looser, more
conversational presentation, which a signifi-
cant number of viewers found more appeal-
ing than the standard formal newscast.

Modifications of the basic idea led to the
station’s newsmen assuming roles as mem-
bers of a happy-go-lucky team, who ex-
changed quips between news items. In its
most base form — where the joshing stopped
just short of spitball throwing — Eyewitness
became known to journalism critics as “hap-
pytalk news.”

Contributing to its spread across the coun-
try was its demonstrable ability to break the*
established news-viewing habits. In the years
when all newscasts took the formal, single-
anchorman approach, it was extremely diffi-
cult for any challenger to overtake the news
leader in the market. The axiom of the time
was that the news habit was the hardest of all
to change. But Eyewitness News — with its
comedy, chitchat and conviviality — won
new viewers almost overnight and deva-
stated the traditional newscasts that had
ruled their markets for years.

The FEyewitness concept, which in some
markets took other names such as Action
News or The Scene News, was promulgated in
many instances by news consultants like
Frank Magid Associates and McHugh-Hoff-
man, who helped their clients break the news
grip on the market held by more orthodox
competitors.

Primo went on to develop successfully the
Eyewitness News techniques at the ABC-
owned television stations in the early 70s, and
in 1976 he left to become a consultant to local
stations on the implementation of the format
he invented.




“F TROOP” — ABC military situation com-
edy (1965-68) set in the post-Civil War West,
with Forrest Tucker, Larry Storch, Ken Berry
as inept cavalrymen and Edward Everett
Horton playing an Indian. Melody Patterson
was also featured. The series was by Warner
Bros. TV.

“FACE THE NATION” — CBS news-mak-
ing series, scheduled Sundays at noon, that
probes government officials, world leaders
and others in the news on current issues. It
premiered Nov. 19, 1954. The CBS counter-
part of NBC’s Meet the Press and ABC’s Issues
and Answers uses the format of a permanent
correspondent and two guest journalists put-
ting questions to the news-maker. In latter
years George Herman has been the modera-
tor and regular reporter, and Sylvia Wester-
man and Mary O. Yates the producers.

FACSIMILE — the electronic transmission
of written or still pictorial or graphic mate-
rial. The first recorded facsimile transmission
system was patented in 1843 — it used tele-
graph wires. Facsimile has often been pro-
posed as a consumer service to deliver news-
papers and other reading material via
television channels during the time when no
programs are being transmitted or during the
vertical interval between pictures. Although
many broadcast facsimile tests have been
conducted  successfully — most  notably
RCA’s “Homefax” system — the technique
has failed to capture the public imagination.
Facsimile transmission today is confined
largely to telephone wires as a business tool.

FADE-IN/FADE-OQUT — directorial  cues
for a gradual appearance, or disappearance,
of an image from or to a dark screen.

FAIRNESS DOCTRINE — a content-regu-
lation concept that underlies the entire struc-
ture of broadcasting in the U.S. and distin-
guishes the broadcast media from all other
journalistic endeavors relative to the guaran-
tees of the First Amendment. The Fairness
Doctrine requires a two-fold duty from the
broadcaster, namely: (1) that he devote a rea-
sonable amount of time to the discussion of
controversial issues of public importance, and
(2) that he do so fairly, by affording reasonable
opportunity for the opposing viewpoints to
be heard.

While these concepts appear relatively sim-
ple, they have presented American broad-
casters with a tortured and complex series of
regulations, legislation and litigation which
many people, both within and outside the sys-
tem, maintain undermine the journalistic in-
tegrity of broadcasting.

The Fairness Doctrine stems directly from
the basic scheme Congress set forth for
broadcasting in the Radio Act of 1927 and the
Communications Act of 1934. Before 1927,
the allocation of frequencies was left entirely
t¢ the private sector, and the result was chaos.
The 1927 act originated because of the need
for government to allocate radio frequencies
among applicants to prevent problems of in-
terference among transmissions.

The statutory scheme that was chosen by
Congress was one of short-term licensing
with the licensee obligated to operate in the

- public interest.

Very shortly thereafter, the Federal Radio
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Commission expressed the view that the pub-
lic interest required ample play for the free
and fair competition of opposing views; it also
determined that the principle should apply to
all decisions or issues of importance to the
public. This tradition was carried on through
the development of the FCC in 1934, and the

license renewals and construction permits.

For a period the licensee was obliged not
only to cover, and to cover fairly, the views of
others but to also refrain from expressing his
own personal views. After much confusion
about the noneditorial rule, the commission
published its Editorializing Report in 1949,
which was the first formal articulation of the
Fairness Doctrine.

Ten years after the Editorializing Report,
Congress amended Section 315 (a) of the
Communications Act and passed language
which seemed to codify the Fairness Doc-
trine. After the 1959 amendment, the com-
mission continued to enforce the principle in
individual cases. Originally the commission
considered fairness complaints only at
renewal time. Its procedure was to refer ap-
propriate complaints to the station at the
time received, obtain the station’s response
and then consider the matter definitively at
renewal time.

In 1962, the commission changed its poli-
cies and began to resolve fairness matters as
they arose. If it determined that the station
was found to have violated the Doctrine, the
station was directed to advise the commission
within 20 days of the steps it had taken to
remedy the situation.

In addition the FCC began to remind
broadcasters of their special obligation with
regard to personal attacks, first brought to
broadcasters’ attention in the Report on
Editorializing in 1949. In 1967 the FCC pro-
mulgated rules on personal attack.

These rules and their application — and by
implication the entire Fairness Doctrine —
were eventually challenged in the Supreme
Court in the Red Lion case, and their consti-
tutionality was upheld. Later attempts to turn
the Fairness Doctrine into a concept for en-
forced access (the BEM case) were defeated
in the Supreme Court.

The FCC has continued to apply the Fair-
ness Doctrine on a case by case basis, but in
the 70s it proposed an experiment that would
exempt radio stations in the ten largest mar-
kets from fairness obligations, since in those

situations there was no longer a scarcity of
outlets for the full range of views. The pro-
posal cheered broadcasters, who have sought
freedom under the First Amendment equal

| to that of the printed press, but was con-

demned by broadcast reform groups which

} hold the Fairness Doctrine to be the corner-
Doctrine was applied through the denial of

stone of regulation.

See also Red Lion Decision, BEM Case,
Mayflower Decision, Equal Time, Report on
Editorializing.

FAITH CENTER STATIONS — group of
commercial stations, all independents, owned
and operated by Faith Center, a California
religious corporation. The stations are KHOF
San Bernadino (Los Angeles), Calif.; WHCT
Hartford, Conn.; and XVOF San Francisco.
Dr. W. Eugene Scott is president, with head-
quarters in Glendale, Calif.

“FAITH FOR TODAY” — syndicated series
by Seventh Day Adventists which presents a
family view, with practical rather than theo-
logical emphasis. The program is carried on
close to 200 local stations.

FALSE OR LIBELOUS STATEMENTS BY
CANDIDATES [Farmers Educational and
Cooperative Union of America v. WDAY,
Inc./360 U.S. 525 (1959)] — case resolved by
the Supreme Court which established that
broadcasters cannot be held liable for mate-
rial that they are statutorily unable to control.

In October 1956 a candidate for the U.S.
Senate in North Dakota demanded and re-
ceived equal time on WDAY-TV Fargo. He
then charged that communists controlled the
North Dakota Farmers Union. The Farmers
Union brought a damage suit against the can-
didate and the station. The North Dakota Su-
preme Court ruled that radio and TV stations
were not accountable for false or libelous
statements made over their facilities by politi-
cal candidates because Section 315 (a) of the
Communications Act prohibits stations from
censoring the remarks of candidates.

The case was ultimately appealed to the
U.S. Supreme Court which, in a 4-3 decision
affirmed the North Dakota Supreme Court
and found no liability for the station.

“FAMILY” — ABC weekly prime time serial
introduced during the spring of 1976 as a
miniseries and brought back in the fall as a
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Family: Gary Frank,
James Broderick, Sada Thompson

continuing weekly entry. Centering on the
lives of a contemporary middle-class family, it
was created by Jay Presson Allen and was the
first TV production by noted stage and film
director Mike Nichols, in association with
Spelling-Goldberg Productions. Sada Thomp-
son portrayed the mother, James Broderick
her husband and Jane Actman, Gary Frank
and Kirsty McNichol the children. Spelling
and Goldberg were executive producers;
Nigel and Carol Evan McKeand were the
producers.

“FAMILY AFFAIR” — hit situation comedy
on CBS (1966-70) about a wealthy and
worldly bachelor who becomes the foster par-
ent of his orphaned nieces and nephew —
the quintessential “heart” comedy. Much of
the humor derived from the maternal role
that was incumbent upon the British manser-
vant as portrayed by Sebastian Cabot. Pro-
duced by Don Fedderson Productions, it
starred Brian Keith and featured child actors
Anissa Jones, Johnnie Whitaker and Kathy
Garver.

“FAMILY AT WAR” — British serial drama,
popular on the independent channel there
via Granada TV. It played on U.S. public tele-
vision’s Eastern Educational Network in the
fall of 1974. The series focused on the lives of
a Liverpool family and their friends during
World War IL

“FAMILY HOLVAK,; THE” — unsuccessful
attempt by NBC in 1975 to put over a series
like CBS’s The Waltons. Despite a cast
headed by Glenn Ford and Julie Harris, the
Universal TV series about a family in the

Tennessee backwoods during the 30s fared
poorly and was canceled at midseason. Fea-
tured were Elizabeth Cheshire and Lance
Kerwin. CBS carried the rerun in the sum-
mer of 1977.

FAMILY VIEWING TIME — an industry-
wide policy adopted in 1975 designating the
first two hours of prime time (7-9 P.M.) for
programs that would be suitable to all age
groups. The policy, which became part of the
television code, was later declared illegal by
U.S. District Court Judge Warren J. Ferguson,
who ruled that FCC chairman Richard C.
Wiley had coerced the industry to adopt such
a plan in violation of the First Amendment.
The networks said, nevertheless, that of their
own choice they would continue the practice
of keeping the early evening programing free
of excessive sex and violence. They also said
they would appeal the court’s decision.

The Family Viewing concept had evolved
from discussions between network officials
and the FCC during a time, late in 1974,
when Wiley was under pressure from three
congressional committees to take some
regulatory steps to protect children from the
moral liberties assumed by television. Wiley,
a staunch believer in industry self-regulation,
chose not to issue rules but instead called for
meetings with the network chiefs and sternly
made suggestions for procedures they might
voluntarily adopt. Some at the networks ac-
cused him of arm-twisting and “jawboning.”

But during Christmas week, Arthur R. Tay-
lor, then president of CBS, issued a statement
that his network would, in the fall of 1975,
consider the first hour of network prime time
(8-9 p.M. EST) a family hour and, in addition,
would post warnings on the screen for shows
that were either intended for adults or that
required parental guidance. NBC, and then
ABC, soon afterwards made similar pledges.

Wiley then persuaded the NAB to add the
Family Viewing concept to the television

_code, making it effective for the hour preced-

ing network time, as well. Then he met with
managers of independent stations that did
not subscribe to the code and persuaded
them to honor the plan. When it was unani-
mous, Wiley then praised the industry pub-
licly for its achievement in self-regulation.
“Family Viewing” had no precise definition,
and what it meant besides the elimination of
gratuitous violence was left to the broadcast-
ers’ judgment.
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The policy affected numerous programs
that were in development at the time for the
-new fall schedule and caused some, such as
Fay, intended as a sophisticated comedy
about a middle-aged divorcee, to undergo se-
vere script editing. Series such as All In the
Family and The Rookies were ousted from
their accustomed 8 o’clock time periods. All
this proved upsetting to Hollywood produc-
ers and writers, several of whom challenged
the Family Viewing policy in a suit filed in the
Federal Court for the Central District of Cali-
fornia.

On Nov. 4, 1976, Judge Ferguson, in a
lengthy opinion, accused Wiley of overstep-
ping his authority by unconstitutionally press-
ing upon the networks and stations “a pro-
gramming policy they did not wish to adopt.”
He said Wiley’s actions, implying a threat if
the networks did not respond to his urgings,
had primarily intended “to alter the content
of entertainment programming in the early
evening hours,” thereby violating the broad-
casters’ constitutional guarantee of free
speech. See also Television Code; Wiley,
Richard C.

“FAMOUS JURY TRIALS” — syndicated se-
ries designed for strip presentation dramatiz-
ing actual trials and serializing them over a
period of weeks. The series featured Don-
nelly Rhodes, Tim Henry, Allen Doreumus
and Joanna Noyes. It was produced in 1970
and 1971 by 20th Century-Fox in association
with Talent Associates.

“FARMER’S DAUGHTER, THE” — ABC
situation comedy (1963-65) based on a movie
concerning a farm girl who marries a wid-
owed congressman for whom she worked as
governess to his two sons. It starred Inger Ste-
vens and featured William Windon and Cath-
leen Nesbitt. Screen Gems produced in asso-
ciation with ABC.

Philo T. Farnsworth (COPYRIGHT WATERSTAR .

.

FARNSWORTH, PHILO T. (d. 1971)—
one of the two inventors of modern all-elec-
tronic television. A contemporary of Vladimir
K. Zworykin, he independently demon-
strated in 1927 a device similar to Zworykin’s
iconoscope — the “dissector tube” or orthi-
con, capable of dividing an image into parts
whose light values could be restored to form
a reproduction of the original picture. He was
founder and research director of the Farns-
worth Television and Radio Corp. in 1938. It
later became part of International Telephone
and Telegraph Co.

FASTIES — nickname for the Nielsen Fast
Weekly Household Ratings, the compact na-
tional report estimating household ratings for
all sponsored network programs 52 weeks a
year. The fasties serve as a barometer for pro-
gram performance but are not the definitive
ratings. The official numbers are those pub-
lished biweekly in the so-called Pocketpiece.
See also Pocketpiece.

“FAT ALBERT AND THE COSBY KIDS”
— animated CBS children’s series intro-
duced in the fall of 1972, acclaimed for at-
tempting to promote prosocial values
through juvenile situation comedies. It was
also a landmark show in minority program-
ing, since its principal characters were black.
Hosted by comedian Bill Cosby, the series
was based on his monologue routines about
the kids he grew up with, one of whom was
known as Fat Albert. Created in response to
mounting criticism over exploitative pro-
grams for children, Fat Albert was designed
for affective rather than cognitive learning
and dealt with themes on human feelings,
personal relationships and ethics and values.
It proved to be very popular with children of
all races, and CBS social research found that
the prosocial messages usually got through.
Fat Albert was produced by Lou Scheimer
and Norm Prescott of Filmation Associates.

FATES, GIL — executive producer for
Goodson-Todman of What’s My Line?, To
Tell the Truth and I've Got a Secret during
the 50s. Earlier he produced Stop the Music
and The Faye Emerson Show.

“FATHER KNOWS BEST” — a classic fam-

' ily situation comedy of the 50s starring Rob-

ert Young, a noted film actor, as the sensible
head of a purportedly normal middle-class
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American family. It played on all three net-
works, premiering on CBS Oct. 3, 1954, then
switching the following year to NBC, return-
ing to CBS from 1958 to 1962, and continuing
in reruns for one season on ABC. The films
subsequently went into syndication.

Jane Wyatt portrayed Young’s wife, and the
children were played by Elinor Donahue,
Billy Gray and Lauren Chapin. It was pro-
duced by Young’s own company, Rodney-
Young Productions.

“FATHER OF THE BRIDE” — CBS situa-
tion comedy (1961-62) based on the movie
and the book of that title, which featured
Leon Ames, Ruth Warwick, Myrna Fahey and
Bert Metcalfe. It was by MGM-TV.

FAULK, JOHN HENRY — folk raconteur
and television personality victimized by the
anticommunist crusaders of the 50s. His suc-
cessful suit for libel contributed to ending the
blacklist practices and purges for subversives
in the entertainment industries.

In 1956 Faulk was elected a vice-president
of the New York chapter of AFTRA, the per-
formers’ union, on a platform which deplored
the activities of Aware Inc., one of the organi-
zations leading the purge in broadcasting.
Aware then issued one of its bulletins, citing
Faulk for “communist activities.” Although
he had been enjoying popularity on both
radio and TV, Faulk immediately began los-
ing sponsor support and soon was released by
CBS-TV from his panel show. He sued Aware
and its principals, Vincent W. - Hartnett and
Lawrence Johnson, in June 1956. With a con-
tribution of $7,500 from Edward R. Murrow
(who called it “an investment in America”),
he hired the famed Louis Nizer as his lawyer.

For six years, until the case was decided,
Faulk found he was unemployable. Proving
in court that the charges made against him by
Aware had been either false or based distort-
edly on half-truths — and with witnesses
from the industry testifying to the threats and
fear tactics used by the organization to
achieve the boycott of an entertainer —
Faulk, in June 1962, was awarded damages of
$3.5-million. It was the largest judgment ever
returned in a libel suit, although it was subse-
quently reduced by the courts.

In 1976, CBS presented a 90-minute dra-
matization of Faulk’s book, Fear on Trial,
with George C. Scott as Nizer.

“FAY” — short-lived NBC situation comedy
(1975) created as a vehicle for Lee Grant; it
stirred a controversy when the network is-
sued a cancellation notice after the fourth ep-
isode because its ratings were inadequate. On
the Tonight show, Miss Grant protested both
the hasty decision and the fact that NBC
scheduled the program in family hour, forc-
ing the sophisticated dialogue to be tem-
pered. Fay concerned a fortyish divorcee de-
termined to make a new life for herself, while
her ex-husband continues to bob into the pic-
ture. The following summer NBC slotted the
previously unexposed episodes outside of
family time with a favorable lead-in, but Fay
failed again to find an audience. -

Featured were Audra Lindley, Joe Silver,
Stewart Moss and Norman Alden. The series
was by Danny Thomas Productions and Uni-
versal TV.

The FBI: Efrem Zimbalist, Jr.

“FBI, THE” — series dramatizing FBI inves-
tigations of crime and subversion, based to
some extent on cases from the agency’s files.
It became a Sunday night mainstay on ABC
for eight seasons after its premiere in 1965.
Initially, the program was sponsored by Ford,
to offset the successful Chevrolet-sponsored
Sunday night show Bonanza. Automobiles
were used abundantly in the series, and most
of them were Ford models. Additionally,
since the series concerned the workings of a
sacred federal agency, the violence employed
in the stories was held by some in Congress to
be above reproach. A total of 234 episodes
were produced by QM Productions and
Warner Bros., with a cast headed by Efrem
Zimbalist, Jr., William Reynolds and Philip
Abbott.
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FCBA (FEDERAL COMMUNICATIONS
BAR ASSN.) — organization of lawyers spe-
cializing in communications law, many of
them alumni of the FCC., It functions both as
a trade association and as the auspices for
forums on major communications issues.
Founded in 1936, two years after the FRC
became the FCC, it has today around 800
members, all of whom practice before the
commission. On occasion the association has
assisted the FCC, such as in providing ideas
for the streamlining of the commission’s ad-
judicatory proceedings.

FCC FEES — a schedule of charges set by
the commission in 1970 so that the industries
it regulates would cover the costs of operat-
ing the agency. But in 1976, the U.S. Court of
Appeals for the District of Columbia ruled
that the fees were improperly levied and that
the basis on which they were collected
amounted to taxation. Acting on suits by the
NAB, Capital Cities Broadcasting, NCTA and
a group of common carriers, the court cited
the Supreme Court’s ruling in March 1974
that the FCC had been collecting fees in an
illegal manner when it based their apportion-
ment on recovering all its budget. Both courts
held that the fees charged had to reflect only
the direct benefits realized by those receiving
them.

After the Supreme Court’s ruling, the FCC
issued a new schedule in 1975 with expecta-
tions of bringing in slightly more than one-
third of the commission’s annual budget of
approximately $45 million. Television sta-
tions were charged annually 4.25 times their
highest 30-second sport rate, or a minimum of
$100, for regulatory services.

The Court of Appeals struck that down,
saying that the FCC should base its charges
on itemized services and that it should dem-
onstrate the actual costs of those services. The
commission was left in a quandary on how to
process refunds for the fees collected since
1970. After the court’s ruling, it suspended all
license fees, including those for the use of
citizen’s band radio.

FCC PROGRAM POLICY STATEMENT,
1960 — guidelines for programing in the
public interest issued by the FCC in July
1960, four years after the controversy over
the Blue Book report, which had attempted
in broad strokes to define program standards
that would bear on license renewals. The

1960 policy statement raised no controversy
because the commission made it plain that it
would not use the program areas outlined as
a definition of service in the public interest
for license-renewal purposes.

In fact, the Policy Statement was wel-
comed by broadcasters, not only because it
waffled on the question of a licensee’s respon-
sibility but because it challenged the Blue'
Book by declaring that sustaining programs
did not constitute, per se, a better service in
the public interest than sponsored programs.
Without specifying percentages or suggesting
that these should be elements of a complete
programing plan, the commission listed the
following as usually necessary to meet the
public interest:

. Programs that provide opportunity for self-

expression, programs for children, religious
programs, educational programs, public
affairs programs, editorials, political broad-
casts, news programs, agricultural programs,
weather and market reports, sports pro-
grams, entertainment programs, service to
minority groups and, overall, the develop-
ment and employment of local talent. See
also Blue Book.

FCC V. WOKO [329 U.S. 223 (1946)] —
case in which the Supreme Court held that a
licensee that misrepresents its ownership to
the FCC may have its license revoked despite
satisfactory broadcasting over a period of
years.

WOKO Inc. satisfactorily operated a radio
station in Albany, N.Y., for 12 years. About
one-fourth of its capital stock was owned by a
Mr. Pickard who was a vice-president of CBS.
Pickard secured a CBS affiliation for WOKO
but wished his ownership of the stock to re-
main a secret. In each application to the FCC,
in which it was required to list its sharehold-
ers, WOKO concealed the participation of
Pickard.

But the commission eventually learned of
it, and with the next license-renewal applica-
tion held that the misrepresentation dis-
qualified WOXO from holding a broadcast li-
cense. The station appealed, and the D.C.
Court of Appeals reversed, saying that the
denial of renewal was too drastic a penalty to
enforce upon innocent shareholders.

The FCC appealed to the Supreme Court,
which reversed the Court of Appeals, noting
that the Communications Act and the FCC
required all applicants to provide informa-
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tion about ownership under oath or affirma-
tion. Nowhere could the Court find any indi-
cation that thestatuterequired misrepresenta-
tion to be material. “The fact of concealment
may be more significant than the facts con-
cealed,” the Court stated.

FEATURE — a feature film, usually pre-
ferred in the trade to the term mouvie.

FEDDERSON, DON — one of the most suc-
cessful packagers of family situation comedies
through the 50s and 60s. He was producer of
Do You Trust Your Wife and The Millionaire,
then had a string of sitcoms for which he was
executive producer, including My Three
Sons, To Rome with Love, Family Affair and
The Smith Family. He was also consultant to
the Lawrence Welk Show and has distributed
that series since it went into syndication.

FEDERAL COMMUNIC