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FOREWORD

When the study that has become Tube of Plenty was begun de-
cades ago, the subject—television—was seen as offspring of an “en-
tertainment” heritage devoted to enlivening idle hours. Not for one
moment, in the intervening years, has the subject sat still for its
portrait. Taking over all hours, it has seized jurisdiction over far
more than entertainment. Its exponents have mushroomed into huge
industries powered by arcane technologies addicted to sudden, quan-
tum changes. The upheavals continue.

The patterns made in vacuum tubes by fusillades of electrons
have meanwhile imprinted themselves on the lives and institutions
of people, nations, and the world at large. The swirling dots have
become an arena in which countless contending interests conduct
symbolic shadow warfare in fable and song even as flesh-and-blood
gladiators in parliament, battlefield, courtroom, and stadium con-
tinue their ceaseless struggles. Amid the phantasmagoria of shadow
and substance, some see the planet working out its destiny.

Substantially updated as well as condensed, Tube of Plenty in-
cludes material originally presented in the three-volume History of
Broadcasting in the United States. Readers wishing the more exten-
sive account of the early decades should consult the original vol-
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umes with their ample footnotes, bibliographies, and appendices: 4
Tower in Babel, which carried the story to 1933; The Golden
Web, on the years 1933-53; and The Iinage Empire, dealing with
the years 1953-70. Further aspects of the story are covered in The
Sponsor: Notes on a Modern Potentate.

Tube of Plenty, encompassing the full history in a more rapid
chronicle, stresses the emergence of television as a dominant factor
in American life and in American influence throughout the world.

Fair Haven, Vermont E.B.
October 1989 '
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“Such is the stock I spring from.”
PLAUTUS
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1877 prophecy: “Terrors of the Telephone.” New York Daily Graphic
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Long before television, long before the broadcasting era, some of
their possibilities were glimpsed. When Alexander Graham Bell be-
gan exhibiting his telephone in 1876, his demonstrations provoked
diverse and extravagant visions. An artist in the New York Daily
Graphic depicted what he called “Terrors of the Telephone.” He
showed an orator at a microphone heard by groups of people around
the world.

About the same time a popular song, “The Wondrous Tele-
phone,” published in St. Louis, described future delights in these
terms:

You stay at home and listen
To the lecture in the hall,
And hear the strains of music
From a fascinating ball!

Almost immediately afterwards, others took a dramatic further
leap. Bell had described the telephone as an apparatus for transmit-
ting sounds “telegraphically,” and had based his device on study of
the ear. If people could hear “telegraphically,” would they not soon
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1879 prediction: televised sports—by Du Maurier. Punch

also see “telegraphically”—by a device based on study of the eye?
Instruments for doing so were soon imagined by many, and given
various names, including telephonoscope—i.c., a telephone transmit-
dng sound and picture. In 1879, in Punch, the artist and writer
George du Maurier portrayed such an instrument. He showed a
couple by a fireplace, watching a tennis match on a screen above
the mantle; they could communicate vocally with the players.
Three years later the French artist Albert Robida drew a series
of pictures that embodied more startling predictions. Families of
the future would, as he saw it, watch a distant war from the com-
fort of the living room. In his imagination, the screen on the wall
would also allow people to take courses taught by a faraway teacher.
And it would enable the housewife to survey goods for sale, and
her husband to watch a girlie show—all from the comfort of home.
Surprisingly, laboratory steps toward such ideas followed almost
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1882 forecast: watching a war—by Robida. Bettman Archive

at once. One step came in 1884, when the German Paul Nipkow
devised the “Nipkow disk”—a rotating disk with perforations ar-
ranged in a spiral pattern. A beam of light shining through these
perforations, as the disk revolved, caused pinpoints of light to per-
form a rapid “scanning” movement, like the movement of eyes back
and forth across a printed page. The device was at once seen as a
way of transmitting pictures by wire, in the form of a series of dots
of varying intensity. The Nipkow disk remained for decades the
basis for experiments in the transmission of images—both still pic-
tures and moving pictures.

The company formed by Bell was rife with such visions, all seen
as emanations of the telephone. The company soon concentrated
on something more immediately profitable—providing facilities for
two-way conversation. But the visions continued to stir investiga-
tors—at Bell laboratories and elsewhere—and won new voltage from
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related bursts of invention, such as the advent of the phonograph in
1878, the peepshow kinetoscope in 1894, the cinématographe in
1895; and, almost simultaneously, the invention of wireless, soon
followed by that of radio.

Each of these had its meteoric rise; each also belongs in the pre-
history of television. Television in the United States has been
shaped to a considerable extent by events in these older, related
media. The interrelationships are part of our story.

Individually, their histories show striking parallels. All stemmed
mainly from work of individual experimenters—not corporation
laboratories—and seem, in this respect, to reflect an age now van-
ishing. All won attention as toys, hobbies, or fairground curiosities.
Yet the patents soon became corporation assets and the subject of
violent patent wars and monopoly litigation. More than that, they
became stakes in international struggles between military-industrial
complexes. Each in turn was felt to have a pervasive and unsettling
social impact, not readily defined.

The transition pattern is dramatically exemplified by the story of
the boy-inventor Marconi, whose bedroom tinkerings led in a few
short years, via entertainment ballyhoo, to the councils of armies
and navies, the formation of the Radio Corporation of America,
mammoth antitrust struggles, and the creation of worldwide tele-
vision systems.

BLACK BOX NO.

Guglielmo Marconi, born in 1874, was the son of a well-to-do Ital-
ian gentleman and a much younger Irish girl who had run away
from home to marry him. The boy grew up on his father’s estate
near Bologna—a thin, intense youth, spending hours in his third-
floor room, experimenting. His father was annoyed by the boy’s
seclusiveness.

In 1894-95 his experiments concerned radio waves, then known
as “Hertzian waves.” The scientist Heinrich Hertz had shown how
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to actuate such waves—with a spark leaping across a gap—and how
to detect them. It was widely felt that the waves could, in some
way, be used to communicate across large distances, but no one had
figured out how. Guglielmo, an avid reader of electrical journals,
knew that famous scientists throughout Europe were working on
the problem—Oliver Lodge in England, Alexander Popov in Rus-
sia, Adolphus Slaby in Germany, Edouard Branley in France. The
awareness drove Guglielmo on, like someone possessed. He failed to
appear at meals. His mother took to leaving trays upstairs outside
his locked door. The father fumed; Guglielmo seemed to be wasting
irreplaceable years.

In due time he could, via radio waves, ring a bell across the room,
or even downstairs. The family was properly amazed, but not sure
of the significance. He then moved the experiments outdoors, to try
for larger distances. He broke the emissions into short and long pe-
riods—dots and dashes, using a Morse telegraph key. After a time he
devised something he called an “antenna,” and a grounding at each
end of the operation; these seemed to be valuable additions. At first,
successful reception could be signaled by the wave of a handker-
chief, but this was inadequate when the question became: would
the messages pass through hills, woods, and other obstacles? For
such tests, a local farmer and carpenter helped, lugging the antenna
over a distant hill, armed with a rifle. After they had disappeared
over the rim, Guglielmo began sending from his upstairs room. A
rifle shot rang out from the distance.

The father began to take things seriously. With advice from a
pansh priest and the family doctor, a letter was written to the Ital-
ian Minister of Post and Telegraph about the invention. When the
reply came, saying the government was not interested, his mother
made a quick, remarkable decision: she and Guglielmo would take
the invention to England. Perhaps she longed to visit her homeland;
in any case, she could not have decided more shrewdly. For the
scattered British empire, held together by thin lines of ships and
threads of ocean cable, such a means of communication had obvious
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attractions. Britain’s virtual control of ocean cables, important as it
was, was of uncertain military value; what would become of them
in time of war was not yet known.

Early in 1896 young Marconi carefully packed and locked the
black box that held the invention, and they set sail. In England the
black box at once stirred the suspicion of customs officials. Two
years earlier the French President had been killed by an Italian an-
archist. In the black box were wires, batteries, and tubes with metal
filings. Smashing it seemed wisest, and this they did; Guglielmo had
to begin his English visit by reconstructing his invention. But good
fortune awaited him. The mother’s relatives got him in touch with
the chief engineer of telegraphs in the British Post Office, Sir Wil-
liam Preece, who had himself experimented with wireless and could
appreciate what young Marconi had accomplished. Tests on Salis-
bury plain began at a hundred yards but soon went to nine miles.
Marconi later recalled: “The calm of my life ended then.”

In 1897 a British corporation was formed, backed by a powerful
group and capitalized at £ 100,000. Marconi, aged 23, received half
the stock and £ 15,000 in cash. He became one of six directors, in
charge of development.

For years the pace of events did not slacken. Off the British
coast, signals were sent long distances from ship to shore, and from
ship to ship, penetrating fog and rain. The tests caused international
excitement. Foreign observers arrived, especially army and navy
observers—from France, Germany, Russia, Italy. The equipping of
lighthouses and British warships began. The French navy became
interested. But the Marconi directors had other priorities: they
wanted first to approach the American navy.

An invitation from the New York Herald provided the occasion.
The Herald wanted Marconi for a spectacular sports exploit: he
was to provide a minute-by-minute account of the America’s Cup
Race scheduled for October 1899. The Herald planned to have de-
tails of the race in print before the ships even returned to port; it
would be the journalistic scoop of the year. Marconi accepted the
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Marconi and his black box. Smithsonian

invitation. In the course of the sports gala, there would be military
discussions.

It happened to be an ideal moment for such overtures. As Mar-
coni landed in New York in September 1899, the city was pre-
paring a welcome not for him—nor for Sir Thomas Lipton, the cup
challenger, arriving with his Shanrock—but for the hero of Manila
Bay, Admiral George Dewey. It was an hour bursting with mani-
fest destiny. The Spanish-American War had suddenly made the
United States an empire with overseas possessions. There were pro-
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testers, including William Jennings Bryan and the Anti-Imperialist
League, but they were widely assailed for wanting a “small” instead
of a “big” America. The prevailing mood was muscular; navy and
army appropriations were sliding swiftly through Congress. People
with overseas interests were not averse. Protected bases, harbors,
coaling stations were needed by a great and expanding power, and
such a nation would—like the British empire—have to think about
communication. In the “splendid little war,” as Secretary of State
John Hay had called it, there had been difficulties in communica-
tion. According to navy annals, it had been splendid within naval
squadrons but unsatisfactory between army and navy, and between
the field forces and Washington. To inform Washington headquar-
ters of his victory and subsequent actions at Manila, Admiral Dewey
had had to send dispatch boats to Hong Kong, whence the news
was telegraphed over British-controlled cables via the Indian Ocean,
the Red Sea, the Mediterranean, and the Atlantic Ocean. Presum-
ably London knew all the facts before Washington did. Somehow
this didn’t fit with the new world posture. At this juncture Gugli-
elmo Marconi arrived in America.

The victory of the Columbia over the Shamrock—“reported by
wireless!”—was duly proclaimed in Herald headlines. The hour
seemed to belong to the sporting world, but other events were in
process. After the races came special tests for the navy; also, his-
toric legal business. On November 22, 1899, the Marconi Wireless
Company of America (“American Marconi”) was incorporated
under the laws of New Jersey, to exploit Marconi patents in the
United States and various possessions including Cuba. Authorized
capital of $10,000,000 was covered by two million shares with a par
value of §5. Many of these shares went back to England, 365,000
being held by the parent firm.

A United States boom in the manufacture of wireless equipment,
for commercial and military shipping and shore installations, quickly
developed. American Marconi inevitably led the way, but soon had
rivals. The fact that it was a subsidiary of a British company was
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irksome to the navy. American Marconi was looked on as a British
device for extending to wireless the control already exercised over
ocean cables. Ideas for wresting American Marconi from British
control were soon discussed in Washington. In due time they bore
fruit.

VOICES IN THE ETHER

Wireless soon became a popular mania. Wireless clubs erupted.
Wireless became a favorite theme of fiction and nonfiction. It was
noisily demonstrated at fairs. Wireless amateurs or “hams” began
to fill the air with code. The life-saving aspects of wireless were
constantly discussed, but the excitement also dovetailed with the
needs of trade, the zeal for empire, and the burgeoning of military
budgets.

The spirit of the time was symbolized by the hasty departure of
Marconi for England after his American triumphs. It was explained
that he was needed for advice on wireless apparatus for the Boer
War. It was soon learned that the British found the Boers also using
wireless. Captured apparatus has apparently been made in Ger-
many, and was similar in design to Marconi equipment.

In the United States, competitors challenging the Marconi leader-
ship included two enterprises likewise stemming from individual ex-
perimenters. Both were obsessed with the desire to replace dots and
dashes with the human voice.

One was Reginald Aubrey Fessenden, a Canadian who had taught
electrical engineering in Pittsburgh, had worked for Westinghouse,
and in 1goo began wireless experiments for the weather bureau of
the U.S. Department of Agriculture. Backers then helped him start
his own National Electric Signaling Company, experimenting at
Brant Rock, Mass., and concentrating on voice transmission—desig-
nated by such terms as “wireless telephone,” “radio telephone,” “ra-
diophone,” and “radio.” Instead of sending an interrupted wave or
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series of bursts, as Marconi did, Fessenden’s idea was to send a con-
tinuous wave, on which voice would be superimposed as variations
or modulations. This idea, at first seen as a heresy, became funda-
mental to radio.

Limited success came as early as 1901, but the experiments reached
a climax on Christmas Eve, 1906. Ship wireless operators over a
wide area of the Atlantic, sitting with earphones to head, alert to
the crackling of distant dots and dashes, were startled to hear a
woman singing; then a violin playing; then a man reading passages
from Luke. It was considered uncanny; wireless rooms were soon
crowded with the curious. The phenomenon was identified as
coming from Brant Rock; those who heard it were asked to no-
tify Fessenden. Later Fessenden tests were heard as far away as the
West Indies, on banana boats of the United Fruit Company.

United Fruit, which found wireless valuable for coordinating far-
flung plantations and directing cargoes to profitable markets, made
equipment purchases from Fessenden, but later formed its own
equipment subsidiary, and acquired a number of patents. It special-
ized in “crystal detectors”—utilizing the discovery that various
kinds of crystals could, in some mysterious way, “detect” radio
waves and turn them into electrical currents, if touched in the right
spot with a thin wire or “cat’s whisker”—as amateurs liked to call it.

Fessenden sold equipment also to the navy, but he was generally
in financial straits. Navy officials considered him irascible and hard
to deal with; he found them unreasonable. His company collapsed
in a few years; his remaining patents were later acquired by West-
inghouse.

Lee de Forest, like Fessenden, was dedicated to voice transmis-
sion. After his studies, which began with religion but switched to
science, he got a job in Chicago with Western Electric, equipment
subsidiary of the American Telephone and Telegraph Company,
the heir to Bell’s work. De Forest then began his own experiments
in his rented bedroom. He eventually brought voice transmission to
a new stage of development with his “Audion” tube, patented in
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Fessenden micro-
phone—ca. 1907.
Smithsonian
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1907. A glass-bulb detector of radio waves—also capable, as was
later shown, of amplifying and generating radio waves—it was an
extension of work done by John Ambrose Fleming for the Marconi
company in England, and was ultimately descended from Edison’s
electric light bulb. The extraordinary Audion became the founda-
tion of the electronics industry—a Pandora’s tube of endless ramifi-
cations. As detector it outperformed the crystal, but was expensive,
For most amateur experimenters, the crystal remained standard—
the poor man’s Audion.

De Forest, to demonstrate and refine his Audion, immediately be-
gan “broadcasts” in New York, using phonograph records and also
inviting singers to his laboratory for tests. In 1908 he performed
similar demonstrations from the Eiffel Tower in Paris. In 1910,
back in New York, he broadcast Enrico Caruso from the Metro-
politan Opera stage. By 1916 he was broadcasting in New York on
a fairly regular schedule, which included several innovations: a
broadcast speech by his mother-in-law, demanding votes for women;
and the 1916 presidential election returns, read from newspapers
and—based on their misinformation—announcing the election of
Charles Evans Hughes as President.

De Forest, son of a minister, had a sense of mission about all this.
From his college days on, he wrote a diary in florid, sometimes bib-
lical style, rebuking himself for time lost. “The morning wasted,
bitterly will its hours be craved, but no tears of remorse avail to
bring back one golden moment.” He seemed to see himself as a pil-
grim, struggling upward through severe trials, occasionally trium-
phant. “Unwittingly then,” he wrote after his early work on the
Audion, “had I discovered an invisible Empire of the Air.”

Like Fessenden, De Forest made sales to the navy, and at times
appeared firmly established. But he too was underfinanced, and a
constant prey to promoters who wanted him to stage spectacular
demonstrations in order to sell stock. Their manipulations kept De
Forest in legal as well as financial hot water. And his obsession with
“broadcasting,” which seemed to hold no economic promise, was
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widely considered indicative of an impractical nature—although it
roused the enthusiasm of the “hams.”

On the eve of World War I, the air was a chaos of crackling
codes, voices, and music. Under a 1912 law, transmission required
a government license, but this had not reduced the chaos, and the
law was in any case widely ignored. Much of the transmission was
army and navy communication, relating to training and maneuvers.
Another large part was contributed by the irrepressible amateurs,
already numbering thousands, who were anathema to the military;
their chatter was said to interfere with military communication.
They were even accused of sending fake orders to navy ships, pur-
portedly from admirals. Another part of the transmission was re-
lated to technical experimentation—by individual inventors, uni-
versities, government agencies, corporations. It already included
experiments in the transmission of images, which, like radio, had
acquired a variety of names: “visual wireless,” “visual radio,” “elec-
tric vision,” and even “television”—a term used in an American
journal—Scientific American—as early as June 1907. Most theories
and experiments were based on the Nipkow disk. This was seen as
the key to transmission of still pictures—“facsimile” transmission—
and eventually to television, which was seen as a speeding-up of the
same process.

Prominent among experimenting corporations was the American
Telephone and Telegraph Company. Alarmed by the rise of Amer-
ican Marconi, which seemed to pose a threat to its own domain,
AT&T bought various patents of De Forest, at a time when the lat-
ter was on the verge of bankruptcy. AT&T prepared for a possibly
wireless telephonic era, and also became an early “visual wireless”
experimenter.

But American Marconi still forged ahead. In 1912 it had won
world attention when a young Marconi operator, 21-year-old Da-
vid Sarnoff, picked up faint signals: “S. S. Titanic ran into iceberg.
Sinking fast.” He alerted other ships in the area, and informed the
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press. Accounts of how he stuck to his telegraph key, relaying
news of survivors to countless anxious relatives, acquired over
the years a legendary quality that seemed to fit his life story.
Since the age of ten he had been the main support of his immi-
grant Russian family. Having won a foothold at American Marconi
as an office boy, Sarnoff became within a few years its commercial
manager. As American Marconi grew, he grew with it. He was,
heart and soul, a company man. And the company was turning into
big business, and winning government contracts—in spite of navy
misgivings.

Other corporations increasingly active in experiments were Gen-
eral Electric and Westinghouse. By the time World War I began,
both held significant patents. And with the outbreak of war, they
suddenly emerged as dominant forces in the field—for a curious but
compelling reason: they had assembly lines that could turn out elec-
tric light bulbs by the thousands—or, with modifications, glass vac-
uum tubes for radio. And the military suddenly needed vacuum
tubes by the thousands. They wanted transmitters and receivers for
ships, airplanes, automobiles. They wanted “pack transmitters” and
“trench transmitters,” using barbed wire as antennae. They wanted
electronic submarine detectors, radio direction finders, and equip-
ment for recording and study of code transmissions. And all this
equipment required vacuum tubes.

A few years earlier, experimental radio tubes had been made one
at a time by a glassblower, with others looking over his shoulder,
offering suggestions. Now they were in mass production. At one
point the Signal Corps placed a single order for 80,000 tubes.

The result of all this was a vast, coordinated production of radio
equipment, with the navy as chief coordinator. Under its guiding
hand, enormous technical progress was made. All patent claims
were set aside for the duration of the war under government war
powers, to be adjudicated later; as Assistant Secretary of the Navy,
Franklin D. Roosevelt signed the order. With United States entry
into the war, all amateurs were ruled off the air; their equipment
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World War I radio receiver SCR 70—made by Westinghouse.
Signal Corps Museum, U.S. Army

was to be sealed. The bothersome interference was finally gone.
The government took control of all privately owned shore instal-
lations—most of which were American Marconi stations.

In the official History of Conmmnications—Electronics in the
United States Navy the period of World War I is referred to as the
“Golden Age.” Radio was used for coordination and intelligence,
and eventually for propaganda. As the war approached its climax,
most parts of the world heard Wilson’s Fourteen Points broadcast
again and again from numerous transmitters, some of transoceanic
power.

So euphoric was the navy about its wartime achievements that it
announced, immediately after the armistice, a dramatic proposal. It
recommended that there be a monopoly in radio—a navy monopoly.
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WE NEED A MONOPOLY

The proposal took the form of legislation, submitted to Congress in
the fall of 1918. Hearings began.

In many countries, government was taking control of the devel-
opment of wireless and radio—including “visual radio.” In many
places the closeness of enemy borders, and the economic prostra-
tion left by war, were factors in the move. Although such factors
were not decisive in the United States, the navy felt that the policy
should be adopted here also, and that the navy was its natural cus-
todian. At congressional committee hearings in December 1918,
Secretary of the Navy Josephus Daniels testified:

. . . the passage of this bill will secure for all time to the Navy De-
partment the control of radio in the United States, and will enable
the navy to continue the splendid work it has carried out during
the war.

A return to the prewar free-for-all seemed to him unthinkable. The
Secretary did not shrink, under questioning, from the monopoly
implications of his proposal.

. . it is my profound conviction and is the conviction of every
person I have talked with in this country and abroad who had
studied this question that it must be 2 monopoly. It is up to the
Congress to say whether it is 2 monopoly for the government or a
monopoly for a company. . . .

The U.S. State Department enthusiastically endorsed the bill. The
army also urged a government monopoly, though demurring at the
idea of navy supervision.

In spite of this impressive backing, vociferous opposition devel-
oped. It came largely from the amateurs, who were beginning to
unpack their sealed equipment and return to the air. In spite of their
lowly status, they managed to stir up a hullabaloo. At the hearings
their spokesman, Hiram Percy Maxim, president of the American
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Radio Relay League, pointed out that the navy achievements in ra-
dio had been made possible by those same amateurs, who by tens of
thousands had poured into war communication. Now these men
were leaving the armed forces; the navy’s expectations of continued
glory were therefore, said Maxim, illusory. The men needed for the
work would not be there. They would be back home, looking for
new ways to apply their special knowledge. “We block the ambi-
tion of over 100,000 of the best brains we possess to apply their ef-
forts in that field in which they most want to work.” In 1917, when
all amateur equipment had been sealed, 8,562 had held licenses to
transmit; but according to Maxim, 125,000 owned receiving equip-
ment.

Congressman William S. Greene of Massachusetts was among
those joining Maxim’s protests. By what right did the backers of the
bill so cavalierly flout the antitrust laws? “I have never heard before
that it was necessary for one person to own all the air in order to
breathe. . . . Having just won a fight against autocracy, we would
start an autocratic movement with this bill.” Amid such protests the
bill was tabled and died.

But the navy was not finished. If its first choice, a navy monop-
oly, was ruled out, it would push for its second choice—a private
monopoly in congenial hands. This time it had greater success.

On October 17, 1919, a new corporation was formed: the Radio
Corporation of America. At first an empty shell, it became within
months the dominant power in the electronic world. It was, to be-
gin with, American Marconi—expropriated and Americanized. But
it was also more: it represented virtually all important patents in the
field.

The phenomenon was accomplished by swift and skillful maneu-
vers. After urgent discussions between the U.S. Navy Department
and General Electric, mainly led by.Rear Admiral W. H. G. Bul-
lard of the navy and Owen D. Young of General Electric, arrange-
ments were made to incorporate RCA—for the moment, a paper
creation. The articles of incorporation provided that only United
States citizens might be directors or officers; also, that not more than
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20 per cent of the stock could be held by foreigners. A United
States government representative was to sit with the board.

Now American Marconi was invited to transfer all its assets and
operations to the new company. Individual stockholders would be
asked to accept RCA shares in place of American Marconi shares.
GE proposed to buy the approximately 365,000 shares held by Brit-
ish Marconi.

The Marconi interests had virtually no choice but to accept the
plan. Almost all land stations of American Marconi were still in
United States government hands. The attitude of the Navy De-
partment indicated that they would not be returned to a British-
dominated company. Nor could such a company expect future
government contracts. On the other hand, a government-sponsored
RCA could expect to be a government favorite. To individual
stockholders this would be important. In addition, a strong RCA
might in the long run be a more valuable ally to British Marconi
than a weak American Marconi. Scarcely a month after the crea-
tion of RCA, American Marconi—with the approval of its stock-
holders—transferred all its assets and obligations to the new com-
pany. Owen D. Young became RCA board chairman; Admiral
Bullard became the government representative who would sit with
the board.

GE now replaced British Marconi as parent company, but within
months three other American corporations became GE partners in
the venture: AT&T, United Fruit, Westinghouse. Each placed its
many patents in the common pool, which they would jointly con-
trol; it represented a total of some two thousand electronic patents.
Each acquired a block of RCA stock and representation on the
board. By 1921 they owned RCA stock in the following pro-
portions:

COMMON PREFERRED TOTAL PER CENT
GE 2,364,826 620,800 2,985,626 30.1%
Westinghouse 1,000,000 1,000,000 2,000,000 20.6%
AT&T 500,000 §00,000 1,000,000 10.3%

United Fruit 200,000 200,000 400,000 41%
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A fabulous power concentration had thus emerged from the little
black box of Guglielmo Marconi. It seemed certain to control fu-
ture developments in the world of the cther, and all ramifications
of the vacuum tube. The partners, insofar as they could foresee the
future of the electronic world, divided it between them.

Through the cross-licensing arrangement each was fortifying its
position in its own fields of interest; through RCA each would also
share in the control of new dominions. _

Even in its infancy, RCA took a leading role in international
communication. Acquiring American Marconi shore installations,
it began sending messages to England at 17 cents a word, undercut-
ting the cable rate of 25 cents a word. It arranged a consortium of
telegraph interests in Latin America, with ultimate authority in
United States hands—an extension of the Monroe Doctrine, Owen
D. Young called it. It began negotiating for rights in China and else-
where. A dominant American role in international message services
was thus an almost instant achievement.

It had been mainly for this that RCA—in 1919—had been created.
That other electronic empires would immediately open before
them was scarcely guessed by the incorporators. But even as they
shaped their alliance, strange events exploded. With startling sud-
denness, the broadcasting era began. Touched off late in 1920, it
became within a year a mania and a bonanza. The RCA allies, pat-
ent-rich, seemed in an unchallengeable position to control the de-
velopment—in radio and soon afterwards in television.

Events did not quite follow this expectation—not precisely. De-
velopments came so fast that the arrangements of the allies were
soon obsolete. As unanticipated conflicts arose, the allies quarreled
bitterly over their division of the world. At the same time, their
very power made the alliance a target—for would-be competitors
and government trust-busters. For although RCA had been formed
with the prodding of high government officials, there was much
about it that seemed to defy the Sherman and Clayton antitrust acts.
Antimonopoly rumblings soon stirred.

Early in the negotiations that created RCA, Owen D. Young had
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suggested to Secretary of the Navy Josephus Daniels that Congress
be asked to approve a government charter, specifically authorizing
a monopoly in radio. Daniels, though favoring the monopoly idea,
doubted that Congress would be sympathetic. A different strategy
was therefore adopted: the fait accompli. The issue would, if neces-
sary, be faced some other day.

Perhaps soon. As the broadcasting fever spread, transmitter tow-
ers were shooting up throughout the country. Diverse receiving
equipment appeared on store counters, and eager crowds lined up
to buy. Television experimentation quickened. Behind all this was
that old anarchic force, the “more than 100,000” amateurs cham-
pioned by Hiram Percy Maxim, most of whom were back from
military service. If they were aware that the RCA partners had di-
vided up the electronic world, they showed no sign of it. They
were going vigorously into action. RCA and its corporate owners
felt their patents were being pillaged. They prepared for battle
with the trouble-makers—even while battling each other. Chaos
seemed likely, but one thing was clear. New levers of power were
in the making.
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“It is a wise father that knows his own child.”
SHAKESPEARE



Scanner with “Nipkow disk”—as used by General Electric in experiments of
1920’s. Smithsonian



The excitement that exploded in 1920 was a nationwide eruption,
but activities in Pittsburgh were especially decisive.

For the Westinghouse company, the halt in war production had
created a bleak outlook. As government contracts for transmitters,
receivers, and vacuum tubes ended, the company searched for ways
to use its idled production equipment, but for a time found none.
When its rival GE, by forming RCA, seemed set to take a dominant
role in international communication, Westinghouse was not at first
included in the venture. One Westinghouse researcher, Vladimir
K. Zworykin, who had been a communication specialist in the
Czarist army and had participated in television experiments in Rus-
sia, asked for permission to pursue these. Permission was given, but
with reluctance; financial returns seemed remote.

A turn in the Westinghouse fortunes came from an unexpected
quarter—the world of the amateur. Frank Conrad, a valued West-
inghouse researcher, had been prominent in carrying out the gov-
ernment contracts: he had supervised manufacture of the SCR-69
and SCR-70, compact receivers made for the Signal Corps, as well
as army and navy transmitters. After the war he had been trans-
ferred to making electrical switches. But Conrad was also a prewar
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amateur; even as the radio work collapsed at Westinghouse, he un-
packed his amateur gear and resumed his hobby. From a workshop
over his garage in Wilkinsburg, outside Pittsburgh, he broadcast
phonograph music and talked with other amateurs, using his old
call letters 8XK. Thanks to his war contract work, he now had up-
to-date vacuum tubes. Letters from other amateurs praised the qual-
ity of his transmissions, and sometimes requested particular musical
numbers. Evening phonograph “concerts” from the Wilkinsburg
garage became a regular feature—on Saturdays and sometimes week-
days. Conrad’s sons Francis and Crawford and various friends be-
gan to participate. A newspaper item of May 2, 1920, mentioned a
piano solo by Francis Conrad, for which a wire was stretched from
the house to the garage so that the music could be “sent into the
ether by the radiophone apparatus located there.”

So far, the activity in Wilkinsburg was not new, nor unique. It
followed prewar precedents set by De Forest and others, and simi-
lar activities were going on elsewhere. In Madison, Wisconsin, a
group headed by Professor Earle M. Terry was broadcasting music
and weather bulletins with the call letters gXM. In Hollywood,
electrical engineer Fred Christian had a s-watt transmitter in his
bedroom and entertained nearby amateurs with concerts, using the
call lecters 6ADZ. In Charlotte, North Carolina, contractor Fred
M. Laxton had a transmitter in a chicken coop behind his home,
with up-to-date equipment derived from wartime employment
with General Electric; using the call letters 4XD, he too broadcast
phonograph concerts. In Detroit William E. Scripps, Detroit News
publisher, having begun as a home experimenter, decided in 1920 to
move the activity to his office; in August his 8BMK, following De
Forest’s example, broadcast primary election returns along with
“radio-phone” concerts.

Many such experimenters knew each other, and listened and
talked to each other. They formed a close brotherhood. But the fol-
lowing month a new element entered the situation,



Home and garage of Frank Conrad, site of 8XK—1910. NBC
THE AMATEURS

“Concert” preparations at SMK, of Detroit News—19zo0.
Detroit Historical Museum
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MERCHANDISING CONCEPT

In the Pittsburgh Sunm, on September 29, 1920, the Joseph Horne
department store ran an advertisement for a $10 item on sale in its
basement. The advertisement used a news-story format:

AIR CONCERT “PICKED UP” BY RADIO HERE

Victrola music, played into the air over a wireless telephone, was
“picked up” by listeners on the wireless receiving station which
was recently installed here for patrons interested in wireless experi-
ments. The concert was heard Thursday night about 10 o’clock,
and continued 20 minutes. Two orchestra numbers, a piano solo—
which rang particularly high and clear through the air—and a
juvenile “talking piece” constituted the program.

The music was from a Victrola pulled up close to the transmitter
of a wireless telephone in the home of Frank Conrad, Penn and
Peebles Avenucs, Wilkinsburg. Mr. Conrad is 2 wireless enthusiast
and “puts on” the wireless concerts periodically for the entertain-
ment of the many people in this district who have wireless sets.

Amateur Wireless Sets, made by the maker of the Set which is
in operation in our store, are on sale here $10.00 up.

—West Basement

The advertisement was seen by Harry P. Davis, Westinghouse
vice president and Conrad’s superior, and it gave him pause. Davis
knew of Conrad’s amateur activity and had never given it much
thought, even when it received newspaper attention. But the adver-
tisement, apparently reflecting a judgment on a merchandising
value, had an entirely different effect on him.

The few hundred amateurs thought to be listening to Conrad’s
concerts in the Pittsburgh area were all technical-minded individ-
uals who had themselves assembled their receivers. Since the turn of
the century, receiving had been for those with technical knowledge.
The practitioners themselves had woven a mystique around their
activity, and surrounded it with arcane terminology. During the
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war the subject had become even more remote, mysterious, and
legendary. But the Westinghouse receivers made for the Signal
Corps, such as the SCR-70, were complete in one unit and easy to
operate—on the insistence of the military. What suddenly dawned
on Davis was the vision of a market—not of electrical wizards, nor
of military forces, but of everyone. It seemed to him suddenly that
this market might be virtually limitless, and that it could be acti-
vated merely by going on the air, and maintaining a regular pro-
gram service.

The vision put the idea of broadcasting in an entirely new light.
What had seemed an eccentric hobby, or a form of exhibitionism,
or at best a quixotic enterprise pursued by visionaries like De Forest,
was sudderily seen as a sound business concept that could yield rich
profits through the sale of receivers.

On the very next day, September 30, Harry Davis conferred with
Conrad. He wanted Conrad to build a transmitter at the Westing-
house works—like Conrad’s 8XK, but stronger. Could Conrad have
it ready by November 2, so that they could start a program sched-
ule with maximum dramatic effect, via election returns? Conrad
said he could.

On one of the taller buildings of the Westinghouse works in East
Pittsburgh a shack was built, and a 100-watt transmitter assembled.
An antenna ran from a steel pole on the roof to one of the power-
house smokestacks. Throughout October the work went forward.
On October 27 the U.S. Department of Commerce, which allocated
licenses required by the radio law of 1912, assigned the call letters
KDKA~—commercial shore-station call letters. The Pittsburgh Post
agreed to relay election information to the rooftop shack by tele-
phone. From the shack Leo H. Rosenberg of the Westinghouse
publicity department would broadcast the bulletins. A hand-wound
phonograph was brought to the shack to fill periods between re-
turns.

Westinghouse did not yet have complete sets in distribution, nor
did other manufacturers. Equipment on sale at electrical stores
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Rooftop shack, Westinghouse plant: first KDKA studio. NBC

consisted mainly of the assortment of parts from which amateurs
assembled their tangled contraptions. Most of these still used crystal
detectors. Westinghouse promised complete sets in the near future.
Such sets were also on view for listening groups organized at the
plant and at other locations including a country club.

In all publicity, Westinghouse stressed ease of operation. Radio
was pictured as a coming social delight for everyone. The one-time
preserve of scientific genius, and more recently the guarded domain
of the military, was being opened to the masses.

Preparations were completed barely in time for the November 2
debut. Conrad’s 8XK was available in case of transmitter trouble,
but was not needed. Broadcasting began at 8 p.m. and went on until
after midnight. By then it was clear that the Republican nominee
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Shack interior: broadcasting the election returns, 19:20. NBC

Warren G. Harding, U.S. Senator from Ohio, had been elected
President, defeating James M. Cox. The listening groups appeared
jubilant, both over the political turn and over their participation in
a historic occasion.

It was significant in more ways than they could realize. The
presidential contenders Harding and Cox were both newspaper
publishers. Their nomination had symbolized the place of the press
in the constellation of power—and also marked its zenith. KDKA
was the start of a dislocation, the extent of which could scarcely
be anticipated.

Skillfully promoted, the election broadcast received wide com-
ment. But Westinghouse did not pause for self-congratulation. The
broadcast was the start of a daily schedule, at first offering only an
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Tent for orchestra, KDKA, Pittsburgh—1920. NBC

hour or so each evening—8:30-9:30—but soon expanding. This
called for much improvisation, which was sometimes bizarre. A
Westinghouse band was presented by wire from a hall, but the
reverberation was unendurable on the air, so the next musical group
was presented from the roof, where the acoustics were splendid.
Rainy weather came, so a tent was built on the roof; the acoustics
were still good. Then the tent blew down, and it was necessary to
move indoors again, The acoustical problem was now solved by
erecting the tent indoors. In time this arrangement gave way to
studios hung with burlap—which often had a tent-like look.

In January 1921 KDKA tried a remote broadcast from the Pitts-
burgh Calvary Baptist Church, with engineers disguised in choir
robes. Soon afterwards came pickups from a prizefight, a theater,
and the Duquesne Club—for a speech by Secretary of Commerce
Herbert Hoover.

Within weeks the 100-watt transmitter was replaced by a soo-
watt transmitter, and similar transmitters were shipped elsewhere
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Tent-like studio, WHK, Cleveland—ca. 1923. Smithsonian

to give birch to WJZ, Newark, N.].; WBZ, Springfield, Mass.; and
KYW, Chicago—all Westinghouse stations. Again, rooftop shacks
served as temporary studios. At the Westinghouse plant in Newark,
would-be broadcasters had to climb a vertical ladder, and were then
hauled or pushed through a roof hatch. To end such indignities, a
section of the ladies’ “cloakroom™ was partitioned to make a studio.
In Chicago, the KYW 1921 schedule settled down to pickups from
the Chicago Civic Opera, headed by Mary Garden. That winter all
performances, afternoon and evening, six days a week, were broad-
cast.

These Westinghouse moves had rapid and numerous results. It
was the KDKA debut that won for Westinghouse its invitation to
join the RCA alliance, which thus became a GE-AT&T-United
Fruit-Westinghouse partnership. It also changed the agenda for
RCA. Broadcasting—and plans for the mass production and sale of
receivers—suddenly won priority. At GE, researcher William C.
White found himself “amazed at our blindness . . . we had every-
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thing except the idea.” He and others pushed plans for a General
Electric station, and soon initiated WGY, Schenectady, followed
by KGO, San Francisco, and KOA, Denver. RCA gave birth to
W]Y, Jersey City; later to WRC, Washington.

At RCA, the turn of events gave new impetus to the rise of David
Sarnoff. Unlike most American Marconi holdovers, he had regarded
the prewar broadcasts of De Forest with interest. As early as 1916
Sarnoff was urging American Marconi to manufacture “Radio
Music Boxes,” but the idea was rejected as harebrained by Edward
J. Nally, general manager of American Marconi. Early in 1920,
when the company had turned into RCA, Sarnoff mentioned the
idea again, this time to Owen D. Young, and followed with a mer-
chandising plan, including sales predictions which later turned out
to be startlingly accurate.. He estimated that Radio Music Boxes at
$75 would sell as follows:

1st yr. 100,000 Radio Music Boxes $ 7,500,000
" 2nd yr. 300,000 Radio Music Boxes 22,500,000
3rd yr. 600,000 Radio Music Boxes 45,000,000*

But in the spring of 1920 the RCA leaders were not ready to be-
lieve. Tangled in worldwide diplomacy, they considered the Sar-
noff suggestion a digression. They allotted him $2,000 to develop a
prototype of the Radio Music Box he had in mind. That got the
matter off the agenda for the moment. Then the success of KDKA
put it right back on. RCA had, in effect, missed the boat. Within
weeks the national excitement was boiling in a way that could not
be ignored. Early in 1921 the reorientation within RCA was under
way. Sarnoff, aged thirty, was made general manager. Edward
Nally, who had become RCA president, decided to retire; he was
confused by the turn of events.

*In 1921, the first year in which RCA sold complete radio sets, its sales
totaled about $11,000,000—substantially more than the prediction. For the
second year Sarnoff’s prediction was exactly right. For the third, sales ran
to $50,000,000 or more than predicted.
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Sarnoff was now RCA’s most indispensable man. He knew every-
thing about the company. At the very start of his career, as office
boy, he had filed letters—and read each one, studying executive
prose style. He carried a pocket dictionary and looked up unfamil-
iar words. Only he knew exactly who in the company did what,
and what commitments had been made. He took night courses, im-
proving himself. He hung around the company’s experimental
workshops. When Marconi visited the United States, Sarnoff man-
aged to talk to the great man, and ran errands for him. Whenever
there was a difficult job to do, Sarnoff volunteered to do it.

When the time came, in 1922, to choose a new RCA president to
succeed Nally, Sarnoff was not considered. A president, in the view
of board chairman Owen D. Young, had to have entree to govern-
ment at its highest levels. It was no surprise when a general was
chosen—Major General James G. Harbord, recommended by for-
mer Secretary of War Newton D. Baker. He represented a continu-
ation of the military influence under which radio had grown, and
under which RCA had been born. But there was no doubt who was
in charge of domestic operations as the company faced the broad-
casting era—including the inevitable coming of television. It was
David Sarnoff.

In a way, the situation had the look of omnipotence. With two
thousand patents, including all patents relating to the vacuum tube,
the RCA group had a seemingly impregnable position. Yet there
were loopholes, that now came to plague the life of David Sarnoff.
Mostly, they concerned the “amateurs.”

RAGGLE-TAGGLE MOB

Under agreements of the RCA allies, an effort had been made to
allocate everything. The making of receivers and parts would be
done by GE and Westinghouse; the marketing of these receivers
and parts would be done through RCA under RCA trademarks.
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RCA would assign 6o per cent of all manufacturing to GE, 40 per
cent to Westinghouse. The sale of transmitters would be mainly
an AT&T concern; they would be manufactured by its subsidiary
Western Electric. Telephony as a service, or involving any business
aspect, belonged to AT&T, whether wired or wireless. RCA had
the chief role in international communication. Government orders
were exempted from the provisions of these agreements; any of the
companies could fill government contracts in any field. There were
innumerable other provisos and reservations, but in general the
radio world had been divided along these lines—except for the ama-
teurs.

De Forest, in selling his patents, had kept the right to sell equip-
ment to amateurs. The same reservation had been made by another
experimenter, young Edwin H. Armstrong, who as a Columbia
University student had invented important circuits, and had later
sold patents to Westinghouse and RCA. At the time the reservations
were made, they seemed unimportant. The RCA partners could
also sell equipment to amateurs; the reserved rights had not been
exclusive. But just who was an amateur?

In 1922, as the RCA group went into high gear with its manu-
facture and sales, Americans spent $60,000,000 on receiving equip-
ment. But only $11,000,000 of this—less than a fifth—went to the
RCA group. To be sure, it was an impressive sum, and it immedi-
ately made the broadcasting field the chief source of RCA income
—exceeding marine and transoceanic communication, the original
objectives of RCA. This strengthened Sarnoff’s position in the com-
pany. Yet the RCA group was outraged over its small share of total
sales.

What was happening was clear. All over the country “amateurs”
were buying parts and putting sets together. Millions of people
suddenly wanted sets, so the “amateurs”—gradually metamorphos-
ing into business entrepreneurs—were selling them and getting more
parts and making more sets. Throughout the United States, hun-
dreds of workshops were assembling sets.
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“Amateurs” were also making transmitters. In 1922 more than
500 stations rushed to the air. Many had begun as amateur opera-
tions—in many cases using parts sold by RCA for amateur use. The
“amateurs” then decided to use the transmitters for regular broad-
casting, and applied for new call letters and wave lengths. Thus
8MK became WW], Detroit; gXM became WHA, Madison;
6ADZ became KNX, Hollywood; 9Z] became WLK, Indianapo-
lis; WoCNF became KWCR, Cedar Rapids; gCT became WDAP,
Chicago; 1XZ became WCN, Worcester. Amateur-made transmit-
ters were suddenly leaving garages, attics, and chicken coops, and
some of them were turning up on the roofs of newspapers, depart-
ment stores, hotels, factories. These transmitters were not being
used for amateur purposes but—said AT&T—for telephony as a
service. Under the patent-pool agreements, the sale of transmicters
for such purposes belonged exclusively to AT&T’s subsidiary,
Western Electric. Yet of the first 600 stations to reach the air, only
35 had bought Western Electric transmitters. AT&T was up in
arms.

The radio boom, said Secretary of Commerce Herbert Hoover—
whose office continued to be flooded with applications for broad-
casting licenses—had been created by “the genius of the American
boy.” The RCA allies no doubt approved of the American boy,
but resented his taking what they regarded as their business.

The carefully buile alliance of the titans, dividing the universe,
seemed to be crumbling. In the words of Lawrence Lessing, biog-
rapher of Edwin Armstrong, a “raggle-taggle mob of free enter-
prisers was running away with the business.” At RCA the pressure
was on Sarnoff, to crack down. It could not possibly be a popular
job. But he was a company man, and went into battle.

In August 1922 an RCA patent policy committee, in a meeting
attended by Sarnoff as general manager, recommended:

That suits be brought . . . but that great pains be taken not to
have a multiplicity of suits. Pains should, however, be taken to
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bring enough suits so that if one defendant goes out of business,
time will not be lost.

RCA thus began a campaign to drive the upstart opposition out of
business in an orderly manner.

But the troublemakers were no less indignant. They began to
complain to their congressmen. The “radio trust” became a burning
issue on Capitol Hill.

The public was scarcely aware of all this. It was trying, far into
the night, to pick up Cleveland, Kansas City, Cincinnati, Denver,
Detroit, Chicago. The mania mounted, even as the monopoly issue
built up steam. _

But if Sarnoff faced patent problems with hosts of small com-
petitors, he faced even more formidable problems within the RCA
group. An especially crucial issue was a 1922 innovation of AT&T,
of large implications for television—the commercial.

COME INTO OUR PHONE BOOTH

When broadcasting began, it all seemed delightfully inexpensive.
Talent budgets seemed unnecessary. Most broadcasters began with
phonograph records; when they switched to live performers, it was
because they came voluntarily, in droves. The main problem was to
keep people in line.

At WW], Detroit, this was handled in 1922 by Edwin Tyson, a
former forestry student who had somehow digressed into the radio
boom. He lined up the performers in the WW] reception room.
They would tell Tyson what they could do. “We didn’t rehearse
them, we took their word for it.” Tyson would take each into the
studio, place him at the microphone, then return to the reception
room to hear him on the loudspeaker—the only available monitor.
If he seemed too loud or soft, Tyson would go in again to move the
artist. After a suitable interval, he would rush a new artist in, and
the other out. In this he was assisted by a former college football
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player, Lawrence Holland, who worked at a Detroit gas station but
came in the evening to help out, for the pleasure of it. He was a
good bouncer when necessary.

At WJZ, Newark, it was the same way, though the studio was in
a hard-to-reach factory. Artists from New York had to come by
Hudson tube or across on the ferry. Yet the processions came—the
famous, not-so-famous, and amateur. They included John Charles
Thomas, Lydia Lipkowska, Percy Grainger, Olga Petrova, Eddie
Cantor, Milton Cross—and countless others. Vincent Lopez brought
his orchestra. It was a pilgrimage to a new kind of shrine. It was a
moment in history all wanted to share and savor. No one asked to
be paid. At KYW, Chicago, a full season of opera involved not a
single payment.

But this could not last. The parade gradually slackened. Stations
began to find they had a recruiting problem.

With this came other troubles. Broadcasters had used music
freely, and they often read from newspapers, magazines and books
without considering copyright problems. When ASCAP—the
American Society of Composers, Authors and Publishers—began to
ask for payment and in 1923 followed the demand with lawsuits,
broadcasters were outraged. In the case of music, a copyright own-
er’s control over performance rights was limited, under copyright
law, to public performance “for profit.” WOR, Newark, when
sued by ASCAP, said it was not broadcasting for profit; it was of-
fering a free cultural service. But its listeners were periodically re-
minded that this service was emanating “from L. Bamberger and
Company, one of America’s great stores.” The announcements were
bringing crowds of the curious to the store. In August 1923 a court
decided that this was not a charitable enterprise, but indeed involved
a profit purpose. Broadcasters, dismayed and angry, began to pay
ASCAP annual license fees—starting at $250 per year but rising
rapidly in later years. Holders of literary copyrights prepared to
follow the ASCAP example. Broadcasters saw a very different fu-
ture before them.
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All this precipitated intense debate on how broadcasting might
eventually be financed. Radio Broadcast, a monthly magazine
launched in 1922, predicted that equipment manufacturers would
not remain willing to bear the cost of broadcasting services after the
radio-buying boom subsided. So “a different scheme” would have
to be found.

The magazine published several suggestions. One was “endow-
ment” of stations by wealthy donors, following the precedent set
by Andrew Carnegie in his gifts to libraries. The idea was ap-
plauded, but brought no rush of philanthropists.*

Another suggestion was support by local governments. The
magazine conceded this might seem socialistic, but felt the idea was
nonetheless plausible, since such governments also financed schools
and museums.

Another proposal-which won a prize as the best idea submitted
—called for a tax on each set ($2 per tube, or sof for a crystal set)
to provide operating funds for a central broadcasting organization.
David Sarnoff was said to favor a plan of this sort—not unlike the
system Britain was adopting.

But meanwhile another plan was winning attention. Early in
1922 AT&T had resolved to take up broadcasting in a special way,
which it considered appropriate to its experience and service. It
used what seemed to many an odd terminology. An executive who
participated in the original decision, Lloyd Espenschied, later de-
scribed it in these terms:

We, the telephone company, were to provide no programs. The
public was to come in. Anyone who had a message for the world
or wished to entertain was to come in and pay their money as they
would upon coming into a telephone booth, address the world, and

go out.
In keeping with the telephone imagery, AT&T called this “toll
broadcasting.” It also continued to speak of “radio telephony,”

* A possible exception was Colonel H. R. Green, an eccentric millionaire
who in 1922 started WMAF, South Dartmouth, Mass.,, which broadcast
from his estate. But it was operated as a hobby rather than a philanthropy.
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probably for a strategic reason. Under the alliance agreements,
telephony on a commercial basis was the exclusive province of
AT&T. The new venture, AT&T was saying through its choice of
words, was a form of commercial telephony and therefore reserved
for AT&T and not open to GE, Westinghouse, or RCA. AT&T
was laying the basis for such a claim, in case it was needed.

The AT&T plan envisioned a network of thirty-eight “toll”
stations linked by the company’s long lines. A New York station
would be launched first. .

The plan was made public in February 1922. “The American
Telephone and Telegraph Company,” the announcement said, “will
provide no program of its own, but provide the channels through
which anyone with whom it makes a contract can send out their

own programs. . . . There have been many requests for such a
service. . . .” g

Reactions ranged from lukewarm to indignant. Printers’ Ink pre-
dicted that many people would find the plan “positively offensive.”
At 2 Washington Radio Conference—the first of several, called to
consider the cacophony in the ether as stations rushed to the air—
there were unfriendly comments about the idea of “ether advertis-
ing.” But there was no prolonged discussion; most people consid-
ered the idea impractical.

The following months seemed to confirm their view. Although
AT&T had mentioned “many requests for such a service,” more
than a month went by before any customer applied for entry to the
phone booth. By then it was clear that the plan had to be revised.
AT&T had been determined 7ot to produce programs. It wanted
no more responsibility over content than it had in the case of phone
calls. But sale of time to address the public was hardly feasible un-
less people were listening. Reluctantly, the company took up pro-
gramming. First efforts involved intra-company talent recruitment.
On the first evening program over WEAF, New York—which be-
came the first “toll” station*—Helen Graves of the Long Lines

* WBAY, the original entry, had given technical trouble and was with-
drawn. WEAF in later years was called WRCA and WNBC.
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Plant Department sang “Just a Song at Twilight,” and Edna Cun-
ningham of the Long Lines Traffic Department recited James
Whitcomb Riley’s “An Old Sweetheart of Mine” and spoke of the
value of effective speech. In following weeks the spotlight shifted
to professional talent.

On August 28, 1922, at 5:00 p.m., WEAF finally broadcast its
first income-producing program: a ten-minute message to the pub-
lic from the Queensboro Corporation to promote the sale of apart-
ments in Jackson Heights, on Long Island. An executive of the
Queensboro Corporation spoke the message.

. . . Let me enjoin you as you value your health and your hopes
and your home happiness, get away from the solid masses of brick,
where the meager opening admitting 2 slant of sunlight is mock-
ingly called a light shaft, and where children grow up starved for a
run over a patch of grass and the sight of a tree.

Apartments in congested parts of the city have proven failures.
The word neighbor is an expression of peculiar irony—a daily
joke. . . .

The fact is, however, that apartment homes on the tenant-owner-
ship plan can be secured by . . .

During the following weeks the Queensboro Corporation broadcast
four additional afternoon talks at $50 each and an evening talk at
$100. Sales of apartments are said to have resulted.

The subject of the commercials had some significance. The
1920’s saw an accelerated flight from the city. The rise of broad-
casting, along with that of the automobile, was considered a factor
in the trend. These had ended the sense of isolation once associated
with life outside the city. According to Country Life—February
1922—radio had removed “the last objection to living in the coun-
try.” In its first paid-for commercials, radio also helped to exploit
the trend.

During August and September 1922 the total revenue from the
radiotelephone booth was $550. Herculean selling efforts had
brought slim results. Removal of the studio from the drab long-
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Entertainment comes to the phone booth: Billy Jones and Ernie Hare—later
lmown as the “Happiness Boys"—with WEAF hostess-accompanist Helen
Hann, formerly of the AT&T Long Lines department. NBC

lines building at 24 Walker Street to the more prestigious AT&T
headquarters at 195 Broadway seemed to help. An interior decora-
tor was enlisted. The approach of Christmas also helped. The Macy,
Gimbel, and Hearn department stores rented the phone booth.
January 1923 brought an electrifying breakthrough. Through
arrangements made by an advertising agency, the cosmetic Miner-
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alava sponsored a talk by actress Marion Davies on “How I Make
Up for the Movies.” An autographed photo of her was offered
free to listeners, and brought mail in the hundreds. The news sud-
denly brought other advertising agencies and their clients: Good-
rich, Eveready, Lucky Strike, Happiness Candy. The tide was
rising.

Although Secretary of Commerce Herbert Hoover had been
among those deprecating “ether advertising,” the Department of
Commerce now gave the venture a crucial boost. At the urging of
leading broadcasters, Hoover was beginning to take charge of the
broadcast spectrum, to establish order. While assigning wave
lengths, he also placed limits on power and operating hours. In do-
ing so, he gave WEAF favored treatment—a clear channel, free of
interference over a large area, and maximum power. He had appar-
ently accepted the AT&T argument that other stations were all
special-interest stations, whereas a toll station was for “everyone.”

AT&T had meanwhile begun to make spectacular use of its tele-
phone lines. In October 1922 it had broadcast a pickup of a football
game between Princeton and the University of Chicago via long-
distance lines from Stagg Field in Chicago to WEAF in New York.
In November a Harvard-Yale game had likewise been broadcast
via long-distance lines. Phone links were also used for an opera
broadcast from an armory; a series of organ recitals from the Col-
lege of the City of New York; and a series from the stage of the
Capitol Theater—inaugurating the broadcasting career of S. L.
Rothapfel or “Roxy.”

Requests for similar use of telephone lines by other broadcasters
were rejected—including those from RCA, GE, and Westinghouse.
They were told that the alliance agreements ruled out their use of
such pickups. The rebuffed allies tried to use Western Union and
Postal Telegraph lines for the same purpose; but their lines, never
intended for voice transmission, proved painfully inadequate.
AT&T was clearly in a position to freeze its allies out of an impor-
tant area of programming.
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ATS&T, developing special cables, also began to pioneer in the
linking of stations into a network. WCAP, Washington, second of
the projected toll stations, was inaugurated in 1923 and linked by
cable to WEAF, New York. To hasten formation of a large net-
work for the sale of advertising, AT&T now “licensed” selected
oiher stations to become toll stations. For this they had to buy
Western Electric transmitters ($8,500-$10,500) and pay AT&T a
license fee of $500 to $3000. This was widely considered a form of
extortion, but the rewards—in advertising revenue and network
programming—were persuasive.

By 1924 the AT&T schedule represented the aristocracy of
broadcasting: the Browning King Orchestra, the Cliquot Club
Eskimos, the Gold Dust Twins, the Ipana Troubadours, the A&P
Gypsies. The excitement was kept boiling by new achievements:
drama experiments by the Eveready Hour; news comments by
H. V. Kaltenborn, editor of the Brooklyn Eagle*; the opening of
Congress, broadcast for the first time in 1923; the sensational, acri-
monious Democratic national convention of 1924, which required
103 ballots before choosing John W. Davis as its presidential nomi-
nee; and finally, an election-eve broadcast by President Calvin
Coolidge over a nationwide AT&T chain of stations—preliminary
to a smashing reelection.

Throughout 1922-24 the vision of broadcasting as a force in vir-
tually all aspects of society—the new concert hall, theater, class-
room, pulpit; newsroom, political arena—propelled experimenters
forward. The vision already extended itself to television. All the
RCA allies were pushing laboratory work in television. So were
individual inventors—among them Charles Francis Jenkins, who in
the 1890’s had contributed to the evolution of the motion picture
projector. During 1923-24 his television experiments began to

* These were soon dropped under pressure from the U.S. State Department
after Kaltenborn criticized Secretary of State Charles Evans Hughes for
his uncompromising attitude toward the Soviet Union. Hughes told AT&T
that a public utility should not be used for such purposes.
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achieve results, approximately paralleling those of John L. Baird
in England. Both Baird and Jenkins—in that order—made public
demonstrations in 1925. Following in the path of Nipkow, both
used rotating disks with spiral perforations to accomplish a rapid
scanning process—as did Ernst F. W. Alexanderson, chief television
experimenter at General Electric. The camera at one end, the re-
ceiver at the other, had such disks. Some experimenters felt that
this mechanical system should be replaced by some electronic scan-
ning method. Vladimir Zworykin, at Westinghouse, was among
those working to this end, but the solution was not yet in sight.

Meanwhile the research and the rapid expansion were expensive.
AT&T had found a lucrative scheme to finance the enterprise. But
it was warning its patent allies that the scheme was the sole prop-
erty of AT&T.

As RCA, GE, and Westinghouse contemplated the emerging,
flickering image of television, they found the AT&T stand espe-
cially worrisome. Would sponsored television, too, be declared a
phone booth of the air—and an exclusive AT&T preserve?

RCA, GE, and Westinghouse began to experiment with a modi-
fied form of sponsorship. The 1923 WJZ schedule included such
items as the Rheingold Quartet, Schrafft’s Tearoom Orchestra, and
the Wanamaker Organ Concert. The sponsor did not pay for the
time; it merely contributed the program. Nevertheless, AT&T pro-
tested the arrangement as a violation of the patent agreements.

While tension was building over this issue, RCA, GE, and West-
inghouse got wind of what they considered a new outrage. During
1923 they learned that AT&T planned to market receivers, to be
made by Western Electric. GE and Westinghouse had thought
this was their exclusive domain, with RCA serving as their mer-
chandising arm. Not so, said AT&T: receivers were an integral
part of the telephone toll service it was developing. A receiver, like
a telephone receiver, was just a part of the system.

To the others—the “radio group”~the claim was ominous. Did
AT&T, while claiming the exclusive right to sell broadcast adver-
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tising, now also intend to grab a share of their revenue from receiv-
ers—the only source of support for their own broadcasting activi-
ties? In the mounting antagonism between AT&T and its allies, this
development was the last straw.

The patent agreements provided an arbitration machinery. All
the allies considered it essential to arbitrate their differences in pri-
vate, rather than air them in public. Early in 1924 the parties deliv-
ered preliminary statements to an agreed-on referee, Roland W,
Boyden. Hearings began in utmost secrecy.

Meanwhile the disputants were startled by a bomb from Wash-
ington. The Federal Trade Commission, which had been studying
monopoly complaints, issued a formal charge that the allies—AT&T,
RCA, GE, Westinghouse, United Fruit, and subsidiaries—had
“combined and conspired for the purpose of, and with the effect of,
restraining competition and creating a monopoly in the manufac-
ture, purchase, and sale in interstate commerce of radio devices

. and in domestic and transoceanic communication and broad-
casting.” FTC hearings would look further into their agreements
and competitive practices.

The FTC, like the public, seems to have been unaware of the
behind-closed-doors arbitration in progress in New York, in which
the division of empire was being reviewed. The behind-the-scenes
drama remained secret until years lacer.

Much as the FTC action disturbed the allies, causing RCA to
curtail its program of litigation, their own secret arbitration worried
them even more. Here the status quo faced an imminent, decisive
threat.

Both the FTC hearings and the arbitration were agonizingly de-
liberate. As the 1920’s approached their mid-point, the broadcasting
world was faced by converging crises—in courts, Congress, Federal
Trade Commission, secret arbitration. From these crises a new
structure in American broadcasting—for radio and television—began
to emerge.
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THE BIRTH OF NBC

Late in 1924 Referee Boyden sent a draft of his opinion to each of
the disputants. As the “radio group”—RCA, GE, Westinghouse—
read the draft, they could scarcely believe their eyes. Virtually all
their contentions, even on minor issues, had been upheld. AT&T
had been routed. Major General Harbord sent a jubilant radiogram
to Owen D. Young, who was in Europe:

DRAFT DECISION BOYDEN JUST RECEIVED STOP APPEARS SO FAR AS
STUDIED TO GIVE US FEXCLUSIVE RIGHT SALF. RECEIVING SETS . . . RIGHT
TO COLLECT TOLLS FOR BROADCASTING STOP

He followed with another:

FURTHER STUDY BOYDEN DECISION SHOWS TELEPHONE GROUP HAS NO
RIGHTS BROADCAST TRANSMISSION UNDER PATENTS RADIO GROUP STOP

Young, arriving back from Europe, saw it as a moment for diplo-
macy. Talks with AT&T could now produce a new and realistic
allocation of spheres. The victorious radio group could afford to
be generous, yielding a point or two.

But AT&T had a surprising, shattering weapon in its armory. It
presented to the radio group an advisory memorandum by no less a
person than John W. Davis, recent Democratic Party candidate for
President. It said simply that if the patent agreements of 1919-21
meant what Referee Boyden said they meant, they were illegal in
the first place—a conspiracy in restraint of trade, a violation of
United States antitrust laws. AT&T could not, of course, contem-
plate an illegal course.

Nothing could have altered more stunningly the situation con-
fronting the radio group. Since John W. Davis had helped draft the
Clayton Act and was a former United States Solicitor-General, his
words could not be lightly dismissed. Each side of the arbitration
had bound itself to accept the referee’s decision and not to take
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“any proceedings intended either to modify it or set it aside,” but
how could AT&T be held to this? _

AT&T had put its opponents (or allies) in a nerve-wracking
predicament. If the quarrel were brought into open court, it would
add fuel to FTC monopoly charges—enough to make a brilliant
public bonfire. Moreover, AT&T would be aligned with govern-
ment against RCA, GE, Westinghouse. AT&T had already put it-
self in position for such a move by selling its RCA stock and with-
drawing from the RCA board. It could say—this was implicit in
the John W. Davis memorandum—that it had not been aware of
such illegality as the agreements proved “upon subsequent con-
struction” to have.

There was an additional fascinating aspect to the memorandum.
The patent agreements were still in effect, Davis advised—except
for their illegal aspects. AT&T should continue to use the patents
of the group. Only the illegal portions were not binding—those
which allegedly forbade AT&T to enter available fields, such as the
marketing of receivers, though its experience could “vastly bene-
fit” the industry and the public.

In accordance with the plans of Owen D. Young, talks began—
but under changed circumstances. There was now a quiet, dogged
drive for solutions, amid utmost secrecy. Now came long, grueling
explorations, digressions, deadlocks, confrontations, retreats, new
beginnings. David Sarnoff, with his detailed knowledge of every
phase of radio, moved gradually into a pivotal position.

AT&T’s wish to market receivers and tubes had been a principal
source of bitterness. Once it was conceded—with a royalty feature
intended to limit production®*—the talks began moving ahead. Cu-
riously, the hard-fought-for right was to go almost unused by
AT&T. Other prospects would take precedence.

During 1925 pieces began to fit together. Sarnoff, jotting down
trading points, wrote:

* Sales over $5,000,000 in any one year would be subject to a 5o per cent
royalty to the others of the patent group.
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Put all stations of all parties into a broadcasting company which
can be made self-supporting and probably revenue-producing, the
telephone company to furnish wires as needed.

Thus the future was seen in terms of “toll broadcasting” and a cen-
tral broadcasting organization. Should this organization claim ex-
clusive right to broadcast for tolls? Yes, thought Sarnoff at first.
By all means, wrote A. G. Davis of General Electric, “insofar as
the parties can give it that right.”

In January 1926 the RCA board of directors approved the idea
of the new company. It would be owned by RCA (50%), GE
(30%), and Westinghouse (20%). Of course GE and Westing-
house would also have, indirectly, an ownership interest in the
RCA share.

The new company would lease, under long-term contract, the
AT&T web of wires. How much would their use be worth? It
became clear that a chain spanning fifteen cities should plan to pay
a telephone bill of at least $800,000 the first year, and that it would
rise into millions as the chain grew. A ten-year contract was dis-
cussed.

The new company would buy WEAF from AT&T. For how
much? AT&T suggested $2,500,000 but settled for $1,000,000—
$200,000 for “physical facilities” plus $800,000 for “good will.”

AT&T would discontinne WCAP, Washington; RCA’s WRC
would acquire its air time. Commerce Department policies pre-
sented no obstacle to this arrangement.

On July 7, 1926, twelve documents were signed. One was a
service contract for the web of wires. The others readjusted the
innumerable interrelationships between the allies. A new division
of empire had been made.

AT&T was stepping out of active broadcasting, but on terms that
would secure it a lucrative and steadily mounting revenue, with
freedom from editorial troubles. It had its toll as it had originally
wanted it—without content responsibility.

In September 1926 RCA in full-page advertisements proclaimed
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the formation of the new company—the National Broadcasting
Company. A divide had been crossed. The toll venture had been
formally transferred to the national scene. The mantle of toll had
fallen on NBC.

RCA's full-page newspaper announcement did not say this. Per-
haps Owen D. Young and Major James G. Harbord, who jointly
signed it, were unsure how the toll aspect would be received. The
term “toll” would now be dropped from the vocabulary of broad-
casting.*

The emphasis of the announcement was on other matters.
Through NBC, events of national importance would be broadcast
throughout the United States. The public would be assured of the
best programming.

It was estimated that five million homes already had radios;
twenty-one million homes remained to be supplied. If assured of
highest quality programming, all would buy. Therefore RCA, as
the world’s largest distributor of radios, handling all those made by
General Electric and Westinghouse, had the greatest stake in pro-
gram quality. To that end this “instrument of public service” had
been created. Thus the birth of NBC was explained in somewhat
the same terms as the birth of KDKA.

By January 1927, NBC had two national networks in operation
—a “red” network fed by WEAF and a “blue” network fed by
W]JZ.t The aristocracy of American business flocked to its ban-
ners, and began by sponsoring an array of concerts—the Ampico
Hour, the Atwater Kent Hour, the Cities Service Orcbhestra, the
General Motors Family Party, the Palmolive Hour. Decorum
ruled: announcers wore tuxedos, and the music was classical or
semi-classical. The lighter Ipana Troubadours, Cliquot Club Eski-

* “Toll” would return in the television years with an opposite meaning, that
of audience-supported broadcasting.

+ The terms “red” and “blue” developed from use of these colors in early
network charts. The “blue” network eventually became the American
Broadcasting Company.
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mos, and A&P Gypsies, continuing from earlier days, were only
slightly less decorous. Traditional culture also dominated drama
offerings such as Great Moments in History, Biblical Dramas, and
adaptations of classics on the Eveready Hour. During these early
months, commercials on NBC were short and discreet. Mention of
prices was forbidden, as too crass for network radio. This policy
proved to be temporary, however.

NBC established an awesome Advisory Council of statesmen,
churchmen, educators and others as guardians of the network’s
highest aspirations. A congressional committee was told that ap-
peals could be made to this Council “over the heads of the operat-
ing executives.” There is no evidence that this was ever done, but
the Advisory Council added to the early aura of splendor surround-
ing the company.

During 1928-29 programming took a more earthy tone, espe-
cially in drama, which rose rapidly in prominence. A native hayseed
vein was exploited in Main Street Sketches, Real Folks, and Soco-
nyland Sketches. But the most sensational arrival, from the world
of burnt-cork minstrel shows, was Amos 'n’ Andy, written and
performed by two white men, Freeman Fisher Gosden (Amos)
and Charles J. Correll (Andy), and dealing with the “Fresh-Air
Taxicab Company, Incorpulated.” Word-distortion humor was a
prominent element in the series. Sponsored by Pepsodent, the pro-
gram became a legendary success—in later years, a racial issue. It
also precipitated an avalanche of serials—T'he Rise of the Gold-
bergs* Clara, Lu, and Em, and scores of others. Beginning as eve-
ning programming, the serial soon became a daytime specialty.

The phenomenon of broadcasting, holding millions spellbound,
was being compared to theater, film, and other entertainment. Yet
its leading enterprise was something quite new in entertainment
annals. Born of a military establishment, and still closely linked to
it, it had now also acquired a special relationship to a wide spectrum
of big business and its advertising agencies. No such constellation

* The tditle was later shortened to The Goldbergs. .
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had ever planned and controlled a nation’s popular culture. Most
programs were being produced by advertising agencies, as an ac-
tivity parallel to the planning and designing of billboards and maga-
zine advertisements. The network, having “sold” a period, seemed
to regard it as sponsor property, to be used as he designated. Spon-
sors were, in effect, being encouraged to take charge of the air.

Whatever the ultimate implications of this might be, they were
not in the minds of audiences. The birth of NBC had stimulated a
flood of well-financed nationwide broadcasts, that were bringing
diverse and welcome delights into the home, all free of charge.
Most people were grateful, even excited. Amid general euphoria,
NBC and its corporate owners seemed to face a rich future in radio
and television—except for a few clouds that, momentarily, darkened
the road ahead.

BUT NOT THE OWNERSHIP THEREOF

In 1926, in United States v. Zenith, the U.S. District Court for the
Northern District of Illinois had decided that the Secretary of
Commerce, in his efforts to bring order to the ether—by detailed
stipulations and restrictions in station licenses—had exceeded his
authority. The law of 1912 had not conferred such authority. The
decision encouraged stations to move to more congenial wave
lengths, increase their power, and extend their schedules. The re-
sult was an ether free-for-all, a fantastic jumble—and pleas to Con-
gress to restore order. For the first time, said Secretary of Com-
merce Herbert Hoover, an industry was begging to be regulated.
Within months Congress passed the Radio Act of 1927, and estab-
lished a Federal Radio Commission to handle the licensing process.
For RCA and NBC, and their owners and sponsors, it brought the
peace they craved. Order was established—but at a price. Antimo-
nopoly sentiment in Congress, the product of persistent agitation
by RCA’s competitors—the defeated and the struggling—was able
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Freeman Fisher Gosden and Charles J. Correll, playing Amos and Andy.

to make its mark on the bill. The Radio Act of 1927 provided for
the use of channels, “but not the ownership thereof,” by licensees
for limited periods; “and no such license shall be construed to create
any right, beyond the termis, conditions, and periods of the license.”
In the granting of a license or transfer of a station, the guiding
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Publicity photo—*the boys in character”—for Amos 'n’ Andy.

standard was to be the “public interest, convenience or mecessity.”
And every applicant for a license was to sign “a waiver of amy
claim to the use of any particular frequency or wave length or of
the ether as against the regulatory power of the United States.”
Hoover later spoke of pressures by broadcasters to support the
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assignment of wave lengths as permanent property. The 1927 law
repudiated this idea.

In another crucial clause, the Federal Radio Commission was for-
bidden to license “any persom, firm, company, or corporation, or
any subsidiary thereof, which bas been finally adjudged guilty by a
Federal Court of umlawfully monopolizing or attempting unlaw-
fully to monopolize, after this Act takes effect, radio communica-
tion, directly or indirectly, through the control of the manufacture
or sale of radio apparatus, through exclusive traffic arrangements,
or by any other means or to have been using unfair methods of
competition.”

Since the Federal Trade Commission was still pursuing its mo-
nopoly probe, this antitrust language put extreme pressure on the
patent allies. The month in which the bill reached final form saw a
loosening of RCA patent policy, with RCA agreeing to license a
number of competitors, including recent “infringers,” in return for
a royalty based on sales. This seems to have brought a partial dé-
tente. In 1928 the FTC dropped its complaint.

While the law gave the Federal Radio Commission life-and-death
power over licenses, it also put limits on the power. The commission
was forbidden to act as censor. Its power was to be applied at li-
cense-renewal time, not in day-to-day decisions.

The industry had now arrived at a structure that would hold for
years: a nationwide system based on advertising; a network linked
by cables of the telephone system; stations on temporary licenses; a
regulatory commission that was to base its decisions on the public
interest, convenience, or necessity. This structure was to be the
framework for the development of both radio and television.

Significantly, communication by radio was defined in the new
Radio Act as “any intelligence, message, signal, power, picture, or
connnunication of any nature transferred by electrical energy from
one point to another without the aid of any wire connecting the
points. . . .” Thus radio was intended to include television.

The stage was set for its first wavering steps.
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FLICKERING SNAPSHOT

As peace came to the industry, television fever quickly spread. In
1927 Herbert Hoover, already considered a leading contender for
the 1928 Republican presidential nomination, appeared in an experi-
mental AT&T telecast. That same year the magazine Television
appeared in New York, exerting a get-in-on-the-ground-floor ap-
peal.® One of its advertisements said:

I thought Radio was a Plaything
But Now My Eyes Are Opened, And
I’'m Making Over $100a Week.

In Schenectady, GE had moved from laboratory work under
the inventor Ernst F. W. Alexanderson to program experiments.
These were watched on experimental sets with a screen 4 inches
wide, 3 inches high—the size of a file card or snapshot. On Sep-
tember 11, 1928, the tests included the first dramatic production,
the melodrama The Queen’s Messenger. The sound elements were
broadcast by WGY, Schenectady; the picture by experimental
television station W2XAD. Three cameras, all motionless, were in
operation. Only close-ups were used.

Later the same group telecast a science-fiction drama, dramatiz-
ing a guided-missile attack on New York City. This imaginative
production gave the viewer a missile-eye view of New York as the
deadly weapon, electronically guided, approached its target. An
aerial photo of New York, appearing on the television screen, came
closer and closer and closer. Then an explosion, and the end of the
drama.

The telecast was seen by a British visitor from the Royal Air
Force, who considered the program one of the most interesting

* A magazine of the same title appeared at about the same time in Briwin,
where the Baird demonstrations were fomenting a similar fever.




TV audience, 1928: researcher E. F. W. Alexanderson and family watch ex-
periments at home on 3" x 4” screen. Smithsonian

GE PRESENTS

The Queen’s Messenger, first drama venture, on W2XAD, Schenectady—
1928. Rosaline Greene collection
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things he had seen in the United States “in its possibilities for fu-
ture wars.” !

Following radio precedents, amateurs were assembling television
sets and watching these experiments. As far away as Pittsburgh a
veteran radio “ham,” Edga.r S. Love, picked up the Schenectady
experiments. The mechanical nature of the system made such ama-
teur participation feasible. The images were hazy—little more than
silhouettes. But they seemed to augur a new epoch.

There were pressing reasons for intensified work on television.
The success of the partly talking film The Jazz Singer—premiered
by Warner Brothers October 6, 1927—made 1928 a year of up-
heaval in Hollywood. A vast changeover of theaters and studios
was under way. Dramatists were frantically imported from the
Broadway world. Stars with squeaky voices were set adrift. The
mood of revolutionary change communicated itself to the broad-
casting world. As film moved to sound, broadcasters reached for the
image. The two industries had largely ignored each other, but now
saw a convergence—or a clash—of interests.

In 1927 a competitor for NBC made a shaky appearance, against
seemingly impossible odds—the Columbia Phonograph Broadcast-
ing System, later Columbia Broadcasting System. Soon abandoned
by its first backer, the Columbia Phonograph Record Company,
the company had several hairbreadth escapes from bankruptcy, but
survived. One of its crises was eased in 1929 when a new owner,
the young cigar magnate William S. Paley, sold a 49 per cent inter-
est to Paramount for $5,000,000 in Paramount stock. The deal at
once strengthened the credit standing of the young network. For
Paramount the dominant motive was the coming of television.

Meanwhile the tension between AT&T and RCA, so recently
eased in radio, reappeared in a new arena. As the film world re-
tooled for sound, AT&T’s Western Electric, joining forces with
Fox, gained acceptance of its sound-on-film system by much of the
industry: Metro-Goldwyn-Mayer, Paramount, United Artists,
Universal, and First National (soon afterwards taken over by War-
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ner Brothers). RCA and its principal owners, General Electric and
Westinghouse, scrambled for pieces to pick up. Early in 1928 they
formed RCA Photophone to exploit in film an old General Electric
recording process, originally called Pallophotophone, developed
during World War I and occasionally used in radio. To secure it a
market they joined forces with the Keith-Albee-Orpheum theater
chain and others to create—October 1928—Radio-Keith-Orpheum,
or RKO. While equipping RKO theaters and studios, RCA Photo-
phone also got its equipment accepted by Pathé (which was then
taken over by RKO), Mack Sennett, and other lesser film compa-
nies. A vast interlocking was developing; in the struggle, many
elements became valuable pawns. Music would rise in importance,
so RCA bought two music-publishing companies, Leo Feist, Inc.,
and Carl Fischer, Inc. NBC’s first president, Merlin Aylesworth,
told a Senate committee: “It is necessary for us to be in the music
business to protect ourselves . . . the movies have bought most of
the music houses . . . we have got to control the music situation.
It is a simple business proposition with a little touch of sentiment
in it.”

Amid these currents, the flickering image of television drew in-
creasing attention. Within five ycars, said Sarnoff, television would
be “as much a part of our life” as radio had become.

This time, his vision proved faulty. Surrounded by delirious op-
timism, Sarnoff could scarcely foresee the road-blocks and detours
that lay ahead. In a way, they were a product of that very optimism.
As every corporate maneuver seemed to promise boundless wealth,
zooming stock prices reflected the expectations. Epitomizing the
frenzy was the behavior of RCA stock.

Early in 1928 it stood at 85%. Soon afterwards it began an as-
tounding performance. On Saturday, March 3, RCA stood at g1%.
On March 12 it opened at 107%, closed at 120%. (Television ru-
mors?) On March 12 it opened at 12014, closed at 138'4. (Photo-
phone news?) The next day it opened at 160—211 points up. After
a retreat, advance began again. By May it passed 200, then slipped
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carly in June. By mid-June the skid stopped. (Hoover’s nomination
for President?) During the campaign the rise was resumed. (“We
shall soon, with the help of God, be in sight of the day when pov-
erty will be banished from this nation”—Hoover’s broadcast accept-
ance.) In November RCA stock touched 400. (Electoral college
vote: Herbert Hoover, 444; Alfred E. Smith, 87.) On Decem-
ber 7, 2 moment of panic: RCA slipped 72 points. But confidence
rallied. After a period of ups and downs, RCA began another steep
climb. (Dismissal of Federal Trade Commission complaint? RCA
purchase of Victor? Awmios 'n’ Andy? Debut of Rudy Vallee?) In
mid-summer 1929 RCA stock reached 500 and pushed beyond.
The stock was split: each share became five shares, each of which,
on September 3, stood at 101. It then edged up to 114%. In eighteen
months it had climbed about 600 per cent.

The feeling was that anybody who was anything would move
to a suburban home with superheterodyne radio, television, air con-
ditioning, and other things available on installments, with a place in
Florida for later. Automobile and airplane had made this plausible.
The stock market had made it seem inevitable. Radio had done its
share in building the dream and inflating the credit bubble.

When it burst—“WALL STREET LAYS AN EGG,” said
Variety—RCA sagged to 20 within a month. Gradually paralysis
took over the nation. During 1930 income and employment
dropped catastrophically. Building almost stopped. The following
year one in four factory workers was jobless. Breadlines stretched
on and on. Innumerable projects were shelved. The flickering snap-
shot would not yet go to market.

For Sarnoff it was only a postponement. But his attention was
also deflected to a new kind of crisis, one that threatened the very
existence of RCA.
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A BILL OF DIVORCEMENT

In 1930 David Sarnoff became president of RCA, while Major
General Harbord moved up to chairman of the board. On the heels
of these moves came jolting news.

In May 1930 the U.S. Department of Justice sued RCA, GE,
Westinghouse, and AT&T. It demanded termination of the 1919-21
patent agreements and of interlocking ownerships and directorates.
The renewed antitrust zeal was largely a product of the stock mar-
ket crash, the Depression that had followed, and the business scan-
dals they had brought to light.

To the broadcasting oligarchy, the move was beyond belief. The
complex, closely knit setup had become an established way of life.
But the Justice Department could not be dissuaded: to avoid trial,
the companies would have to replace the patent agreements with
an open patent pool, and untangle the corporate liaison.

A year went by. The problems seemed to defy solution. Owen
D. Young wrote an eight-page letter to the Department of Justice
calling attention to the “unprecedented economic and industrial
crisis” of the nation. Much of this, he said, had been caused by
“ruinous competition . . . destructive rivalry.” He implied that
the Justice Department demands would destroy what stability
there was in the broadcasting field, and lead to further catastrophes.

The Justice Department stood firm. Late in 1931 AT&T, which
no longer held RCA stock or board membership, made peace with
the Justice Department by serving notice of withdrawal from the
1919-21 cross-licensing agreements. A number of the earliest pat-
ents, once so crucial, were in any case expiring.

For RCA, GE, and Westinghouse, with their symbiotic relation-
ships, impending decisions were more perilous. And meanwhile
business conditions worsened. In September 1931 Britain went off
the gold standard, creating international shock-waves. In the United
States, that same month, 305 banks closed; during the next month,
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522 closed. Adding to the sense of international disintegration, Ja-
pan began overrunning Manchuria.

If the Justice Department antitrust suit were to go to trial and
be lost by the defendants, the antimonopoly clauses of the Radio
Act of 1927 would come into play. Broadcast licenses of incalcu-
lable value—KDKA, KGO, KOA, KYW, WBZ, WEAF, WGY,
WJZ, WMAQ, WRC, WTAM, as well as experimental television
licenses—would be imperiled. If the defendants had hopes of a more
lenient political climate, the news of the moment dispelled them.

As 1932 began, most estimates of unemployment in the United
States stood at ten million or more. People combed through city
dumps. Bitterness increased. Farmers began to resist evictions with
pitchforks and shotguns. In June the Republicans nominated Her-
bert Hoover for a second term as President. The Democrats nomi-
nated Franklin D. Roosevelt, Governor of New York. What was
known of his views was not reassuring to executives of GE, West-
inghouse, and RCA; many considered him to have socialistic tend-
encies. Against this background, representatives of the three com-
panies pushed their divorce talks, to stave off trial. A date for trial
was set: November 15, 1932, a week after election.

Among the negotiators was Owen D. Young, chairman of the
board of GE, creator of RCA, member of innumerable boards and
committees. He was world-famous as author of the Young Plan, an
attempt to save Germany from economic collapse. Young was tired.
A Westinghouse representative at the discussions, Walter C. Evans
of KYW, Chicago, gives a vivid picture:

I distinctly recall Mr. Young slouched down in an armchair in the
RCA board room with the appearance of being more than half
asleep. When the controversy reached a complete impasse his eyes
would open only a slight amount and he would suggest the com-
promise which solved the question.

In this crisis David Sarnoff, with far-ranging grasp of detail and
firmness for the RCA cause, emerged as a negotiator hardly less



Tube of Plenty 70

skillful than Young. RCA had throughout its life been a sales agent
for others, and owned by others; it had been, in spite of its promi-
nence, a puppet organization. Its ability to survive would depend on
dispositions now made.

Sarnoff hammered at a favorite theme: “Unification.” The radio
manufacturing facilities of GE and Westinghouse should be “uni-
. fied,” he urged, under RCA—with GE and Westinghouse being re-
imbursed via RCA debentures. As additional reimbursement GE
would get real estate—an RCA-owned building on Lexington Ave-
nue, New York City, which at the moment was losing money.

By the end of October the divorce plans neared completion. GE
and Westinghouse were to withdraw from the RCA and NBC
boards. NBC would be a wholly owned subsidiary of RCA. GE
and Westinghouse would retain their broadcasting stations, but
NBC would manage them.

NBC would go ahead with a plan already widely discussed, of
moving to a new complex of buildings being planned for mid-
Manhattan. This vast Rockefeller project, for which blocks of
brownstone buildings were being leveled, seemed to defy the De-
pression itself, and had caught the imagination of the public—which
called it Radio City. To clinch the move, the Rockefeller interests
made new concessions to RCA.

As election day approached, there were still unsolved questions
concerning the extent of the RCA debt to GE and Westinghouse,
and the value of debentures to be issued.

On November 8, Franklin Delano Roosevelt was elected Presi-
dent of the United States by an overwhelming popular majority,
and an electoral vote of 472-59.

On November 10 there were day and night meetings of RCA,
GE, and Westinghouse officials, committees, subcommittees, and
teams of attorneys. On November 11 their proposals were delivered
to the Department of Justice. A few changes were needed. On
Sunday, November 13, came a final RCA-GE-Westinghouse meet-
ing, all day and far into the night. The next day, a week’s postpone-
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ment of the trial was granted. On November 21 a consent decree
was signed. The trial was canceled.

Miraculously, RCA emerged as a strong and self-sufficient entity.
No longer owned by other corporationis, it had its destiny in hand.
It had substantial new obligations in the form of debentures, but it
owned two networks, broadcast stations, manufacturing facilities,
international and ship-to-shore communication facilities, and ex-
perimental laboratories. It controlled a majority of the clear-chan-
nel stations in the United States. At its apex sat David Sarnoff.

In 1933 he moved his executive army and broadcasting personnel
into Radio City. From a g3rd floor office he proceeded to keep
watch over the radio world—and to prepare for television. It be-
came his central concern.

FIFTY-THIRD FLOOR

In 1932 NBC had installed a television station in the newly built
Empire State Building. Vladimir Zworykin was now experimenting
for RCA instead of Westinghouse. The work went forward.
Prospects for television were strengthened by events in radio.
The broadcasting industry, though momentarily jolted by the
Depression, had in the long run been helped by it. As theater and
film audiences shrank, home audiences grew. Broadcasting had won
an almost irrational loyalty among listeners. According to social
workers, destitute families that had to give up an icebox or furni-
ture or bedding still clung to radio as to a last link with humanity.
Many factors contributed to this. Radio brought into homes
President Roosevelt's “Fireside Chats”—an important cohesive force
during darkest Depression days. At the same time, troubles over-
taking theater and vaudeville were bringing a new surge of talents
to radio audiences, including leading comedians like Ed Wynn,
Eddie Cantor, Fred Allen, Burns and Allen, Jack Benny, Jack
Pearl, and the Marx Brothers. Meanwhile daytime serials had devel-
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oped an extraordinary hold over home audiences. Sociologists
studying the phenomenon found that women looked to such serials
as Ma Perkins and Just Plain Bill and The Romance of Helen Trent
for guidance on personal problems. Many expressed a dire depend-
ence on serials. Thanks to this devotion, many businesses were
making a financial comeback through radio sponsorship.

If radio was increasingly successful, its tone was also increasingly
—and aggressively—commercial. Many people found it shoddy.
Radio offered advice to the lovelorn, fortune-telling, and diverse
forms of quackery. The fortunes made by Dr. John R. Brinkley,
who for years used his Kansas station to promote goat-gland reju-
venation transplants and drug sales, had brought an influx of patent
medicine sponsors. Commercials, which had been brief and dif-
fident in NBC’s first days, were becoming long and unrelenting—
but successful instruments of merchandising.

To Sarnoff the afluence was crucial: it would pay for the advent
of television. Once again the formal, commercial debut of televi-
sion seemed an early possibility. But once more a new problem
intervened: this time, a crisis precipitated by events in the Senate.

Soon after taking office, the Roosevelt administration proposed
replacing the Federal Radio Commission (FRC) with a new Fed-
eral Communications Commission (FCC), to regulate not only
broadcasting but also the telephone—which had been under the
jurisdiction of the Interstate Commerce Commission. The AT&T
entanglement with broadcasting seemed to make the move logical.

But with change in the air, the congressional debate turned into
an uprising against the status quo, fomented mainly by educators,
churchmen, and labor leaders. They protested the growing com-
mercialization of the air. They protested that channel assignments,
both under the Commerce Department and the FRC, had delivered
the field almost wholly to the advertising world, squeezing out com-
peting interests and values. They now demanded cancellation of
all licenses and their reassignment—with 2§ per cent of all channels
going to non-profit organizations.

Led by Senator Robert F. Wagner of New York and Senator
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President Franklin D. Roosevelt in Fireside Chat. CBS

Henry D. Hatfield of West Virginia, the insurrection seemed
within reach of success. Its anger was epitomized by the writer
James Rorty, who in 1934 published Our Master’s Voice—a title
adapted from an RCA trademark. Rorty wrote:

The American apparatus of advertising is something unique in his-
tory. . . . It is like a grotesque, smirking gargoyle set at the very
top of America’s skyscraping adventure in acquisition ad infinitum.
. . . The gargoyle’s mouth is a loudspeaker, powered by the vested
interest of a two-billion dollar industry, and back of that the vested
interests of business as a whole, of industry, of finance. It is never
silent, it drowns out all other voices, and it suffers no rebuke, for is
it not the voice of America? That is its claim and to some extent it
is a just claim. For at least two generations of Americans—the gen-
erations that grew up during the war and after—have listened to
that voice as to an oracle. It has taught them how to live, what to
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Comedians vo radio: Ed Wynn as Fire Chief. NBC

be afraid of, what to be proud of, how to be beautiful, how to be
loved, how to be envied, how to be successful.

To Rorty, the earthly atmosphere was saturated with never-ending
“jabberwocky” from hundreds of thousands of loudspeakers.

Is it any wonder that the American population tends increasingly
to speak, think, feel in terms of this jabberwocky? That the stimuli
of art, science, religion are progessively expelled to the periphery
of American life to become marginal values, cultivated by marginal
people on marginal time?

Powered by such rhetoric, the Wagner-Hatfield drive urged the
redistribution of channels as an amendment to the pending Commu-
nications Act. It won wide support from educational, religious, and

labor groups.
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Most such groups had little prospect of financing broadcasting
stations. Their amendment therefore proposed that non-profit sta-
tions be allowed to sell advertising to the extent of their expendi-
tures. Advertising revenue would be permitted to defray costs, but
not to yield a profit.

The idea opened them to scornful attack: these supposed haters
of advertising were proposing more advertising. Apparently they
just wanted to “muscle in” on advertising revenues. Besides, said
commercial broadcasters, existing stations and networks had ample
unsold time available for educators, churchmen, and others. To un-
derscore this point, NBC-red gave a network berth to the Univer-
sity of Chicago Round Table, a program that had begun locally;
NBC-blue inaugurated an America’s Town Meeting of the Air,
emanating from New York. Such ventures helped put down the
insurrection. On the Senate floor, Wagner-Hatfield lost, 42-23.
The Communications Act of 1934 thus became law without the
troublesome amendment. At the same time, it had sparked an erup-
tion of “public service” programs.

By 1935 a feeling of security had returned to the 53rd floor of
the RCA Building. Sarnoff felt it was time for major moves on be-
half of television.

Television could establish itself only if there were industry-wide
standards, with telecasters and set users all committed to the same
system. Sarnoff now wanted the new Federal Communications
Commission to adopt standards—based, he hoped and expected, on
the RCA system—and he asked the FCC to allocate the needed
spectrum space.

In April 1935 Sarnoff made the dramatic announcement that
RCA was appropriating a million dollars for television program
demonstrations. The FCC, prodded by the RCA announcement,
prepared for intensive study of the future of broadcasting, with
special attention to television. Hearings would be held the follow-
ing year; testimony was invited from all concerned.

In Radio City, NBC studio 3H-less than two years old—was
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converted into a television studio, with light grills and catwalks for

technicians. In his usual meticulous fashion, Sarnoff was coordinat-

ing all moves.

And yet, even now, the road ahead was not clear. Ironically, the
veteran patent fighter was faced once again with patent problems
—not from rival corporations, but from inventors in the mold of
the boy Marconi—inventors who insisted on inventing on their own.
Two such experimenters posed special—and eventually agonizing—
problems.

OF ATTICS AND BACK ROOMS

Philo T. Farnsworth, child of a large Mormon farm family, did
not encounter electricity until he was fourteen and his family got
a Delco system. He at once knew how it worked and applied elec-
tricity to his mother’s handcranked washing machine. He became
an ardent reader of electrical journals. In 1922 at high school in
Rigby, on the upper Snake River in Idaho, he staggered his science
teacher by asking advice on an electronic television system he was
contemplating. The boy said he had been reading about systems
involving mechanical wheels and considered those doomed; cover-
ing several blackboards with diagrams to show how it might be
done electronically, he asked, should he go ahead? The baffled sci-
ence teacher encouraged him. Philo, thin and with an undernour-
ished, pinched look, worked his way through college with a patch-
work of jobs including radio repair work and, one year, work on a
Salt Lake City community chest drive. He told George Everson,
professional fund-raiser from California who was helping organize
the campaign, about his television ideas, and Everson took the youth
back to California and set him up with equipment in an apartment
—first in Los Angeles, later in San Francisco—while Everson bela-
bored financiers for funds. Philo worked with the blinds drawn,
stirring suspicions that led to a raid by police. They found strange
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glass tubes but not the expected distillery. Philo had his first suc-
cesses in 1927 when he transmitted various graphic designs includ-
ing a dollar sign, which according to Everson “jumped out at us
from the screen.” Switching to bits of film, they used sequences of
a Dempsey-Tunney fight and later of Mary Pickford combing
her hair in The Taming of the Shrew; she combed it a thousand
times for Farnsworth television. Applying for an electronic televi-
sion patent, Farnsworth took RCA completely by surprise. Its at-
torneys contested the application, and in interference proceedings
grilled Farnsworth for hours, but could not shake him. In August
1930 Philo Farnsworth, aged twenty-four, got his patent. Early in
1931 Vladimir Zworykin of RCA traveled to California to visit
Philo’s laboratory and have a look; he appeared impressed but was
quoted as saying there wasn’t anything RCA would need. Then
Sarnoff came; RCA would not need anything young Farnsworth
had done, said Sarnoff. But apparently RCA already felt it would
have to negotiate with Philo Farnsworth.

Farnsworth was ready to license RCA on a royalty basis. But
RCA had a policy: what it needed, it bought outright. It didn’t
pay royalties; it collected them. However, in due time it came to
terms with Philo Farnsworth. The RCA attorney is said to have
had tears in his eyes as he signed the contract.

The extraordinary victory may well have encouraged another
embattled inventor, Edwin H. Armstrong. His dispute with Sar-
noff, gradually growing into a complex feud, had fateful implica-
tions for both radio and television.

Armstrong and Sarnoff had known each other since 1914 when
Armstrong, a Columbia University student—and a long-time ama-
teur experimenter in his Yonkers attic—invented a new circuit that
was said to do wonders; Sarnoff was delegated by American Mar-
coni to evaluate it. In a drafty shack in Belmar, N.]., throughout a
winter night, Armstrong and Sarnoff huddled together pulling in
Ireland, Germany, Hawaii—taking down messages to be checked
later with the originating stations. “Well do I remember that mem-
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Edwin H. Armstrong, inventor—during World War 1. Smithsonian

orable night,” Sarnoff was to write Armstrong years later. “What-
ever chills the air produced were more than extinguished by the
warmth of the thrill which came to me at hearing for the first time
signals from across the Atlantic and across the Pacific.” The en-
counter held the seeds of friendship—and of longer conflict. There
was a gulf between them: Armstrong was a lone experimenter, Sar-
noff a company man.

During and after World War I, Armstrong invented other sen-
sational circuits and in 1922 sold a patent to RCA and was suddenly
a millionaire. RCA also got first refusal on his next invention.

“I wish,” said Sarnoff to Armstrong one day, “that someone
would come up with a little black box to eliminate static.” The im-
plication of the phrase, an allusion to Marconi’s black box, was not
lost on Armstrong. He liked the challenge. And he himself had been
thinking about static.

The world lay before him. He married Sarnoff’s secretary. He
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accepted a Columbia University research appointment at §1 a year
and began working ceaselessly at his own expense in the basement
of Philosophy Hall, occasionally emerging to read brilliant papers
at scientific gatherings—a tall, lanky figure with a drawling voice.
When he argued with opponents, he was inclined to demolish them,
and he won important enemies, including De Forest. But mostly he
just worked.

Ten years passed. Late in 1933 Armstrong took out four patents
and notified Sarnoff that the little black box was ready. Sarnoff
and various RCA engineers made the trip to the Columbia Univer-
sity campus. What they found was not exactly a black box but two
rooms full of equipment representing an entire new radio system
—“frequency modulation,” FM. Not just an invention, said Sarnoff
at one point, but a revolution.

RCA decided on field tests. In March 1934 Armstrong was in-
vited to install his transmitter equipment in the Empire State tower.
The FM receiver was placed seventy miles away on Long Island.
The log of the first day, June 16, 1934, included a prophetic nota-
tion by an engineer. A new era, he wrote, “is now upon us.” Re-
sults exceeded Armstrong’s claims. Defying thunder and lightning,
FM transmitted a range of sound never before heard, and was vir-
tually static-free.

The tests went on, reports were written and studied. Armstrong
waited. Then, in April 1935, he was “politely” asked to remove his
equipment from the Empire State Building. That same month RCA
announced its allocation of $1,000,000 for television tests. A wave
of publicity heralded the imminence of television, as the FCC pre-
pared for crucial decisions on the spectrum.

Armstrong became fearful. He had worked more than a decade
on FM. Since receiving his patents, he had maintained public silence
on the subject for two years, partly because he felt he owed this to
RCA, and partly because RCA seemed the one organization able
to accomplish the revolution FM called for. Now the sudden flurry
of RCA television moves, accompanied by total silence on FM,
confirmed a feeling that the company hierarchy wanted no part of
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frequency modulation. Was RCA intent on sidetracking—even
sabotaging—his invention? Armstrong became convinced it was.

He acted with resolution. He decided on a public demonstration,
to be staged at the November 1935 meeting of the Institute of Ra-
dio Engineers. It was announced that Armstrong would read a
paper on his latest work; the demonstration itself would be a sur-

risC.

P He prepared for months with the help of his friend Randolph
Runyon, whose amateur station in Yonkers was adapted especially
for the demonstration. Armstrong read his paper, then drawled:
“Now suppose we have a little demonstration.” As the receiver
groped through space, the audience heard a sound that would be-
come familiar to FM listeners. In the words of Lawrence Lessing,
there was a

roaring in the loudspeaker like surf on a desolate beach, until the
new station was tuned in with 2 dead, unearthly silence, as if the
whole apparatus had been abruptly turned off. Suddenly out of
the silence came Runyon’s supernaturally clear voice: “This is
amateur station WZAG at Yonkers, New York, operating on fre-
quency modulation at two and a half meters.” A hush fell over the
large audience.

The demonstration included music and other items. A glass of
water was poured in Yonkers. In New York it sounded like a glass
of water—not, as in AM, like a waterfall.

In the spring of 1936 Armstrong presented to the FCC the case
for spectrum allocations for FM. RCA, pressing solely for televi-
sion allocations, was represented not only by Sarnoff but by C. B.
Jolliffe, who a few weeks earlier had been the FCC chief engineer
but was now suddenly an RCA executive. The RCA witnesses
hammered at one theme: the readiness of television and its needs in
the spectrum. They did not mention FM. The battleground was the
upper frequencies, where both inventions needed elbow room.
The battle was joined.

The policies pursued by Sarnoff were in the interests of RCA as
he saw them. He saw television as an invention “about ready” to
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Armstrong builds transmitter tower. Completed tower: W2XMN-—1938.
Columbiana Columbiana

take its place beside radio in every home. RCA had invested in tele-
vision large sums from radio earnings, and counted on continued
earnings to carry the work forward. FM was seen as an invention
that could only disrupt the structure of radio and plunge it into
years of readjustment and loss. FM posed a threat not only to the
status of radio but to funds needed for television. RCA was there-
fore not inclined to promote FM. Because of RCA'’s position in the
industry, its stand loomed as a fatal roadblock. To Armstrong it was
“sabotage” of a major invention.

When Armstrong asked the FCC for a license for an experimen-
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tal FM station, the request was at first denied. The FCC, influenced
by Sarnoff, had caught the television fever, and saw FM as an ob-
stacle. With demonstration and argument, Armstrong persisted,
and finally got his license. He cashed a block of his RCA stock and
began to build a §0,000-watt FM station at Alpine, N.]., across the
river from Yonkers. He himself climbed around the huge antenna
tower, supervising each detail. It was the start of a long and bitter
war. He was tackling a giant.

TARGET DATE

RCA prepared for its million-dollar television program demonstra-
tions. It was not alone in the field. Farnsworth had won backing
from Philco and moved to Philadelphia to continue his television
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experiments there. Another young genius, Allen B. Dumont, who
had worked with Francis Jenkins, was making progress in New
Jersey. In Los Angeles there were tests by a regional West Coast
network, the Don Lee network. Various unresolved patent issues
would have to be resolved before commercial use was begun. Mean-
while experimenters pushed ahead.

To the Empire State transmitter elaborate productions, including
drama, began to travel by cable from rebuilt Studio 3H in Radio
City. The schedule began with two programs a week, Tuesdays and
Thursdays. Actors began to be seen in Radio City cafeterias with
green make-up and purple lipstick, and they were plied with ques-
tions. Before long the phenomenon no longer caused comment:
such things, it was understood, were somehow necessary in the new
medium.

Other kinds of programming were tested. In 1936 a “coaxial
cable” between New York and Philadelphia, developed by AT&T,
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was ready for use, setting the stage for remote pickups and net-
working tests. The following year a television mobile unit went into
action in New York City, to experiment in pictorial journalism.
It consisted of two huge busses; one was a studio crammed with
equipment for field use; the other housed the transmitter that re-
layed programs to the Empire State tower for rebroadcast by the
main transmitter. Television seemed indeed to be “about ready.”
Sarnoff picked a target date for its commercial debut: the 1939
World’s Fair, scheduled for New York City.

But news about the imminence of television began to be pushed
aside by other matters, relating to the international scene. In 1938
Adolf Hitler, in power in Germany since 1933, annexed Austria
and, under the infamous “Munich pact,” a portion of Czechoslo-
vakia. Japan intensified its attacks on China. Spain, in bloody con-
flict, was falling under the control of Francisco Franco, ally of
Hitler and Mussolini.

While Sarnoff and RCA and NBC were concentrating on the
emergence of television, these world upheavals were focusing in-
creased attention on radio, and especially on CBS. Throughout the
1930’s CBS had been trying to catch up with its formidable rival.
It had considerable unsold time in its schedule but, far more effec-
tively than NBC, was making creative use of it. Substantial time
was given to experimental, unsponsored programming, including
news. As world turmoil increased, CBS was building—under Paul
White—a news service that soon made the voices of H. V. Kalten-
born, Edward R. Murrow, Eric Sevareid, William L. Shirer, Elmer
Davis, and others known in every home. In 1938 CBS introduced
the “world news roundup” format with short-wave pickups from
any and all continents. In drama CBS was winning a similar celeb-
rity through the works of Norman Corwin, Archibald MacLeish,
Orson Welles, and others. These often touched on the world scene,
as in They Fly Through the Air, a scathing verse play on fascism
with which Corwin won a wide following; The Fall of the City, in
which MacLeish foreshadowed with startling accuracy the Nazi
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take-over of Vienna; and the Welles production of the H. G. Wells
War of the W orlds, with Martian landings placed in the New York
area—with a realism that precipitated panic in many parts of
the United States. The reaction to this drama apparently reflected
the national edginess over the world situation; it also confirmed the
rising competitive standing of CBS programming. NBC found it-
self trying to emulate CBS achievements in news and drama. At
the moment when television was awaited, radio was strengthening
its hold on the public. It was even winning admiration from intel-
lectuals who had generally despised—or ignored—radio.

At the same time, the Roosevelt administration was turning from
domestic concerns to rearmament. Once more executives of major
corporations—this time including RCA delegations, led by a dili-
gent David Sarnoff—were back and forth to Washington to discuss
military production needs. When Germany invaded Poland in
1939, Roosevelt proclaimed a limited national emergency, diverting
strategic materials from domestic manufacture to war requirements.
In production was a navy item closely related in technology to
television, but with a name not yet to be spoken, even in a whisper
—radar. RCA, child of the military, was suddenly in the midst of
war production.

Even at NBC, the armosphere was militarized. In 1936 Sarnoff,
to fill a vacancy in the NBC presidency, had selected a military
man, Lenox Lohr. Sarnoff was following RCA tradition.

The sense of gathering crisis cast an atmosphere of doom around
the anticipated coming of television. But this went forward on
schedule, and generated some of the hoped-for excitement. On Feb-
ruary 26, 1939, a test pickup from the unfinished fair grounds fea-
tured a telecast of Amos 'n’ Andy in blackface make-up. On April
30 came the formal opening, in which Franklin D. Roosevelt be-
came the first President to appear on television.* Sarnoff also spoke.
RCA sets with s-inch and g-inch picture tubes went on display,
later followed by sets with 12-inch tubes. In some, the tube was

* Herbert Hoover's 1927 appearance had been as Secretary of Commerce.



Tube of Plenty 90

seen via a2 hinged mirror. Prices ranged from $199.50 to $60c0.
Crowds came and stared at the programs. Every day brought new
items. The NBC schedule now included one program a day from
Studio 3H in Radio City, still the network’s only television produc-
tion studio; one program a day from the mobile unit; and assorted
films, from a film-facilities room at Radio City.

The studio programs included plays, bits of opera, comedians,
singers, jugglers, puppets, and kitchen demonstrations—usually
salad-mixing, because it was really too hot for cooking. Three
cameras were used. The ritual of live television was by now well
developed. The control room had head-phone communication with
studio technicians. A continual stream of cryptic jargon flowed
over the intercom wires—abbreviated instructions for adjusting
camera angles and distances. This was punctuated with: *“Take
one! . . . Ready two. . . . Take two!” Visitors from the theater
found the continuous chatter bewildering and astounding; did no
one ever listen to the performers? Visitors from the film world were
equally amazed at the notion that shooting and editing could be
done simultaneously. In the studio the performers, still in weird
makeup, worked in heat that stung the skin. Actors took salt tab-
lets. The big cameras swung slowly. “When I am on the television
set,” said Earle Larimore, who starred in The Unexpected on May
3, 1939, “I think of those cameras as three octopuses with little
green eyes blinking on and off, their silvery forms moving ponder-
ously.” The actor always felt hemmed in. Everything had to be
played “close.” He had to cultivate microscopic gestures.

The mobile unit was somewhere every day. On May 17 it
showed a Columbia-Princeton baseball game from Baker Field. Its
single camera stood near the third-base line, sweeping back and
forth across the diamond and conclusively proving its own inade-
quacy. By the time the unit went to Ebbets Field for a double-
“header between the Brooklyn Dodgers and the Cincinnati Reds, it
" had acquired a second camera. Sometimes the mobile unit went to
Ridgewood Grove in Brooklyn for second-rate wrestlers or boxers,
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or merely picked up ice skating at Rockefeller Center or planes
landing at La Guardia airport or interviews with visitors to the
World’s Fair. It was all equally amazing. High points of 1939 were
a fashion show from the Waldorf-Astoria and pickups from the
sidewalk and lobby at the Capitol Theater for the world premiere
of Gone With the Wind.

The films included sponsored travelogues, old cartoons, govern-
ment documentaries: Jasper National Park, W ashington—Shrine of
Patriotism, Miracles of Modernization, Donald’s Cousin Gus, Mil-
lions for Safety. Films of major film companies were not available to
television.

CBS, which had experimented in television for several years, was
also telecasting in New York during 1939-40. So was the experi-
mental station of inventor Allen B. Dumont, who had succeeded
in putting the first all-electronic receivers on the market. In May
1940 twenty-three stations were reported to be telecasting in the
United States.

But the atmosphere of doom clouded all this activity. The FCC
had authorized only “limited” commercial operation, which meant
that a station could invite sponsors to do program experiments and
defray their cost, but it could not sell time. In May 1940 even this
“limited” authorization was rescinded because of conflicts about
technical standards; television went back to “‘experimental” status.
The following year it finally went fully “commercial,” but soon
afterwards schedules were reduced from fifteen hours per week to
four hours per week. Most television stations left the air. Six hung
on with skeleton programming to serve the 10,000 sets—they would
soon be museum pieces—that had already been sold. New sets dis-
appeared from the market. A few went into police stations for the
training of air raid wardens. In New York the NBC studio telecasts
began to demonstrate the duties of the warden. Handfuls of volun-
teers at police stations watched and listened. Television was virtu-
ally forgotten.

Its first public steps had gone well enough, but the toddler was
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being hurried back into the nursery. Again its full emergence was
postponed—this time, to postwar years.

But it was not merely a time of waiting. As with radio during
World War I, the hiatus saw intense technical development. Dur-
ing this period Zworykin at RCA developed the image-orthicon, a
camera tube of such improved sensitivity that performers would
no longer be fried alive, and would no longer need strange, exag-
gerated makeup. And both RCA and CBS pushed color experi-
mentation.

It was also a period of jockeying for position. Both Sarnoff of
RCA and Paley of CBS plunged into war activity. For the Allied
invasion of the Continent, both were on hand in uniform—Colonel
William S. Paley with Psychological Warfare, and Colonel David
Sarnoff with the Signal Corps. Sarnoff, accompanying the Allied
forces into Paris, was among those who seized the French short-
wave station CTSF, and promptly put it into service in the Allied
cause. By the end of the war he was Brigadier General David Sar-
noff. From then on, at RCA and NBC, he was “General Sarnoff”
or “the General.” It was appropriate to RCA tradition.

During the brief emergence of television, FM had gone through
a similar cycle of ups and downs. The experimental FM station that
Armstrong had built at Alpine, completed in 1939, performed so
magically that a runaway boom seemed to start. CBS became an
FM proponent. GE and other major companies prepared to make
sets under Armstrong license. That year the FCC received 150
applications to build FM stations. This created a new crisis over
spectrum space. This time, strongly backed, Armstrong won a vic-
tory. Channel 1 was removed from the television band and assigned
to FM—over strong pretests from television interests, especially
RCA. In 1940 FM received a go-ahead, at about the same time as
television. In addition, the FCC decided that television must have
FM sound. Armstrong was jubilant. His struggles seemed to be
heading for a triumphant climax. But suddenly it was all stopped—
halted by war priorities. Armstrong, like Sarnoff and Paley,
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plunged into war work; he joined the Signal Corps. Soon FM be-
came standard equipment on American tanks, jeeps, and command
cars. But on the homefront it was in storage, and in a state of un-
certainty.

While television and FM awaited a new day, AM seemed inde-
structible. In 1942 the armed forces, recognizing its powerful hold,
built a worldwide Armed Forces Radio Service to bring American
programs to troops overseas, wherever stationed. By 1945 AFRS
had over 800 outlets. Some were mere so-watt stations in Quonset
huts, or wired systems on ships, but all received 42 hours of re-
corded programs per week, plus others by short-wave relay. Thus
AM radio, on the eve of television, had a worldwide reach and great
prestige, and looked forward to postwar splendor.

The industry was increasingly competitive. A 1941 FCC ruling
had required RCA to divest itself of one of its networks; the pur-
pose was to end its overwhelming dominance. RCA sued to block
the order, but lost. Thus NBC-blue was sold in 1943 to Edward J.
Noble, the Lifesaver king, for $8,000,000, and became ABC, the
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American Broadcasting Company. Network competition became a
three-way rivalry, on more nearly equal terms.* NBC, backed by
RCA, was still the most formidable entity. But all were prosperous
and potent. All eyed the postwar era.

The end of World War I had precipitated the radio-broadcasting
boom. The end of World War II held similar promise for television.

* The Mutual Broadcasting System, a large group of stations exchanging pro-
grams, never achieved a truly competitive position.
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In 1945, as peace came, it was possible to discern an explosive set of
circumstances.

Electronic assembly lines, freed from production of electronic
war matériel, were ready to turn out picture tubes and television
sets. Consumers, long confronted by wartime shortages and ration-
ing, had accumulated savings and were ready to buy. Manufactu-
rers of many kinds, ready to switch from armaments back to con-
sumer goods, were eager to advertise. The situation awaited a
catalyst, a signal. It came with surprising suddenness.

In 1945 the FCC, once more reviewing spectrum allocations,
made crucial decisions. It decided to resume television licensing.
And it decided, after all, to move FM “upstairs” to another part of
the spectrum. The move was desperately protested by Armstrong
and the FM forces: they said it would make prewar sets obsolete,
antagonize their owners, saddle the industry with huge conversion
costs, and delay FM for years.

But the RCA-NBC forces rejoiced. The move tended to protect
the status quo in radio while providing spectrum space for the ex-
pansion of television. RCA promised sets for mid-1946.

The pace of television activity quickened. By July 1946 the FCC
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had issued twenty-four new licenses. Returning servicemen with
radar experience, whose knowledge was convertible to television,
were snapped up by many stations. Advertising agencies were
ready; many had already formed television departments and had
experimented with television commercials and programming.

CBS was taken aback by the rush of events. It had expected tele-
vision decisions to be held in abeyance because of unresolved issues
relating to color. CBS had demonstrated a color system, which had
been widely acclaimed, that offered brilliant, stable colors. But it
involved a rotating wheel, and its pictures could not be seen on
the existing black-and-white system, the prewar system. CBS there-
fore felt this system should be reconsidered; it had urged the FCC
to hold off the freezing of standards. And it suggested to affiliates
that they postpone television license applications, and give priority
to FM.

RCA, however, was scornful of the CBS color method. In six
months, Sarnoff promised the FCC, RCA engineers would demon-
strate an electronic color system *“‘compatible” with existing black-
and-white sets. Asked how he knew they would have it ready, Sar-
noff answered: “I told them to.”

In the summer of 1946 RCA got its black-and-white sets on the
market. That fall it demonstrated an electronic color system—crude
and unstable but “compatible.” In March 1947 the FCC shunted
the CBS system aside. It postponed final color decisions, but reaf-
firmed a go-ahead under existing black-and-white standards. The
RCA forces were exuberant. CBS, on the other hand, had suffered
a major defeat.

In October of that year FCC chairman Charles Denny, who had
presided over these pro-RCA decisions, resigned from the FCC to
become NBC vice president and general counsel. The move
brought a hue and cry: when had a network berth first been men-
tioned to the FCC chairman? Had the FCC decisions been made
under circumstances involving a conflict of interest?

Amid such maneuvers, television fever spread again.
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During 1945-46, while the Washington struggles hung in the bal-
ance, programming moves were necessarily tentative, and some
were curious. But wartime improvements in equipment were evi-
dent in the picture clarity. In June 1946 an NBC telecast of the Joe
Louis-Billy Conn heavyweight championship prizefight caused the
Washington Post to comment: “Television looks good for a 1000-
year run.”

In various branches of programming, preparatory moves were
afoot. In 1945 NBC hired newsreel veteran Paul Alley, of the
Hearst-MGM News of the Day, to lay the groundwork for a tele-
vision news service. With little precedent to go on, the network
gave him a radio-sized budget. Obtaining his first film free from the
Signal Corps Pictorial Center on Long Island, Alley wrote narra-
tion himself, and hired another newsreel veteran, David Klein, at
$10 a night for part-time editing. Later a small budget increase al-
lowed Klein to become a full-time assistant. Another staff member
came to them from the Office of War Information, bringing with
him an $8,000 Mitchell camera which he was sure the government
no longer needed. Throughout 1946—as the momentous maneuvers
before the FCC moved to a climax—the “liberated” Mitchell cam-
era was the mainstay of NBC-TV news operations.

By then it was clear that television news needed a more resolute
attack, and NBC tried a strange experiment. It commissioned Jerry
Fairbanks Productions, a producer of theatrical shorts and indus-
trial films, to provide film for NBC newscasts. Later it switched to
Fox Movietone, while CBS made a similar contract with Telenews,
a newly formed unit related to the Hearst-MGM News of the Day.
The rationale for these contracts was that the networks had news
sources and voices and just needed help with pictures. The fact that
the arrangements allowed the networks to postpone dealing with
various film unions may also have played a part. In any case, both
networks were trying to organize major newscast series.
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As sets appeared on-the market, taverns rushed to acquire them.
They found sports events an especially powerful attraction. Wres-
tling was soon winning a new vogue. In every television city,
groups clustered around tavern sets.

As program operations expanded, the tube was suddenly alive
with activity. In January 1947 the opening of Congress was tele-
vised for the first time. In February a “blue baby” operation was
televised by NBC at Johns Hopkins and witnessed on television
sets by several hundred doctors and nurses. In May the Kraft Tele-
vision Theater series, presenting a mixture of adapted classics and
new plays, made its NBC debut. That summer the Zoomar lens got
into action in a CBS telecast of a baseball game between the Brook-
lyn Dodgers and the Cincinnati Reds. Its ability to leap from a full-
field long shot to a close-up of the pitcher working his wad of
chewing tobacco caused a stir. Television entertainment for chil-
dren was offered in New York by the Howdy Doody series, and in
Chicago by Kukla, Fran, and Ollie, which also won adult admirers.
Meet the Press, a long-time radio fixture, made a television debut.

For the 1947-48 season both NBC and CBS won sponsors for
their main newscast series. The NBC early-evening news became the
Camel News Caravan, featuring the breezy, boutonniered John
Cameron Swayze and sponsored by Camel cigarettes. CBS launched
Television News With Douglas Edwards, which acquired Oldsmo-
bile as sponsor. Both were 15-minute programs. Both inevitably
adopted newsreel patterns. Each was likely to include several filmed
items. Film came from distant places by airplane, from newsreel
crews maintained in principal news centers. NBC’s Camel News
Caravan, served by Fox Movietone, used 3smm film. The CBS
series, served by Telenews, used r6mm film. This was less costly,
and the equipment was more maneuverable, but it was considered
not quite professional.

Cimel News Caravan maintained a brisk tempo. Near the end of
each telecast came a moment when John Cameron Swayze ex-
claiimed with unbounded enthusiasm: “Now let’s go hopscotching
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the world for headlines!” What followed was a grab-bag of items
that had regrettably taken place without benefit of cameras. Each
event had to be ‘dispatched, it secemed, in one sentence. Then
Swayze would say: “That’s the story, folks. Glad we could get
together!”

NBC and CBS were setting the pace in 1947-48 programming.
ABC was, for the time being, badly outdistanced.

The continuing strategy at all networks was to try to make radio
profits pay the television development bill. This affected decisions
on corporate structure. An NBC research department memoran-
dum of June 18, 1946, foresaw an $8,000,000 loss from television
operations over a four-year period. It felt that radio could and
should be made to finance it. The memo said:

By deducting telecasting losses from sound broadcasting profits, it

is estimated that during 1946-1949 some $3.5 million could be saved

on federal income taxes . . . compared with what would have to
be paid if the two activities were incorporated separately.
This meant that radio, provider of funds, had to be kept going at
maximum profit and minimum expense. Many unsponsored radio
features fell by the wayside. Even the world-famed NBC Sym-
phony Orchestra under Arturo Toscanini, a creation of the late
1930’s, was marked for oblivion.

Other economies came into play. NBC and CBS, ever since their
formation, had generally banned recorded programming from net-
work use. During and after the war the advent of the wire recorder
and the tape recorder had somewhat modified this policy. By 1947
the ABC network was ready to welcome the disk-jockey, and the
other networks followed suit.

Meanwhile CBS scored a competitive coup. During the wvar the
leading radio comedians, most of whom were on NBC, had paid the
very high income taxes associated with the upper brackets. CBS
pointed out that if such entities as “the Jack Benny program” and
“the Burns & Allen program” and “the Awios 'n’ Andy program”—
which were all owned by the comedians themselves—were sold as
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Kukla, Ollie, Fran—of Kukla, Fran and Ollie. NBC

properties, the deals would involve taxation at the low capital-gains
rate. CBS was willing to make capital investments of this sort. The
comedians would enjoy a bonanza at low tax rates and could also
continue to receive salaries whenever broadcasting—on radio or
television. CBS thus acquired control of a galaxy of leading enter-
tainers for the television age. No one called it statesmanlike, but it
was considered shrewd.

CBS and RCA became antagonists in another realm. In 1948
Columbia Records came out with the 3315 rpm long-playing mi-
crogroove phonograph record, RCA-Victor with the 45 rpm rec-
ord. They battled hard for sovereignty in the disk-jockey world.
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John Cameron Swayze. NBC

Meanwhile television license applications poured in on the FCC,
and precipitated another kind of struggle.. Economic dog-fights be-
gan to have an element of international political tension.

OR AFFILIATED SYMPATHETICALLY

While considering license applications, the FCC began getting un-
solicited memoranda from J. Edgar Hoover, director of the Federal
Bureau of Investigation. Concerning a group applying for a Cali-
fornia license, Hoover wrote:
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I thought you would be interested in knowing that an examination
of this list reflects that the majority of these individuals are mem-
bers of the Communist Party or have affiliated themselves sym-
pathetically with the activities of the communist movement,

The FCC asked Hoover for specific information. It pointed out
that rejected applicants were by law entitled to a hearing. Could
the FBI supply information that could be presented as evidence?
Hoover said this would be impossible, because its sources must be
kept confidential.

An FCC investigator, sent to California, reported that the people
mentioned were, on the whole, well regarded. Their main political
activity had been to work for the re-election of President Roose-
velt. The FCC had no basis for a rejection that could be defended
in court, but—nervous about the Hoover memoranda—postponed its
decision for months while the applicants waited. One of the com-
missioners, Clifford Durr, felt that the commission’s non-action—
in effect, a rejection—violated the rights of the applicants. He de-
scribed the circumstances in a speech to educational broadcasters.
As a result, 2 Washington Post article brought the matter into the
open.

FBI director Hoover was furious. He asked the FCC whether he
should assume they were not interested in FBI data. The commis-
sioners discussed his inquiry in a crisis atmosphere that reflected the
awe surrounding Hoover. In these discussions Commissioner Durr
argued that the FCC had no right to act on off-the-record allega-
tions, especially of the sort submitted by the FBI—all stemming
from unidentified sources—and that it should therefore not accept
or consider them. But most commissioners wanted to placate
Hoover, and their reply to him assured him that they valued his
advice. The reply constituted a repudiation of Commissioner Durr.

The tide was running against Durr. The peace that had ended
World War II, and with it the wartime alliance with the Soviet
Union, had also ended the homefront truce between left and right.
War had been replaced by “cold war”—at home, by a hunt for
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Clifford Durr.

traitors, who might be anyone, including your neighbor—probably
your neighbor.

The cold-war atmosphere brought sharp divisions to govern-
ment. In Congress a coalition of Southern Democrats and Northern
Republicans badgered President Harry S. Truman, blocked his pro-
posals, and charged that his administration was deeply infiltrated by
communists. Truman, anxious to scotch the atracks, finally an-
nounced Executive Order No. 9835—a loyalty-security program
under which, at a cost of many millions of dollars, 2,500,000 federal
employees would be checked by loyalty review boards. Informa-
tion from the FBI and other sources would be carefully, discreetly
weighed. As a guide, Attorney General Tom Clark prepared a list
of organizations he considered “subversive.”
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This loyalty-security survey applied only to government em-
ployees. But Clifford Durr, who at once criticized the program,
asked:

. will the example of government stop with government itself?
Once it has been established and accepted, can its influence be kept
from spreading to industry, to the press, to our schools . . . ?

The questions were answered almost before he asked them. In Oc-
tober 1947 the House committee on un-American activities, chaired
by Representative J. Parnell Thomas of New Jersey, opened pub-
lic hearings on “communism” in the film industry. NBC, CBS, and
ABC television cameras and microphones were on hand in a caucus
room of the House office building in Washington as scores of celeb-
rities assembled under banks of floodlights, hung among crystal
chandeliers. Before them sat committee members John McDowell
of Pennsylvania, Richard M. Nixon of California, J. Parnell
Thomas of New Jersey .(chairman), Richard B. Vail of Illinois, and
John S. Wood of Georgia. _

Chairman Thomas, in his opening, spoke of the propaganda
power of film and the need to study infiltration by those “whose
loyalty is pledged in word and deed to the interests of a foreign
power.”

After this opening with its implication of treason, the hearings
seemed determined for a time to descend into farce. Jack L. War-
ner, setting the tone, described how communist propaganda was
injected into films; writers did so by “poking fun at our political sys-
tem” and picking on rich men. There was also, he said, “the rou-
tine of the Indians and the colored folks. That is always their
setup.” Producer Sam Wood likewise felt that communist writers
worked by portraying bankers and senators as “heavies.” Mrs. Lela
Rogers, mother of Ginger Rogers, identified the film None But the
Lonely Heart as communistic; to prove her point she quoted Hol-
lywood Reporter, which had found the picture “pitched in a low
key . . . moody and somber throughout, in the Russian manner.”
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But the comedy was merely preliminary. The climax of the show
focused on ten writers—“unfriendly” witnesses who appeared
under subpoena and were questioned before the cameras about
membership in various organizations. All refused to discuss mem-
berships of any sort, whether in the Communist Party or the Screen
Writers Guild, and cited constitutional guarantees of free speech
and assembly.

The first result seemed to be a closing of ranks in Hollywood.
Speeches and resolutions supported the writers and criticized the
House committee. But suddenly the show of courage collapsed. On
November 24, 1947, a group of top film executives met at the Wal-
dorf-Astoria in New York and decided that, for the safety of the
industry, the “unfriendly” writers had to be cleaned out. Because
of legal barriers to firing employees on political grounds, they were
“suspended without pay.” On the same day they were charged in
Washington with contempt of Congress, because of their refusal to
answer committee questions. All went to prison.* Hollywood en-
tered a period of fear. Political discussion tended to vanish, but si-
lence itself could seem suspicious. The patrioteering speech was
much in evidence. A blacklist developed.

The broadcasting world was next. In the latter months of 1947,
broadcasting executives and sponsors in the New York area began
receiving copies of a publication called Counterattack: The News-
letter of Facts on Commmunism. It was published by three former
FBI agents—Theodore C. Kirkpatrick, Kenneth M. Bierly, and
John G. Keenan—who called themselves American Business Con-
sultants. At an office on Madison Avenue they had assembled back
files of the Daily Worker, New Masses, and other publications,
along with programs of rallies, fund-raising appeals, organization
letterheads, and other documents. The newsletter warned business-

* Two went to the same prison as chairman ]. Parnell Thomas, who had
meanwhile been convicted of conspiracy to defraud the government with
mythical names on his payroll and other fraudulent practices, in which he
was found to have engaged from 1940 to 1948.
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men ceaselessly against infiltration by “commies,” “subversives,”
“pinks,” “dupes,” “stooges,” “fifth columnists,” “quislings,” “ap-
peasers,” “fronters”—terms used interchangeably. All “helped com-
munism.” They should be ostracized, eliminated from employment,
treated as traitors. Counterattack provided lists of names. At first it
dealt with various business fields, but the broadcasting industry
soon became its main concern.

Its method was to list artists with “citations” of their “front” ac-
tvities. A Counterattack citation might say that the Daily Worker
had reported Actor X as attending a meeting of Organization Y,
considered subversive. Counterattack did not check whether the
artist bad attended the meeting. If he hadn’t, said Theodore Kirk-
patrick in a radio interview, “that person has recourse to the Daily
Worker.”

Counterattack “citations” went far beyond the Attorney Gen-
eral’s list of subversive organizations. The newsletter listed 192 or-
ganizations it considered “fronts”; the Attorney General had only
seventy-three on his list.

. American Business Consultants had been started on $15,000 pro-
vided by Alfred Kohlberg, an importer who was an ardent Chiang
Kai-shek supporter and a backer of various anti-communist projects
including newsletters. The broadcasting industry in 1948 was de-
riving $616,500,000 from the sale of time, in radio and television.
That a $15,000 company could exert a lot of leverage on a
$616,500,000 industry soon became clear.

FREEZE

Harry S. Truman at the start of 1948 seemed a lonely figure. The
witchhunt clamor, which he had hoped to still with his loyalty-
security program, had instead been fanned by it, and seemed about
to engulf him. But Truman was a scrapper.

The Republican and Democratic parties both chose Philadelphia
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1949: TV tubes roll from assembly lines. National Archives

for their 1948 conventions, and for the same reason—television. It
was on the AT&T co-axial cable that by now linked New York
and Washington, and by mid-summer was expected to feed pro-
grams to fourteen eastern stations. According to Roger W. Clipp
of WFIL-TYV, Philadelphia, these would reach a television audi-
ence of millions.

That summer Harry S. Truman became the first President to sit
in the White House and watch the nomination of his rival on tele-
vision. Truman saw the Republicans nominate Thomas E. Dewey
and Earl Warren. The Democrats nominated Truman and Alben
Barkley. Two splinter parties also entered the field. The States’
Rights Democrats, who repudiated Truman because of his interest
in civil rights, nominated Strom Thurmond; the Progressives, who
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felt Truman had intensified the cold war, nominated Henry Wal-
lace, a former Vice President under Franklin D. Roosevelt.

Truman made the surprising decision to de-emphasize broadcast-
ing in his campaign. Broadcasters had “sold out to the special in-
terests,” he said. In his speeches he kept referring to the “kept press
and paid radio.” He decided instead on a herculean barn-storming
drive in which he assailed the Republicans in salty terms. This was
totally unlike the lofty addresses Dewey was delivering on radio
and television; crowds swarmed to hear Truman. “Give 'em hell,
Harry!” they shouted. The advertising agency for the Republicans,
Batten, Barton, Durstine & Osborn, urged on Dewey a barrage of
spot announcements, but he vetoed the idea and stuck to the
speeches. As broadcast entertainment the 1948 campaign was an
outstanding failure. But almost all polls agreed that Dewey would
win.

On election night an exhausted Truman went to bed early. In the
middle of the night he woke up, turned on the radio, and heard
H. V. Kaltenborn saying, in his clipped tones, that Truman was
ahead, but that it did not mean anything; he could not win.

Next day, after Dewey had conceded, Truman imitated H. V.
Kaltenborn for the reporters. It was a smash hit. The vote ran: Tru-
man, 24,105,812; Dewey, 21,970,065. In the electoral vote it was:
Truman, 303; Dewey, 189; Thurmond, 39.

Thus Truman retained the White House. But an antagonistic
Congress made it one of the most frustrating of presidencies.
Throughout 1948-52 the witchhunt atmosphere continued, and in-
creased in ferocity. The word treason was its keynote.

These were also the formative years for television. Its program
patterns, business practices, and institutions were being shaped.
Evolving from a radio industry born under military influence and
reared by big business, it now entered an adolescence traumatized
by phobias. It would learn caution, and cowardice.

It was, in another respect, a very special period for television.
Late in 1948 the FCC, having issued approximately a hundred tele-
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1949: television sets make first appearance in Sears, Roebuck catalogue.

vision licenses, called a sudden halt. Interference problems had to
be studied. A television “freeze” was declared. The Korean War,
breaking out in 1950, became a reason for keeping the freeze, which
lasted three and a half years.

Thus 1948-52 was a strange television period—a laboratory pe-
riod. New York and Los Angeles, each with seven stations, saw
television in full operation. Some major cities—Austin, Texas; Little
Rock, Arkansas; Portland, Maine; Portland, Oregon—had no tele-
vision at all. Most other cities had only one station.

Because of this spotty distribution, advertisers who wanted na-
tional coverage were inclined to keep their radio network series.

At the same time, the “television cities” provided a priceless op-
portunity for testing and observing. Throughout the freeze, spon-
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sors, advertising agencies, and leaders of other media closely
watched the “television cities” for portents of the future.

Soon the portents were eloquent—or frightening—in their impli-
cations. Among stories of the hour was the experience of the lip-
stick maker Hazel Bishop. Doing a $50,000 annual business, the
company took up television in 1950; solely through television, its
sales zoomed to $4,500,000 in 1952 and continued upward.

Television cities saw signs of economic earthquake and drastic
changes of habit. In 1951 almost all television cities reported a 20 to
40 per cent drop in movie attendance. In non-television cities,
movie attendance continued unchanged, or grew.

Areas well provided with television reported movie theater clos-
ings in waves: 70 closings in eastern Pennsylvania, 134 in southern
California, 61 in Massachusetts, 64 in the Chicago area, 55 in metro-
politan New York. The rise of outdoor drive-in theaters was a fac-
tor, but television was considered the main cause.

A sharp decline at sports events was seen in most television cities,
although wrestling, a prominent television feature, was doing well.
Effective handling of television rights was clearly a life-or-death
matter for professional sports.

Restaurants and night clubs felt the impact. A variety series star-
ring Sid Caesar and Imogene Coca, launched in 1949—Ilater titled
Your Show of Shows—became a Saturday terror to restaurateurs.
It made people rush home early. Television had briefly drawn peo-
ple to taverns, but now home sets kept them home. Cities saw a
drop in taxicab receipts. Jukebox receipts were down. Public libra-
ries, including the New York Public Library, reported a drop in
book circulation, and many book stores reported sales down. Radio
listening was off in television cities; the Bob Hope rating dropped
from 23.8 in 1949 to 12.7 in 1951 and continued downward. The
freeze kept sponsors on hand but the omens were frightening.

For the film world they were equally so. And to the terrifying
statistics, a new horror was now added.
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Sid Caesar—on Your Show of Shows. Max Liebman Productions

PANIC CITY

On the heels of the television statistics, a staggering blow descended
on Hollywood: the 1948 U.S. Supreme Court decision in United
States v. Paramount et al.

The defendants were the eight companies that had controlled the
industry: Paramount, Loew’s (including Metro-Goldwyn-Mayer),
RKO, Twentieth Century-Fox, Warner Brothers, Columbia Pic-
tures, Universal, United Artists. The Supreme Court—climaxing
years of litigation—agreed with lower courts that the defendants
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had kept out foreign products and prevented domestic competition
by control over theaters. The court now ordered an end to block
booking and demanded “divorcement” of theater holdings from
production and distribution; it left it to lower courts to work out
details. This ushered in a series of consent decrees that—unbeliev-
ably—wrote fade out to the story of the Big Studios—those self-
contained grand duchies that had been a way of life and had sym-
bolized Hollywood. That old Hollywood was suddenly dead.

Convulsions shook the town. Fearing they could not unload 400
to soo films per year on theaters no longer controlled, the major
companies began to slash production schedules and cancel long-
term contracts with actors, producers, directors, writers, techni-
cians. A new reign of fear merged with the blacklist terror. No job
seemed safe. Every day brought ominous television news and the
rolling of heads.

The splitting of the big companies began almost at once. Loew-
MGM delayed longest, whistling in the dark. Paramount split
promptly into two companies—Paramount Pictures Corporation and
United Paramount Theaters. By 1951 United Paramount Theaters
was negotiating a merger with the ABC network. To the merger
Paramount could bring substantial working capital—-and a business
of uncertain future. ABC could bring less working capital-and an
~ apparently glowing future. The merger foreshadowed a more spir-
ited competition among networks.

Hosts of artists, set adrift by Hollywood, began to eye the tele-
vision tube. Some headed for New York. It had been, since the
1920’s, the production capital for radio, and many assumed that
it would have the same role in relation to television. Joining the
migration were numerous fugitives from other media—newspapers,
magazines, theater, nightclub, lecture hall. It was a struggle for
footholds, a time for trial and error, success and failure. Amid a
confusion of migrations and an atmosphere of upheaval, program
experiments came and went.
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Texaco Star Theater, 1949: Milton Berle is welcomed back for second sea-
son. NBC

IT WILL BE A GREAT SHOW

Among variety hours launched in 1948 were two smash successes.

One was Texaco Star Theater with Milton Berle. He acquired
the names “Uncle Miltie” and “Mr. Television.” He was brash, un-
inhibited, and liked to cavort in funny clothes. He had never been
successful in radio, but was soon regarded as the embodiment of
television comedy. He was impertinent, but never politically risky.

Another variety entry was Toast of the Town, headed by Ed
Sullivan as producer and master of ceremonies, and later known as
the Ed Sullivan Show. Ed Sullivan occasionally took chances—at

first.



Tube of Plenty . 118

The variety show formula, which had given Rudy Vallee a six-
teen-year run on radio, was a promising one. Sullivan, a New York
Daily News columnist, could give performers extra rewards with
column items. He went after the biggest names and assembled im-
pressive aggregations. Though he himself was kidded for his un-
smiling face and awkwardly dangling arms, his program gathered
momentum and soon reached the top in television ratings in several
cities.* It acquired the Ford Motor Company as sponsor and began
to look like big business. “Ed Sullivan will last,” said Oscar Levant,
“as long as other people have talent.” As the series prospered, even
Sullivan’s performing deficiencies became assets. He became a man
mimicked on amateur hours: in short, one of the great.

Late in 1949 Sullivan booked dancer Paul Draper for a Toast of
the Town appearance in January 1950. This was, to an extent, a
courageous act. An appearance by Draper and harmonica player
Larry Adler in Greenwich, Connecticut, had recently called forth
a campaign of letter-writing led by a Mrs. Hester McCullough of
Greenwich, wife of a Time picture editor—abetted by Hearst col-
umnist Igor Cassini, who wrote as “Cholly Knickerbocker.” Mrs.
McCullough, who had for some time been interested in the hunt for
subversives—*1 guess you might say I was always on the lookout
for them”—demanded that the Greenwich appearance be canceled.
She called Draper and Adler “pro-communist in sympathy” and
said that any such person “should be treated as a traitor.” Draper
and Adler issued a statement, carried by the Associated Press, say-
ing that they were not and never had been communists, members
of the Communist Party, pro-communists or traitors, and that they
owed and gave allegiance “solely to the United States under the
Constitution.” They filed suit against Mrs. McCullough. The
Greenwich appearance proceeded without incident. Draper and
Adler appeared to have weathered the storm. Under these circum-
stances Sullivan booked Draper for Talk of the Town. It appeared
a further vindication.

* Pulse surveys, making local reports in a number of cities, showed Sullivan
in first place in New York and Philadelphia by the end of 1948.
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But “Cholly Knickerbocker,” along with other Hearst colum-
nists—George Sokolsky and Westbrook Pegler—and various news-
letters, took up the battle again and demanded that the Ford Motor
Company cancel the scheduled television appearance.

The Ford Motor Company and its advertising agency, Kenyon &
Eckhardt, held nervous meetings and decided to go ahead with the
Draper appearance. The possibility of a lawsuit was a factor in the
decision.

The columnists and newsletters, continuing their protests, man-
aged to call forth on the Ford Motor Company a barrage of 1294
angry letters and telegrams in response to the telecast. As in many
such campaigns, there were duplicates. Clusters came from the
same post office. Most letters echoed published attacks. Eight per
cent said that “leftists” and “pinks” should be sent back to Stalin.
Thirteen per cent said that communism threatened Western civili-
zation. The mail caused enough anguish to produce further meet-
ings between sponsor and agency, in which it was decided that Ed
Sullivan should send a letter to William B. Lewis, president of
Kenyon & Eckhardt—a letter which was drafted for the purpose by
public relations counsel. It also served as a press release.

January 25, 1950
Dear Bill:

I am deeply distressed to find out that some people were offended
by the appearance, on Sunday’s Toast- of the Town television
show, of a performer whose political beliefs are a2 matter of con-
troversy. That is most unfortunate. You know how bitterly op-
posed 1 am to communism and all it stands for. You also know how
strongly 1 would oppose having the program used as a political
forum, directly or indirectly.

After all, the whole point of the Toast of the Town is to entertain
people, not offend them. . . . If anybody has taken offense, it is
the last thing I wanted or anticipated, and I am sorry.

I just want Toast of the Town to be the best show on television. 1
know that’s what you and the sponsor want, too. Tell everybody
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to tune in again next Sunday night, and if I can get in a plug, it will
be a great show—better than ever.
Sincerely,
Ed Sullivan
Kenyon & Eckhardt, while assuring their sponsor that the incident
had not damaged the Ford Motor Company, promised to do every-
thing possible to prevent other such incidents.

Paul Draper found he could no longer earn a living in the United
States and went to live in Europe.* Ed Sullivan began to turn to
Theodore Kirkpatrick of Counterattack for guidance. Liaison be-
tween Sullivan and Kirkpatrick became “extremely close.” In case
of doubt about any artist, Sullivan now checked with Kirkpatrick.
If the entertainer seemed to have “explaining to do,” and Sullivan
still wanted to use him, he would get Kirkpatrick and the artist to-
gether to see if things could be ironed out. Sullivan seemed anxious
to proclaim this closeness. He told his column readers on June 21,

1950:
Kirkpatrick has sat in my living room on several occasions and lis-
tened attentively to performers eager to secure a certification of
loyalty. On some occasions, after interviewing them, he has given
them the green light; on other occasions, he has told them: “Vet-
erans’ organizations will insist on further proof.”

Sullivan asserted that Counterattack was doing “a magnificent

American job.” In this same column he gave readers some advance

inside information: a “bombshell” was about to be dropped into

the offices of networks, advertising agencies, and sponsors. It would
be a book exposing a conspiracy.
It appeared the following day.

HANDY REFERENCE

On the paper cover of the 215-page Red Channels: The Report of
Communist Influence in Radio and Television was a red hand clos-

¢ The lawsuit against Mrs. McCullough ended in a hung jury.
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ing on a microphone. The title page reported the book to be the
work of American Business Consultants, publishers of Counter-
attack.

The introduction said: “. . . the Cominform and the Commu-
nist Party USA now rely more on radio and TV than on the press
and motion pictures as ‘belts’ to transmit pro-Sovietism to the
American public.” The book was offered as a portrait of the infil-
tration carried out for this purpose—by order, it was implied, from
abroad.

Setting the stage with such words, Red Channels listed 151 peo-
ple—alphabetically arranged for easy reference—with “citations.”

The list was enough to bring gasps. Advance hints from Counter-
attack and columnists had made the industry expect revelations of
insidious underground activity. What they received was a list of
151 of the most talented and admired people in the industry—mostly
writers, directors, performers. They were people who had helped
make radio an honored medium, and who were becoming active in
television. Many had played a prominent role in wartime radio, and
had been articulators of American war aims.

In short, it was a roll of honor.*

* The total list: Larry Adler, Luther Adler, Stella Adler, Edith Atwater,
Howard Bay, Ralph Bell, Leonard Bernstein, Walter Bernstein, Michael
Blankfort, Marc Blitzstein, True Boardman, Millen Brand, Oscar Brand,
J. Edward Bromberg, Himan Brown, John Brown, Abe Burrows, Morris
Carnovsky, Vera Caspary, Edward Chodorov, Jerome Chodorov, Mady
Christians, Lee J. Cobb, Marc Connelly, Aaron Copland, Norman Corwin,
Howard Da Silva, Roger De Koven, Dean Dixon, Olin Downes, Alfred
Drake, Paul Draper, Howard Duff, Clifford J. Durr, Richard Dyer-Bennett,
José Ferrer, Louise Fitch, Martin Gabel, Arthur Gaeth, William S. Gailmor,
John Garfield, Will Geer, Jack Gilford, Tom Glazer, Ruth Gordon, Lloyd
Gough, Morton Gould, Shirley Graham, Ben Grauer, Mitchell Grayson,
Horace Grenell, Uta Hagen, Dashiell Hammett, E. Y. Harburg, Robert P.
Heller, Lillian Hellman, Nat Hiken, Rose Hobart, Judy Holliday, Rod-
erick B. Holmgren, Lena Horne, Langston Hughes, Marsha Hunt, Leo
Hurwitz, Charles Irving, Burl Ives, Sam Jaffe, Leon Janney, Joe Julian,
Garson Kanin, George Keane, Donna Keath, Pert Kelton, Alexander Ken-
drick, Adelaide Klein, Felix Knight, Howard Koch, Tony Kraber, Millard
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To many observers the list seemed a preposterous hoax. The
“citations” strengthened this impression. They gave a summary of
what these men and women—with countless others—had been con-
cerned with over the years. They had opposed Franco, Hitler, and
Mussolini, tried to help war refugees, combated race discrimination,
campaigned against poll taxes and other voting barriers, opposed
censorship, criticized the House committee on un-American activi-
ties, hoped for peace, and favored efforts toward better U.S.-Soviet
relations. Most had been New Deal supporters. The book could be
seen as a move to pillory the liberal impulses of two decades as trai-
torous—and perhaps to control the course of television.

But it was scarcely an era given to calm appraisal. During the
previous months a series of events had shocked Americans. The So-
viet Union had detonated an atom bomb, the Chinese communists
had won control of mainland China, eleven Communist Party lead-
ers in the United States had been sentenced to jail, and former As-
sistant Secretary of State Alger Hiss had been convicted of perjury
—after denying the passing of government documents to Whittaker
Chambers. In addition, U.S. Senator Joseph R. McCarthy of Wis-
consin had been seizing headlines with claims that he knew of
scores of “card-carrying” communists in the State Department,

Lampell, John Latouche, Arthur Laurents, Gypsy Rose Lee, Madeline Lee,
Ray Lev, Philip Loeb, Ella Logan, Alan Lomax, Avon Long, Joseph Losey,
Peter Lyon, Aline MacMahon, Paul Mann, Margo, Myron McCormick,
Paul McGrath, Burgess Meredith, Arthur Miller, Henry Morgan, Zero
Mostel, Jean Muir, Meg Mundy, Lynn Murray, Ben Myers, Dorothy
Parker, Arnold Perl, Minerva Pious, Samson Raphaelson, Bernard Reis,
Anne Revere, Kenneth Roberts, Earl Robinson, Edward G. Robinson, Wil-
liam N. Robson, Harold Rome, Norman Rosten, Selena Royle, Coby Ruskin,
Robert St. John, Hazel Scott, Pete Seeger, Lisa Sergio, Artie Shaw, Irwin
Shaw, Robert Lewis Shayon, Ann Shepherd, William L. Shirer, Allan
Sloane, Howard K. Smith, Gale Sondergaard, Hester Sondergaard, Lionel
Stander, Johannes Steel, Paul Stewart, Elliot Sullivan, William Sweets, Helen
Tamiris, Betty Todd, Louis Untermeyer, Hilda Vaughn, J. Raymond
Walsh, Sam Wanamaker, Theodore Ward, Fredi Washington, Margaret
Webster, Orson Welles, Josh White, Ireene Wicker, Betty Winkler, Martin
Wolfson, Lesley Woods, Richard Yaffe.
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members of a “spy ring,” whose names were—he said—known to
the Secretary of State but who were still “shaping the policy of the
State Department.” If such things were possible, was Red Channels
strange?

Within days after Red Channels the Korean war broke out.
Broadcasting executives were suddenly thumbing the pages of Red
Channels against a background not of peace but of war.

The unbelievable nature of the Red Channels list multiplied its
impact. Every Counterattack subscriber received a copy; a few
others went on sale in stores at $1 a copy. Most copies disappeared
quickly into the drawers of executive desks at networks, advertising
agencies, and sponsors. Few people discussed its contents openly.
If they spoke of it, they seldom mentioned who was listed. Artists,
even those listed, seldom saw a copy. Many of those listed did not
know about it for weeks. Some began to guess it from the changed
behavior of friends, or from the fact that producers no longer ac-
cepted their phone calls. For many, results were more sudden and
drastic.

The Aldrich Family after eleven seasons on radio was scheduled
to start a television version on NBC in the summer of 1950. The
Young & Rubicam advertising agency held auditions, chose screen
star Jean Muir for the role of the mother, and announced it in a
press release three days before the scheduled premiere—Sunday,
August 27.

Then Jean Muir was suddenly notified that the opening telecast
had been postponed a week. Later she was told her contract was
being canceled: a cash settlement was offered. It was learned that
General Foods executives had received a barrage of phone calls
protesting the Muir casting. The firing had been decided at the
highest echelons of the company. Her husband, an attorney, urged
her to accept the settlement. The event was reported in newspapers
throughout the country, with mention of the Red Channels listing.

Jean Muir flatly denied association with four of the nine organi-
zations listed in her Red Channels entry. She dimly remembered
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wartime appearances at two others. Three “citations” she admitted
and avowed. One was the signing of a cable of congratulations to
the Moscow Art Theater on its fiftieth anniversary. A student of
the Stanislavski acting method, she had rejoiced in the opportunity
to join in this message. But such matters were not an issue. General
Foods made no investigations, asked no explanations, claimed no
disloyalty on her part. It merely asserted the need to avoid “con-
troversial™ people on programs it sponsored.

Shortly after the Jean Muir episode a newly launched television
version of The Goldbergs, sponsored on CBS by Sanka, was sub-
jected to protests over another Red Channels listee, Philip Loeb,
who played Jake. A stand by Mrs. Berg—author, star, and owner of
the series—for a time prevented a firing, but the sponsor dropped
the series “for economic reasons” a few months later. After an in-
terval the series reappeared on NBC under another sponsor and
without Loeb. He was reported to have received a settlement. Mrs.
Berg told the New York Times: “Philip Loeb has stated categori-
cally that he is not and has never been a communist. I believe him.
There is no dispute between Philip Loeb and myself.” The Loeb
case was widely reported. His radio and television work ceased. His
theater appearances were harassed. He eventually took an overdose
of sleeping pills.

After the Muir and Loeb cases, dismissals were handled more
quietly, avoiding headlines. But the cases went on. Scores of artists
vanished from radio and television.

John G. Keenan, co-founder of American Business Consultants,
conceded that some listees should not have been listed. But he said
the “innocent” could always come forward and “clear” themselves.
Many artists seem to have visited the office of Counterattack for
such clearance. Most did not wish to plead for “clearance.” One
said: “I don’t want to have anything to do with pigmies playing
God.” So Red Channels extended its sway, which soon received a
new form of support.
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CRUSADE IN THE SUPERMARKETS

Mrs. Eleanor Johnson Buchanan of Syracuse, New York, whose
father owned four supermarkets, read Counterattack and Red
Channels, and became an anti-communist crusader. When her hus-
band went to Korea with the marines, she busied herself with pro-
test letters and speeches against “red sympathizers on radio and
television.” Her father, Laurence A. Johnson, the supermarket
owner, helped her with mimeographing and mailing, and gradually
took over leadership in the work.

Johnson, in addition to owning supermarkets, was elected to of-
fice in the National Association of Supermarkets, and this enabled
him to give the impression—few wanted to test it—that he had in-
fluence over thousands of outlets throughout the country. An
elderly man of imposing presence, he slipped easily into patriotic
talk. Many people considered him naive, but he devised a canny
technique for bringing pressure on sponsors.

One of the most successful early television drama series was Dan-
ger, launched by CBS in 1950. It acquired as sponsor the Block
Drug Company, maker of Amm-i-dent, a chlorophyll toothpaste.
When Johnson learned that Danger used actors listed by Counter-
attack, he wrote a long letter to Mr. Block the sponsor, calling at-
tention to the casting and making an offer.

He would display Amm-i-dent and its chlorophyll competitor
Chlorodent side by side at his supermarkets. In front of each display
would be 2 sign. The Chlorodent sign would say that its manufac-
turer, Lever Brothers, was using only pro-American artists and
shunning “Stalin’s little creatures.” The Amm-i-dent sign, to be
written by the Block Drug Company itself, would explain why its
programs chose communist fronters. Johnson’s letter asked:
“Would not the results of such a test be of the utmost value to the

thousands of supermarkets throughout America . . . ?”
As a final touch Johnson added: “This letter will be held await-
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ing your answer for a few days. Then copies will be sent to the
following . . .” Here he added a list that included the United
States Chamber of Commerce, the Sons of the American Revolu-
tion, the Catholic War Veterans, the Super Market Institute in
Chicago, and other organizations—a list raising a specter of national
obloquy.

The offers of such “polls” and the phrase “Stalin’s little crea-
tures” became trademarks of Johnson campaigns. His letters were
reinforced by phone calls and frequent visits to sponsors and ad-
vertising agencies. That these made an impression is suggested by
testimonial letters that Johnson was soon able to exhibit, all praising
his patriotic achievements. The president of the General Ice Cream
Corporation wrote him: “I think it is wonderful that you have
taken this interest in ferreting communists out of the entertainment
industry.” A Kraft vice president wrote: “It is indeed heartening
to know that you are continuing your crusade.”

When he started on his zealous campaigns, Johnson felt he
needed help from inside-information experts, and he eventually
turned to a rising star in the blacklist field—Vincent Hartnett.

A former navy intelligence officer, Hartnett had later worked on
the Gangbusters series, but digressed into work as a subversive-
activities consultant, gathering his own files on the affiliations of
artists. He wrote, on a freelance basis, the introduction to Red
Channels. Offering his services to sponsors, agencies, and networks,
he acquired the Borden Company, Lever Brothers, the Young &
Rubicam agency, the Kudner agency, and the ABC network as
clients. He began to advertise himself as “the nation’s top authority
on communism and communications.” His collaboration with Lau-
rence Johnson augmented the power of both. Johnson kept recom-
mending Hartnett to food and drug companies to keep them out of
difficulties. Hartnett watched casting announcements and fed John-
son up-to-date information on suitable targets.

In 1950, foods, drugs, cleaning products, and toiletries—items
sold through supermarkets—accounted for over 6o per cent of the
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revenue of the broadcasting industry. This was the force in the
Laurence Johnson whipsaw operation. To sponsors, agencies, net-
works, Laurence Johnson became a bane and a salvation. He was
their justification. They loathed and needed him. Executives who
felt foolish knuckling under to letters and phone calls found in
Johnson a certified demonstration in economic—i.e. respectable—
terms. He was proof that what they were doing was stark necessity
and that the alternative was ruin. The broadcasting world was itself
a sort of supermarket, where the voice from the supermarket was
readily understood.

Only one further step was needed to complete the blacklist struc-
ture. Networks and agencies grew weary of being attacked and de-
cided to take charge of the whole business themselves. Blacklist ad-
ministration became part of the built-in machinery of the industry.

CBS, which in 1950 established a sort of loyalty oath, followed
this in 1951 with the appointment of an executive specializing in se-
curity. At NBC the legal department assumed similar duties. Large
advertising agencies acquired special security officers under various
titles. Some agencies continued to employ Kirkpatrick, Hartnett,
and others, but during the early 1950’s the kingpins of the structure
became the hush-hush officials at networks and large agencies.

Mysterious protocol was devised to veil their work. Producers
had to submit to superiors the names of writers, actors, and direc-
tors being considered. A copy was routed to the security chief. A
phone call later conveyed approvals or disapprovals. Memoranda
and face-to-face meetings were avoided. The voice at the other end
would go down the list of proposed names with “Yes,” “No,”
“Yes,” “Yes,” “No.” Questions were not to be asked. Rituals were
prescribed for staff producers and independent producers alike. Da-
vid Susskind, who plunged into television early as a “packager”—
producing Armistrong Circle Theater, Appointment for Adventure,
Justice, and many other series—testified on one occasion about his
relations with Young & Rubicam. For one series he made “ten or
fifteen” phone calls daily to the agency to check names. About five
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thousand name checks were made during a year. A third of the
names, “perhaps a little higher,” were rejected. He had to agree
never to tell an actor why he could not be used. If a reason was
needed, it must be “not tall enough,” or “the leading man is too
short.” Each time an actor was used, he had to be checked again.
Even children had to be checked. An eight-year-old daughter of a
controversial father was banned; Susskind had to find “another
child whose father was all right.”

Among networks, CBS was especially zealous in institutionalizing
blacklisting. There was an irony in this. CBS had been particularly
noted for the vigor and range of its programming; the new develop-
ment seemed, in fact, 2 by-product of the very policies that had
won high regard for its work. The CBS rise of the 1930’s had de-
veloped around news and the drama of ideas. At a time when NBC
dominated the air with vaudeville comedians and singers, clung to
established formulae, and avoided deviant ideas, CBS had welcomed
the ferment of the Depression and thereby made its mark—and also
made itself a happy hunting ground for blacklisters. CBS, reacting,
had become purge headquarters—at precisely the time when it was
taking over the NBC comedians. The networks appeared to be
switching roles.

The blacklist gradually dropped out of the headlines but re-
mained a felt presence. Drama plots were affected. In mystery
stories bankers and businessmen were no longer useful characters
because they could not be suspects. Numerous topics had become
dangerous. But one subject was always safe: law and order.

CRIME AUTOMATED

Many of the early television drama programs were of the “episodic
series” type—in which one or more characters ran through the se-
ries, but each episode was complete in itself. The formula, derived
from radio, allowed many writers to contribute. Some episodic se-
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ries were family series, like the Aldrich Family, but most were in
the law-and-order category: Martin Kane, Private Eye; Mr. Dis-
trict Attorney; Man Against Crime. Reliance on formula gave a
certain editorial security.

Man Against Crime, starring Ralph Bellamy, premiered in 1949
and soon achieved high ratings. It seemed set for a long run. In the
radio tradition, it was produced by an advertising agency, William
Esty; the program staff worked from the Esty office. Freelance
writers came and went; fifty different writers in due time con-
tributed to the series.

In 1949 all such programs were produced live. Produced in this
way, Man Against Crime cost $10,000 to $15,000 per program; a
writer usually got $500 to $700. The live-production dominance
was expected to continue. Both Sarnoff of RCA and Paley of CBS
were said to be determined that it should.

The fact that local schedules were using a lot of film—mostly old
westerns and gangster films, not from the major Hollywood studios
—was not considered significant. In radio, local programming had
always had a similar dependence on recordings; yet network radio
in its heyday had remained live. This was expected to be the pat-
tern in television.

While following a radio pattern, Man Against Crime faced tele-
vision problems. In radio the length of a play could be gauged by
counting words—it usually ran 140 to 150 words a minute. Televi-
sion timing, because of action intervals, was a trickier problem.
From one rehearsal to another, the length varied considerably.

On Man Against Crime the problem was solved by requiring
writers to include a “search scene” near the end of each program.
The hero-investigator would search a room for a special clue. A
signal would tell Ralph Bellamy how long to search. If time was
short, he could go straight to the desk where the clue was hidden;
if there was need to stall, he could first tour the room, look under
sofa cushions, and even take time to rip them open.

The CBS studio in the Grand Central Terminal building where
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Man Against Crime was produced was under unceasing pressure.
Here the cast had only one full rehearsal with cameras and lights.
Earlier rehearsals were “dry runs” in offices or rented ballrooms.
During the studio rehearsal, work rmght be in progress on sets for
other programs.

Man Against Crime was sponsored by Camel cigarettes. This af-
fected both writing and direction. Mimeographed instructions told
writers:

Do not have the heavy or any disreputable person smoking a ciga-
rette. Do not associate the smoking of cigarettes with undesirable
scenes or situations plot-wise.

Cigarettes had to be smoked gracefully, never puffed nervously A
cigarette was never given to a character to “calm his nerves,” since

this might suggest a narcotic effect. Writers received numerous plot
instructions:

It has been found that we retain audience interest best when our
story is concerned with murder. Therefore, although other crimes
may be introduced, somebody must be murdered, preferably early,
with the threat of more violence to come.

The hero, said the instructions, “must be menaced early and often.”
Violence, if on-camera, was very briefly staged; one good blow or
shot might suffice. Physical struggle was hardly feasible amid flimsy
sets.

Although “other crimes” could be used as plot elements, arson
was not one of them. Fires were not to be mentioned because they
might remind a viewer of fires caused by cigarettes.

No one could cough on Man Against Crime. Romance, or the
possibility of it, was as essential as violence. A plot had to include
“at least one attractive woman.” A passing romance for the hero
was encouraged, “but don’t let it stop the forward motion of the
story.” Doctors could be shown only in “the most commendable
light.” There were rumors of a coming report on health effects of
smoking—a report of this sort had appeared in Britain—and this
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made the sponsor increasingly nervous about antagonizing doctors.
Since doctors tended to take a dim view of fictional doctors, it
seemed best to avoid doctors. On Man Against Crime it was usu-
ally someone other than a doctor who said, “He’s dead.” It took
only a moment.

Before anyone was hired, his or her name had to be checked by
phone with a designated agency division for a “yes” or “no.”

The writer had to limit action to five sets, one of which had to
be the “fashionable” Manhattan apartment from which the hero-
investigator worked. Before the middle commercial, action had to
“rise to a cliff-hanger.” Costume changes were difficult and unwel-
come. Between scenes Ralph Bellamy was always rushing from set
to set. Transitions between scenes were sometimes eased by use of
a film clip, as of traffic or a subway train.

With episodic series proliferating, groups rehearsing throughout
the city, and artists and technicians converging for the briefest of
studio run-throughs, the pressures on all were brutal. Possibilities
for error were huge. By 1951 sponsor and producer began to doubt
the sanity of the arrangements. That year a new phenomenon
added to their doubts. Among Hollywood cast-offs who had de-
cided on a television gamble were Lucille Ball and her husband
Desi Arnaz. Their series | Love Lucy, filmed in a fringe Holly-
wood studio, began in 1951 and by the following year was a leader
in the Nielsen ratings.* Within months its leadership was chal-
lenged by still another filmed entry, Dragnet, “based on” case
histories of the Los Angeles police department. Dragnet had a
highly mobile style, with many outdoor scenes for which the Hol-
lywood area was made to order. That same year—i1952—the Man
Against Crime group decided to “go to film”; the production was
moved to a studio in the Bronx built by Thomas Edison in 1904.

* Nielsen ratings were based on mechanisms—“audimeters”—inserted in a
sampling of television sets, keeping a record of stations tuned. Their use in
radio had dated from 1935, but they became especially prestigious in tele-
vision.
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Here actors came across relics of Mary Pickford, Richard Barthel-
mess, Thomas Meighan. In the Bronx, production costs jumped to
$20,000 to $25,000 per program for three days of shooting—two in
the studio, one on location.

But if film was called for, there were better places than the
Bronx. The move really foreshadowed the doom of New York’s
episodic series. In Hollywood the I Love Lucy success was stirring
a rash of similar projects. It did not yet involve the major studios;
they were staying aloof. Most of the series fearured actors set free
by the studios, and many were produced by Desilu, the company
formed by Lucille Ball and Desi Arnaz. Others emanated from Hal
Roach productions, heir to a theatrical short-film tradition; Screen
Gems, short-film offspring of Columbia Pictures; Ziv Television
Productions, a radio syndicate branching into television; and most
significantly, Revue Productions, subsidiary of the talent agency
MCA.

It was not usual for a talent agent to make films on the side. Nor-
mally, talent guilds would have blocked the practice, because it in-
volved a clear conflict of interest. MCA as agent was supposed to
get the best possible terms for an artist; MCA as producer had an
opposite incentive. But in a time of Hollywood panic, the readiness
of MCA to finance production and provide employment was wel-
come, and soon mass-produced episodic series from MCA-Revue
were pouring across the United ‘States—and elsewhere. Some went
into network schedules, while others were syndicated—sold on a
station-by-station basis. Because AT&T’s coaxial cables and relays
did not yet reach all stations, syndication was a crucial source of
programming.

A new element was further stimulating the film proliferation.
Television, already established in Britain and Japan, was beginning
in Mexico, Brazil, Argentina, and Cuba, and was about to begin in
a dozen other countries. All of them might be program markets. All
were suddenly a reason for producers to plunge into filmed pro-
gramming, rather than the dead-end risks of live production. All of
this added to the feeling of a coming boom.
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IKE AND IKON

So did another event of 1952—the presidential election.

Although radio still commanded a larger audience, television for
the first time received the main attention of campaigners. Television
viewers, who were watching fifteen million sets, were assumed to
be “influentials.”

Each network found a sponsor for its broadcasts of the 1952
party conventions and of the election returns. NBC combined
them into a $3.5 million package sponsored by Westinghouse, in
which Betty Furness became famous demonstrating refrigerators in
live commercials. She opened and closed refrigerator doors hun-.
dreds of times before the issues were settled.

Republican convention—1952. NBC -
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The Republicans nominated General of the Army Dwight D. Ei-
senhower and, as his running mate, Richard M. Nixon, who had be-
come prominent through hearings of the House committee on un-
American activities. The Democrats nominated Adlai Stevenson,
Governor of Illinois, and Senator John Sparkman of Alabama.

Stevenson was verbal. His speeches were eloquent, witty, pol-
ished. On television he never used a teleprompter because he always
polished his speeches until the final moment, and there was never
time to put them on a teleprompter. At the end of a program, the
viewer's final glimpse was usually Stevenson still reading, turning a
page, hurrying because he hadn’t finished, but not hurrying enough.
Again and again he ran over. It was the despair of his advisers.

While many responded to Stevenson’s verbal brilliance, it also
became a target for anti-intellectuals, who scorned his “teacup
words.” As the television campaign progressed, his brilliance tended
to become a liability. He was waging a campaign of the radio age,
but the radio age was waning. The word was battling the image,
not knowing its strength.

Eisenhower was meanwhile conducting a very different televi-
sion campaign. In charge—once again—was the agency Batten, Bar-
ton, Durstine & Osborn, and it decided from the start that an Eisen-
hower speech for a half-hour program must be twenty minutes
long—no more. The broadcast was planned in three acts: (1) ar-
rival of a hero; (2) speech; (3) departure of the hero. The middle
part, the speech, was easy and could be left to speech writers. The
other parts required experts, who would begin with study of the
hall, and decisions on the use and placement of cameras. The drama
was conceived in shots: Ike coming through the door at back of au-
ditorium; Ike greeting crowd; people in gallery going wild, craning
necks; Ike, escorted, making his way down the aisle; Mamie Eisen-
hower in box; Ike mounting platform; crowd going wild; Ike at
rostrum, waving; Ike looking over toward Mamie; Mamie in box,
smiling; on cue, Tke holding up arms as if to stop applause; crowd
going wild. The final portion, the departure, was as carefully
planned.
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But BBD&O did not rely solely on pageantry. The kind of spot
barrage proposed to Dewey in 1948, and rejected, was carried out
for Eisenhower in 1952. The spots were all written by a volunteer
from the Ted Bates advertising agency—Rosser Reeves. The basic
formula called for a question and an answer in twenty seconds. All
spots had the same four-word introduction.

ANNOUNCER: Eisenhower answers the nation!

crmizeN: What about the cost of living, General?

IKE: My wife, Mamie, worries about the same thing. I tell her it’s
our job to change that on November fourth!

The “citizens” were shot in various locales. Eisenhower filmed the
answers for all fifty spots in one day in a mid-Manhattan film studio
specializing in television commercials. Reading from huge prompt
cards, he occasionally expressed amazement “that an old soldier
should come to this,” but he went along with his experts. The an-
swers were subsequently spliced to the questions. The spots were
scheduled for a saturation coverage during the last two weeks of the
campaign at an expense of $1,500,000.

Stevenson and his close advisers—Senators J. William Fulbright
of Arkansas and Russell B. Long of Louisiana, and others—heard
about the spot plan, but felt that Stevenson should 7ot emulate it.
The candidate himself said he had no wish to be merchandised “like
a breakfast food.” The decision probably did not affect the out-
come, for Eisenhower was the more merchandisable product.

A climactic feature of the campaign was the Nixon “Checkers”
speech, so named after the family dog. There had been rumors
about Nixon’s finances—they related to a fund put together by
California supporters after his election to Congress. At one point
Thomas Dewey, polling various Republican leaders, found a ma-
jority of the opinion that Nixon should withdraw from the race be-
cause of the charges, but the Republican National Committee de-
cided to invest in a half-hour period on a sixty-four-station television
hookup—plus several hundred radio stations—for a reply by Nixon.
Several advertisers offered to sponsor the broadcast, but it was con-
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sidered unwise to accept. Nixon went into seclusion to work on his
broadcast.

Eisenhower, who emphasized that the Republican crusade needed
a candidate “as clean as a hound’s tooth,” arranged to watch the
program on a television set in the manager’s office of the Cleveland
auditorium, where an Eisenhower speech was scheduled. Nixon
spoke from a Los Angeles studio.

On television the program opened with a close-up of Nixon's
calling card, then went to Nixon sitting at a desk. Mrs. Nixon—
“Pat”—sat to one side, watching him. Occasionally during the pro-
gram he turned to her; at these moments the camera would move to
her. Nixon spoke about the fund:

Not one cent of the $18,000 or any other money of that type ever
went to me for my personal use. Every penny of it was used to pay
for political expenses that I did not think should be charged to the
taxpayers of the United States. . . .

Nixon did not explain what was meant by “other money of that
type” or how much there was of it. But he added a “confession.” It
was inspired by a recollection of how successfully President Frank-
lin D. Roosevelt had once used a dog story. Nixon said:

One other thing I should probably tell you, because if 1 don’t
they’ll probably be saying this about me too, we did get some-
thing—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 in Balti-
more saying they had a package for us. We went down to get it.
You know what it was? It was a little cocker spaniel dog in a crate
that he 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 conclusion he asked listeners to wire or write the Republican Na-

tional Committee to help them decide whether he should stay on
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the ticket or “get off.” He would leave it up to the committee. But
whatever the outcome, he promised to campaign for the Republican
ticket “up and down America until we drive the crooks and com-
munists and those that defend them out of Washington. And re-
member, folks, Eisenhower is a great man, believe me. He is a great
man. . ..”

Even before the deluge of supporting telephone calls and tele-
grams and letters began, it seemed clear that Nixon had survived his
crisis. At the Cleveland auditorium office the group around Eisen-
hower had watched “seemingly without drawing breath.” Mrs. Ei-
senhower and several of the men were seen to dab at their eyes with
handkerchiefs. Immediately after the broadcast Eisenhower turned
to Republican chairman Arthur Summerfield: “Well, Arthur, you
surely got your $75,000 worth.”

The 1952 campaign came after twenty years of Democratic
party rule. They had involved world struggles, and a great expan-
sion of American power. To Stevenson they had also been a time of
humanitarian achievement. To another figure in the campaign, U.S.
Senator Joseph R. McCarthy of Wisconsin, they had been “twenty
years of treason.” He blamed the Democrats for the “loss” of
China. He continued to make charges about “communists and trai-
tors” in high places—the State Department, its Voice of America, the
Federal Communications Commission, the broadcasting field, and
elsewhere. He made himself so effectively the spokesman of this
theme that the whole blacklist mania had become “McCarthyism.”

To some extent Nixon, promising to “drive the crooks and com-
munists and those that defend them out of Washington,” allied him-
self with McCarthyism. Eisenhower avoided doing so. He was said
to despise McCarthy and his methods. Reports of this sort reassured
many people; it was assumed that Eisenhower would, in due time,
dissociate himself from McCarthyism.

Meanwhile the most resounding move of the Eisenhower cam-
paign was his promise, if elected, to “go to Korea.” The expecta-
tion that he would end the Korean conflict electrified the country.
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To broadcasters it meant that the television boom, long confined to
108 scattered stations, would at last become nationwide.

As though in anticipation, restrictions on war materials were be-
ing lifted. Licensing was resumed. During the closing months of
1952 a number of new stations received a go-ahead. Among the first
was KTBC-TV, Austin, Texas, licensed to Mrs. Lyndon B. John-
son, wife of the U.S. Senator from Texas; before it even reached
the air, advertising sales were such that Broadcasting magazine re-
ported: “AUSTIN’S BRINGING IN A GusHER.” Hundreds of additional
applicants clamored for a go-ahead.

In November the vote ran: Eisenhower, 33,936,252; Stevenson,
27,314,992. The electoral vote was 442-89.

In December Eisenhower flew to Korea and back; the machinery
for peace was in motion.

Now was a final chance to wheel and deal, to maneuver for posi-
tion. Among the maneuverers were educators.

SIXTH REPORT AND ORDER

During the Truman years the Federal Communications Commis-
sion had acquired a woman commissioner. In 1948, a time when
Truman could obtain from Congress almost nothing he requested,
he played sly politics by nominating Frieda B. Hennock: he invited
Senators to go on record as antifeminist or anti-Semitic. They
risked neither and quickly confirmed her.

Commissioner Hennock soon launched a crusade to allocate a
group of television channels to nonprofit, educational use. The
licensing pause provided by the freeze was a chance to push this
idea. In 1950 a Joint Committee (later renamed “Council”’) on Ed-
ucational Television was formed; the attorney Telford Taylor
became its counsel. Commissioner Hennock, with wide-ranging
speeches and conferences, made herself its champion. Among the
other commissioners, Commissioner Paul C. Walker showed some
early interest. The others seemed lukewarm or cool.



1949: Francis Cardinal Spellman makes Christmas appearance on Dumont
television. National Archives

NON-PROFIT WORLD

NBC-TV covers United Nations session.
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Industry spokesmen scoffed at the campaign. Broadcasting, which
generally reflected the industry establishment, considered the idea
“illogical, if not illegal.” Most veteran broadcasters thought such
ideas had been scotched with the defeat of the Wagner-Hatfield
amendment of 1934. Some FM channels had been set aside by the
FCC for education, but that seemed of little significance. Television
channels were something else.

A device that helped educators dramatize their cause was a series
of “monitoring studies,” for which Ford Foundation funds were
made available. In several cities, starting in January 1951, groups of
viewers tabulated information about commercial television offer-
ings. The finding that New York viewers could in one week wit-
ness 2,970 “acts or threats” of violence had an impact on many
people.

With commercial television straining for a go-ahead, the cam-
paign spearheaded by Commissioner Hennock began to have nui-
sance value. The FCC, encouraged by staff members, began to feel
it had nothing to lose and much to gain from the reserved-channel
idea. If educators failed to use the channels—as many industry lead-
ers predicted—the FCC would at least have offered the chance. If
educators seized the opportunity, the FCC would have led the way.

The 1952 Sixth Report and Order of the Federal Communica-
tions Commission was an omnibus package with items to please
various groups. Channels 2 to 13 in the already established VHF
(very high frequency) band were to be supplemented by seventy
new channels in the UHF (ultra high frequency) band. Expansion
for commercial television seemed to be assured. Meanwhile, both in
VHF and UHF, a number of channels were reserved for education.
Provision was made for a total of 242 educational stations; the num-
ber was later increased.

The educational channel reservations, snatching victory from old
defeats, were occasion for oratory. Some hopefully predicted that
the mounting problems of education—including teacher shortages
and pockets of the disadvantaged—would be solved by this miracu-
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lous new resource. It was widely compared to the land grants that
helped to create “land-grant colleges” after the Civil War.

There were also less sanguine views. It was pointed out that the
new blueprint, unlike the long-ago Wagner-Hatfield proposal, in-
volved no plan for financing the use of the channels. It was pointed
out that boards of education faced desperate financial problems.
Would educational television be one more demand on them, di-
verting funds from needed schoolrooms, equipment, salary in-
creases? It seemed to some that educators had won special channels
in which to go about with a tin cup in search of funds. But others
said, one problem at a time. The channels first, financial problems
later. Let the channels be saved. If not saved now, they would be
gone forever.

So education, too, had a stake in the coming explosion.

HIGH LEVEL

Edwin Armstrong felt outmaneuvered. FM had been set back by
its transfer to higher frequencies. It had received another blow
when the FCC approved duplication of programming on AM-FM
combination stations. The incentive to purchase FM sets had been
lessened.

He had another problem. Although RCA was using FM in its
TV as well as FM sets—as decreed by the FCC—RCA was not pay-
ing a cent of royalty. FM royalties were being paid to Armstrong
by General Electric, Stromberg-Carlson, Westinghouse, Zenith, and
others. RCA had paid nothing. A few lesser companies were fol-
lowing its example.

RCA had at times offered to negotiate a settlement—a million dol-
lars had been mentioned. But this raised a question of fairness to
those who had always paid royalties based on sales. Zenith had paid
more than a million.

In 1948 Armstrong made his decision. He brought suit against



Tube of Plenty 144

the mammoth RCA. He had spent most of his royalty earnings on
the battle for FM. This added to his determination to press the law-
suit.

RCA as defendant had the right to examine Armstrong in pre-
trial hearings. These began in February 1949 in the lower Manhat-
tan law offices of Cravath, Swaine & Moore. RCA attorneys began
questioning the inventor. They kept it going for a full year.

. You are the plainaff in the present action?

Yes.

. What is your occupation?

I am an electrical engineer.

. Do you have any other occupation?

I am a professor of electrical engineering at Columbia Uni-
versity.

. Do you have any other occupation?

. I occasionally make inventions.

0 POPOPO

Armstrong, normally patient, became a man possessed. All his ener-
gies came to be centered on the suit. Three o’clock in the morning
would find him poring over transcripts. At all hours he called attor-
neys to discuss tactics.

The RCA position gradually emerged. RCA, Sarnoff said, had
done more than anyone to develop FM. Early discussions with
Armstrong were even cited in support of this. The claim stirred
Armstrong to fury.

His expenses mounted. His wife and friends pleaded with him to
accept a settlement. But now victory had become a terrible need.
The meaning of his life was at stake. In 1953 he fell ill; it was
thought he had had a stroke. A broken man, at odds with family
and friends, he finally authorized a settlement.

He had always had an obsession about high places. As a boy he
had frightened Yonkers neighbors, swaying in the wind on a huge
antenna pole. Later he had climbed around his fantastic Alpine FM
tower to supervise every detail of construction.
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One day, neatly dressed, he stepped out of a window of his thir-
teenth-floor East Side apartment. He was found on a third-floor ex-
tension. Shortly afterwards RCA made a million-dollar settlement
with the estate.*

MAELSTROM

As 1952 drew to a close, the world of broadcasting was a maelstrom
of probes, experiments, deals, adjustments. Everything was in flux.
All was expectancy.

Radio, sensing disaster, looked for new functions. Some stations
became “Negro stations”; most of these were owned by whites but
aimed at a2 Negro “market” with various kinds of “Negro” music.
Some people thought radio should become the medium of intellec-
tuals. One-time radio greats like Eddie Cantor and Paul Whiteman
were disk-jockeys. Taboos had vanished; now almost anything
could be discussed on radio. But ratings still plunged, and major
sponsors were ready and eager for the switch. As the comedian
Fred Allen put it, they were ready to abandon radio like the bones
at a barbecue.

Droves were pushing into television. Bishop Fulton J. Sheen was
pitted in a weekly series against Milton Berle and his Texaco pro-
gram. (Berle quipped: “We both work for the same boss, Sky
Chief.”) Violent roller-skating derbies were winning a vogue. The
wrestler Gorgeous George, with marcelled hair, made periodic ap-
pearances. Information Please, transplanted from radio, provided
an erudite touch. Another radio veteran, Walter Winchell, wearing
his hat like a 1930’s movie reporter, shouted out scoops with grav-
elly voice. Edward R. Murrow and a young collaborator, Fred W.
Friendly, had transformed their documentary radio series Hear It
Now into See It Now. Jackie Gleason had become a bus driver in
The Honeymooners. Dr. Frances Horwich talked to pre-school

® Litigation with other companies continued for thirteen years. All suits
were won by the Armstrong estate.
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" NEGRO DJ'S
EARN MORE MONEY

HOW WOULD YOU LIKE TO JOIN A SUCCE
ORGANIZATION WITH A LONG  RECORD. oF
HIGH PAY AND FAIR TREATMENT TO {15 NA.
FIONALLY FAMOUS NEGRO DISC JOCKEYS. WE
ARE EXPANDING OUR ORGANIZATION AND
H REQUIRE THE FOLLOWING:

t. Negra frantic type, blues and jive.
2. Nagro spiritual and gospel smooth type.

3. Negro blues singer, guitar player, show-
man.

4, Negro woman for spiritual gospel and
homamaker show. Good personality.

IF YOU ARE THE RIGHT PERSON YOU Will BE
HEAVILY PROMOTED ON A NATIONAL LEVEL.
GOOD BASE PAY, TALENT, COMMISSIONS, AND
YEARLY BOMUS. WRITE FULL DETAILS, EDU.
g:g;gl, EXPERIENCE, AMD SEND DISC AND

APPLY BOX 107C, B*T

A radio station announces its needs—January 1954. Broadcasting

children on Ding Dong Schoolbouse. Arthur Murray and his wife
taught dancing. World War II battle footage was impressively as-
sembled into the film series Victory At Sea, with music by Richard
Rodgers. Children sat spellbound by ancient cartoons and westerns.
Politicians came when they could: televised crime hearings had
made 2 national figure out of U.S. Senator Estes Kefauver of Ten-
nessee. The Today series began, partly newscast and partly variety
show; its purpose at first baffled reviewers, and it won neither audi-
ence nor sponsor until the arrival of J. Fred Muggs, a baby chim-
panzee owned by two former NBC pages. A Today staff member
saw him waiting for an elevator while sucking formula from a plas-



David Garroway, J. Fred Muggs, and friend, on Today. NBC
TODAY

Crowd on 48th Street, New York, watches Today telecast—and occasionally
sees itself on the monitors. NBC
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tic bottle. Everybody said television should be visual, and Muggs
seemed to be that; he was not verbal. Producer Gerald Green has
described what happened after Muggs became a Today regular.

Women proposed to him; advertisers fought for the right to use
his photo in their supermarket flyers; Chambers of Commerce
sought his good offices; actresses posed with him; officers of newly
commissioned naval vessels demanded that he christen them.

In Florida he got a room in a restricted hotel. He appeared as guest
of honor in Central Park in New York at an I Am an American
Day rally, although really a native of Cameroon.

But the television crown was firmly on the head of Lucille Ball of
1 Love Lucy. She was pregnant. Throughout the final months of
1952 this provided the comedy plotting as the nation watched Lu-
cille—or Lucy—grow larger. A program about the big day was
filmed when the event became imminent. Then on January 19,
1953, Desiderio Alberto Arnaz IV, 8!, pounds, was born on the
exact day of the Lucy-has-her-baby telecast. The event found 68.8
per cent of television sets tuned to I Love Lucy* and was headline
news even in competition with the Eisenhower inaugural, which
came the following morning. The two events symbolized the mo-
ment. Amid the delirium, telecasters awaited the greatest of all
booms.

* According to Trendex, a rating system based on telephone calls.
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Throughout 195 3 stations made their debuts and were joined by co-
axial cable and radio relay. National networks took shape. Sponsors
made their moves. Schedules expanded. Important stars made the
plunge. Sets sold rapidly. Euphoria ruled in executive offices.

The mass acceptance that David Sarnoff had so long predicted—
and which had been delayed by financial debacles, wars, technical
problems, spectrum disputes—was finally taking place. The stop-
and-start period was finally over.

From studios came impressive, sometimes dazzling experiments
in drama, documentary, dance, opera, and other genres. To be sure,
competition between the migrations from various media was still in
process. Many programming issues were unresolved. And certain
disputes still rumbled in the background.

Before the Eisenhower inauguration Broadcasting magazine spec-
ulated that there would be a cleanout at the FCC and that Senator
Joseph R. McCarthy might well conduct a probe of its affairs. He
was widely regarded as leader of a coming purge. A “loyal under-
ground” of McCarthy followers in government agencies was said

Seation identifications.
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to be feeding his dossiers with tidbits on anyone who might be one
of “them.” Dog-eared lists of such people were in circulation. Mc-
Carthy had become the center of a confident, active coterie that in-
cluded two broadcasters: Fulton Lewis, Jr., a radio commentator;
and George Sokolsky, a commentator who was also a Hearst col-
umnist. The importer Alfred Kohlberg, financier of Counterattack,
was a leading McCarthy backer.

Eisenhower, taking office, had an immediate chance to appoint
an FCC commissioner, to fill a vacancy. He appointed a McCarthy
protégé, John C. Doerfer—apparently hoping to placate McCarthy.
Doerfer promptly made McCarthyist moves. Some stations had net-
tled McCarthy by not carrying his campaign speeches, and the
Senator had hinted that- this was a communist symptom. As com-
missioner, Doerfer set out to substantiate this—an effort that occu-
pied him and the commission for several years.

Late in 1953 another FCC vacancy occurred. Again Eisenhower
appointed a McCarthy friend—this time Robert E. Lee, regarded as
a member of the McCarthy inner circle. A former FBI agent, he
was said to have provided information on which McCarthy based
his charges of subversives in the State Department. Lee acknowl-
edged admiration of McCarthy, though saying he was not “be-
holden” to him.

At the State Department, which included the Voice of America,
the McCarthy drive was bringing similar developments. John Fos-
ter Dulles, the new Secretary of State, at once appointed as his di-
rector of “personnel and security” Scott McLeod, another FBI man
and McCarthy adherent. Two young McCarthy aides, Roy M.
Cohn and G. David Schine, began badgering State Department di-
vision heads with lists of “undesirables” who had to be fired right
away to avoid trouble with “Joe.”

At the FCC the drive meanwhile brought strange events. A sta-
tion owner particularly objectionable to McCarthy because of fail-
ure to carry his speeches was Edward Lamb, who had stations in
the Midwest and South. Lamb was a lawyer with various other
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business interests including television and radio—which had made
him rich. A former Republican turned Democrat under the spell of
Franklin D. Roosevelt, Lamb had become an important Democratic
Party contributor, and was often mentioned as a possible treasurer
of the Democratic National Committee. His standing made him an
attractive McCarthy target. The trade press began to carry reports
that Senator Joseph McCarthy and associates were “gunning” for
Lamb. Commissioner Doerfer was said to be in charge of “the
Lamb case.”

As a lawyer, Lamb had represented labor leaders and handled
civil liberties cases. He had also visited the Soviet Union and pub-
lished an analysis of what he considered the successes and failures
of its economic system. He probably seemed an easy target.

As a licensee Edward Lamb had signed affidavits that he was not
and never had been a communist. Early in 1954, while awaiting
FCC action on pending licenses and renewals, he received instead
an FCC notice charging that he had been 2 Communist Party mem-
ber. The implication was that he had committed perjury and that
his licenses would be voided. The FCC released the accusing letter
to the press—apparently before mailing it.

Lamb reacted with a vigor that was perhaps unexpected. He
placed advertisements in the New York Times and many other
publications, offering $10,000 reward to anyone who could dis-
prove a single one of his noncommunist affidavits. Meanwhile he
demanded a public hearing by the full FCC and asked for a bill of
particulars on its charges.

The FCC declined, saying this would be premature. Meanwhile
its investigators apparently began an intense hunt for particulars—
of various kinds. A former secretary of Edward Lamb was asked if
she could tell of any “girl trouble” he had had. Finally the FCC
brought to Washington, and placed on the witness stand, a lady
who said she had known Lamb as a communist in Columbus, at
meetings where gin was drunk and caviar eaten. But then she took
it all back, said she had never known Lamb, had never been a com-
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munist, and had only been trying to be helpful to the government.
She testified:

The FCC lawyers told me it was my duty to testify because
Lamb’s radio station could beam atom bombs from foreign coun-
tries and also beam in enemy broadcasts.

The case against Lamb collapsed in confusion and his licenses were
eventually renewed. But the case stirred questions. What was going
on at the FCC?

The search for subversives had its lighter moments. It was re-
vealed that Lucille Ball of / Love Lucy—No. 1 in all ratings—had
registered as a Communist Party member in 1936. CBS and the
sponsor, Philip Morris, were dismayed; they feared “trouble.” The
House committee on un-American activities began an inquiry. But
a few days later Representative Donald Jackson of California, a
member of the committee, announced that he had “cleared” her.
Broadcasting reported: “LUCILLE BALL CLEARED OF COM-
MUNIST ASSOCIATION.” It was explained that she had reg-
istered with the Communist Party, but only to please her grand-
father. The case was quickly forgotten.

TELEVISION THEATER

While wars of McCarthyism rumbled on various levels, studio
struggles between the migrations continued. Though episodic se-
ries had come to television from the radio world (and were being
taken over by film makers) another kind of drama was largely the
creation of theater people. During 1953 it was gathering strength
and even brilliance. This was the anthology series.

Unlike the formula-bound episodic series, the anthology series
emphasized diversity. The play was the thing. Actors were chosen
to fit the play, not vice versa. The anthology series said to the
writer: “Write us a play.” There were no specifications as to mood,
characters, plot, style, or locale—at least, not at first.
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Lucille Ball and Desiderio Alberto Arnaz IV. UPI1
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Length was specified. And the play had to be producible as a live
program in a gymnasium-sized studio. Except for such technical
requirements, Philco Television Playbouse, Goodyear Television
Playhouse, Kraft Television Theater, and other anthology series
began as carte-blanche invitations to writers—and writers responded.

High fees were not the lure. During the most fertile period
of the television anthologies—1953-55—writers generally received
$1200 to $2500 for a one-hour script.

From the start, artists from the theater were active in the anthol-
ogy series. The New York theater world, struggling to survive,
comprised not only Broadway but also various peripheral theaters
and workshops—notably Actors Studio—where actors and directors
found challenges the Broadway theater seldom offered. At the
workshops even established stars gathered to exercise and stretch
their talents, and young actors received intensive training. From
this dedicated environment the anthology programs drew such
rising performers as Paul Newman, Sidney Poitier, Kim Stanley,
Rod Steiger, Joanne Woodward, and such directors as Delbert
Mann, Arthur Penn, Sidney Lumet.

The Philco and Goodyear series were broadcast Sunday eve-
nings, not conflicting with theater performances—which at that
time were forbidden on Sundays. Each program got seven or eight
days of concentrated rehearsal—which Joanne Woodward would
remember as “marvelous days.” One reason they were marvelous
was that a producer, not a committee, was in control. Fred Coe,
producer of the Philco and Goodyear series, had established him-
self in television with experimental productions at the NBC studios
during 1946-47. When Philco and Goodyear became alternate-
week sponsors, he already commanded so much respect that neither
sponsor nor advertising agency were inclined to interfere with him.
For the moment, Coe was given his head. He chose directors, dealt
with writers. Under his encouragement the talents of scores of
writers and directors struck fire.

During 1953 programs of this sort included, in addition to the
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Philco and Goodyear series, Kraft Television Theater, Studio One,
Robert Montgomery Presents, U.S. Steel Hour, Revion Theater,
Medallion Theater. There was also Ommibus, set up by a Ford
Foundation grant but carried on under commercial sponsorship—a
go-minute series of diverse elements, using scripts of various lengths.
These series were later joined by Motorola Playhouse, The Elgin
Hour, Matinee Theater, and Playbouse go. Thus a sizable “open
market” attracted the writer. What had been a trickle of scripts in
1952 became a deluge a year later. The various series were flooded
with submissions—synopses and completed scriprs. Writers came
and went. Brilliant scripts arrived from surprising sources.

An advertising writer for women’s garments, Reginald Rose,
came to script editor Florence Britton at Studio One with a script
titled The Remarkable Incident at Carson Corners, followed soon
afterwards by Thunder on Sycamore Street, and suddenly found
he had launched a new career. A thin-faced ex-paratrooper, Rod
Serling, working at a Cincinnati radio station, sent a script to Kraft
Television Theater; flying to New York for a script conference he
nervously dropped his suitcase in the J. Walter Thompson office
and scattered socks and underwear but sold You Be the Bad Guy
and, soon afterwards, other scripts, including Patterns. An ex-
novelist, David Davidson, gave U.S. Steel Hour its premiere script,
PO.W.

A landmark in the history of anthology series, and an inspiration
to many writers, was Paddy Chayefsky's Marty, broadcast on
Goodyear Television Playbouse on May 24, 1953. The role of
Marty, a young butcher in the Bronx, was played by the unknown
Rod Steiger, and the direction was by Delbert Mann,

Marty had a deceptive simplicity. “I tried to write the dialogue
as if it had been wire-tapped,” said Chayefsky. The talk had an in-
fectiously natural rhythm. Marty says, “You want to go you
should go.” At the same time the play provided a crowded tap-
estry of metropolitan life: the Waverly Ballroom, the RKO Ches-
ter, an all-night beanery. The play opened in a butcher shop.
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YOUNG MOTHER: Marty, I want a nice fat pullet, about four pounds.
I hear your kid brother got married last Sunday.

MARTY: Yeah, it was a very nice affair, Missus Canduso.

YOUNG MOTHER: Marty, you ought to be ashamed. All your kid
brothers and sisters, married and have children. When you gonna
get married?

Pressures of this sort are also a factor in the talk on Saturdays, when

the unattached young men gather with much male camaraderie—
ritualistic, self-protective.

ANGie: Well, what do you feel like doing tonight?
MARTY: I don’t know, Angie. What do you feel like doing?

Marty is short and stocky. He calls himself “a fat lictle man.” Girls
have brushed him off often enough at the RKO Chester and else-
where to make him cautious. He thinks he will stay home and
watch Sid Caesar on television. How he finally puts on his blue
suit and goes to the Waverly Ballroom, picks up a skinny school-
teacher whom his friends consider a “dog” and who doesn’t impress
his mother either; how their opinions halt his romance temporarily
but how he finally pursues it—this is the story of Marty. When he
does pursue it, we are not sure whether he is drawn mainly by his
liking for the girl, or a feeling of identification with her (she too has
been hurt), or whether he is escaping from the ritual of:

MARTY: I don’t know, Angie. What do you feel like doing?

The choice of heroes and heroines defying Hollywood standards
of beauty was a central aspect of Chayefsky’s work, and important
to its success. He sensed that television, with its potential for inti-
macy, offered opportunities for such a revolt, and the response bore
him out. Rod Steiger could scarcely believe the impact of his own
performance. “People from all over the country and all different
walks of life, from different races and religions and creeds, sent me
letters. The immense power of that medium!”

Chayefsky’s work had wide influence on anthology drama—its
successes and failures. During 1953-55 the riches came in profusion:
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Marty, with Rod Steiger and Nancy Marchant—on Goodyear Television
Playbouse. State Historical Society of Wisconsin

The Philco-Goodyear series offered Chayefsky’s Holiday Song
(1953), The Mother (1954), Bachelor's Party (1955), and A
Catered Affair (1955); Robert Alan Aurthur’s Man on a Mountain-
top (1954) and A Man Is Ten Feet Tall (1955); Horton Foote’s 4
Young Lady of Property (1953); Gore Vidal's Visit to a Swall
Planet (1955). The Studio One series came up with Reginald
Rose’s Thunder on Sycamore Street (1954) and Twelve Angry
Men (1954). The Kraft series had Serling’s Patterns (1955). All
these had a subsequent history.*

® All appeared in print: see Chayefsky, Television Plays; Rose, Six Tele-
vision Plays; Serling, Patterns; Vidal (ed.), Best Television Plays. Feature
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The structure of these plays related to circumstances under which
they were produced. Such problems as costume changes and aging
were unwelcome. This encouraged plays of tight structure, attack-
ing a story close to its climax—very different from the loose, multi-
scene structure of films.

Ingenuity could ease the limitations. An actress could start a play
wearing three dresses and peel them off en route between scenes.
Color lighting could make painted wrinkles invisible in one scene,
emphasize them in the next. A studio was sometimes crammed with
small sets and fragments—telephone booths, park benches, street
corners. Some producers—especially on Studio One—felt compelled
to prove they could stage whole floods, as in Robert Anderson’s
The Flood, or sink an ocean liner, as in A Night To Remember,
adapted by George Roy Hill and John Whedon from the book by
Walter Lord. But amid such technical wizardry an actor was likely
to become a zombie, and in the end it emphasized what others could
do better. The Philco-Goodyear directors were not inclined to
think of live production as a limiting factor; it merely influenced
the kind of drama to be explored. They found its niche in compact
rather than panoramic stories, in psychological rather than physical
confrontations.

Close-ups became all-important. A Marty-Clare scene in an all-
night cafeteria was played almost wholly in close-up. The human
face became the stage on which drama was played.

To this close-up drama, live television brought an element that
had almost vanished from film—one which few viewers noticed
consciously but which undoubtedly exercised a hypnotic influence.

Film had long been dominated by its own kinds of time, made by
splices in the editing room. The final tempo and rhythm were gen-

films of like title were made from Marty, Bachelor's Party, A Catered Affair,
Twelve Angry Men, Patterns; A Man Is Ten Feet Tall became the film
Edge of the City. Broadway plays were derived from Twelve Angry Men,
Visit to a Small Planet; elements of Holiday Song turned up in The Tenth
Man.
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erally created not by an actor, nor by actors interacting, but by an
editor and the director working with him. The possibilities of this
kind of control had led to production methods in which films were
shot in fragments—often as short as two or three seconds. A feature
film might consist of seven or eight hundred shots. The manipula-
tion of “film time” offered creative pleasures so beguiling to film
makers that they had virtually abolished “real time” from the screen.
Its appearance in long stretches of television drama gave a sense of
the rediscovery of reality—especially for people whose only drama
had been film.

When a play involved a number of sets, these were generally ar-
ranged around the periphery of the studio. In the middle the cam-
eras—three or more—wheeled noiselessly from set to set, each tended
by its cameraman, and each trailing behind it the long, black umbili-
cal cord leading to the control room. Each camera had a turret of
several lenses, so that its cameraman could, in a second or two,
switch from close-up to medium or long shot. Each cameraman had
in front of him, mounted on the camera, a list of the shots he would
do during the play. Over earphones he got supplementary instruc-
tions from the control room. “A little tighter, Joe.” A light on his
camera told him—and others—when he was on the air. When it
went off, he changed position and lens for his next shot. One cam-
era was likely to be on a boom, which could take camera and cam-
eraman sailing to a position above the action; this required an extra
operator.

If a play had only one set, it might be in the middle of the studio
so that cameras could roam on all sides. Some directors favored
shots through specially planned apertures. A hinged picture might
swing open to permit a through-the-wall camera angle, then close
quickly for shots from the other side. Timing mishaps were part of
the lore of live production.

Live television, like Ibsen theater, drove drama indoors. “Qut-
door” sets looked artificial and tended to be avoided. In contrast,
film was irresistibly drawn to outdoor drama and physical action.
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Of Human Bondage, with Charlton Heston and Felicia Montealegre—on
Studio One. State Historical Society of Wisconsin
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Paddy Chayefsky’s own prefaces to his plays superbly articu-
lated the feelings of many anthology writers. He wrote: “There is
far more exciting drama in the reasons why a man gets married than
in why he murders someone.” He was just becoming aware, he
wrote, of the “marvelous world of the ordinary.”

That this “marvelous world” fascinated millions is abundantly
clear from statistics. These plays—akin to genre paintings—held con-
sistently high ratings. But one group hated them: the advertising
profession. The reasons are not mysterious.

Most advertisers were selling magic. Their commercials posed
the same problems that Chayefsky drama dealt with: people who
feared failure in love and in business. But in the commercials there
was always a solution as clear-cut as the snap of a finger: the prob-
lem could be solved by a new pill, deodorant, toothpaste, shampoo,
shaving lotion, hair tonic, car, girdle, coffee, muffin recipe, or floor
wax. The solution always had finality.

Chayefsky and other anthology writers took these same prob-
lems and made them complicated. They were forever suggesting
that a problem might stem from childhood and be involved with
feelings toward a mother or father. All this was often convincing—
that was the trouble. It made the commercial seem fraudulent.

And then these non-beautiful heroes and heroines—they seemed
a form of sabotage, as did the locales. Every manufacturer was try-
ing to “upgrade” American consumers and their buying habits.
People were being urged to “move up to Chrysler.” Commercials
showed cars and muffins and women to make the mouth water. A
dazzling decor—in drama or commercial—could show what it meant
to rise in the world. But the “marvelous world of the ordinary”
seemed to challenge everything that advertising stood for.

Quite aside from the revulsion against lower-level settings and
people, advertisers often felt uneasy about political implications.
Such settings had a way of bringing economic problems to mind.
And some writers kept edging into dangerous areas. In 1954, and
increasingly in 1955, sponsors and their agencies began to demand
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Dragnet (NBC) 43.0 For December 1-7, 1954, Video-
I Love Lucy (CBS) 38.1 dex showed Dragnet leading I
You Bet Your Life Love Lucy. Comedy-variety re-
(NBC) 349 mained strong. Leaders included
Jackie Gleason (CBS) 32.8 four anthology drama series, of
Ed Sullivan (CBS) 31.§ which three were live produc-
Studio One (CBS) 3.4 tions—Studio Omne, the Philco-
Bob Hope (NBC) 30.3 Goodyear Television Playhouse,
TV Playbouse (NBC)  29.0 and Kraft Television Tbheater.
Kraft Theater (NBC) 28.8 NBC was dominant network.

Ford Theater (NBC) 28.3

drastic revisions and to take control of script problems. The result
was a fascinating series of disputes and explosions.

Most were settled behind closed doors. A writer who brought a
script quarrel to public attention risked his livelihood. But a few
cases leaked out. They throw indirect light on pressures at work in
the nation and the industry.

Reginald Rose’s Thunder on Sycamore Street, broadcast on the
Westinghouse Studio One series over CBS-TV, directed by Frank-
lin Schaffner, was derived from an incident that took place in sub-
urban Cicero, Illinois. A group of residents, disturbed to find a Ne-
gro family moving into their neighborhood, organized to get the
family out. The resulting events received newsreel coverage.

Rose presented to Studio One a meticulous outline of a drama
based on these events. He proposed that three small suburban
houses be built side by side in the studio—virtually identical, with
a neat patch of lawn for each. Action would move from one to an-
other, showing the evolution of vigilante activity against the new
family in the third house—the Negro family. In the end, a mild-
mannered man in the second house would turn against his neighbors
and take his stand with the new family.
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As usual, Rose’s plan was shrewdly organized, and enthusias-
tically received by the staff. It was approved with one proviso.
Network, agency, and sponsor were all firm about it. The black
family would have to be changed to “something else.” A Negro as
beleaguered protagonist of a television drama was declared unthink-
able. It would, they said, appall southern viewers.

Rose first considered the demand a mortal blow, but persuaded
himself otherwise. Wasn't vigilantism, after all, the essential theme?
He agreed to make the neighbor an “ex-convict.” The problem
seemed to have been settled smoothly.

But Rose, to minimize the setback, adopted an ingenious strategy.
The audience would not be allowed to know, throughout most of
the play, why the new neighbor was unwanted. It would only be
aware of the determination to get rid of him.

This evasive strategy turned the play into an extraordinary social
Rorschach test. Comments indicated that viewers filled in the miss-
ing information according to their own predilections. Some at once
assumed he was a communist; others, that he was a Puerto Rican,
atheist, Jew, Catholic, Russian, or Oriental. The information that
he was an ex-convict, mentioned with utmost brevity in the final
act, was accepted as a logical supplementary detail. The sponsors
found, with some uneasiness, that they had presented precisely the
kind of controversial drama they had tried to avoid.

During 1954-55 anthology writers and directors found sponsors
and their agencies increasingly intent on interfering with script
matters, dictating changes, vetoing plot details. The series began
a rapid decline. There were a few further moments of impressive-
ness, as in Serling’s Requiem for a Heavyweight, a 1956 Playhouse
90 offering, but most leading anthology talents were turning else-
where—some to Broadway, but many in other directions. The year
1955 saw the appearance of the motion picture version of Marty,
again directed by Delbert Mann. It won four Oscars, including the
Best Picture of the Year award, and got the Grand Prix at the
Cannes film festival. A worldwide success, it had been produced
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independently on a low budget. The deflation in big-studio produc-
tion during the Hollywood panic and the resulting shortage of fea-
tures encouraged such projects. The triumph of Marty drew a pa-
rade of anthology talent into similar ventures, for which backing
was suddenly available. Besides Delbert Mann, such directors as
Arthur Penn, Sidney Lumet, and John Frankenheimer moved into
a new arena.

Ironically, while sponsors were beginning to exert a choke-hold
on anthology drama, feature films were winning new freedom. In
1952 the U.S. Supreme Court had reached the belated conclusion
that film was a part of the press and, as such, endowed with a con-
stitutionally guaranteed freedom. This threw doubt on the legality
of the long-established state and local censor boards. During the
1950’s a number of these boards disappeared—with mixed results.
Films of the sort once reserved for stag parties took over many
theaters, and flourished. At the same time, independent production
became the magnet for any director who wanted to deal with a sub-
ject without compromise. Film, when at its best, gained strength
even as television was losing it.

If artists were deserting the live anthology series, o were spon-
sors. In 1955 Philco switched to a Hollywood-produced series, and
others followed. A few New York anthology series hung on, but
with a sense of doom. The U.S. Steel Hour, a survivor for a few
years, relied increasingly on commissioned adaptations—a policy
that tended to shut out new talent. Unsolicited work ceased to be
a major source of material.

The death of the live anthology was Hollywood’s gain; the trend
was to film. The anthology form survived to some extent on film,
but was eclipsed by filmed episodic series of upbeat decor, pre-
ferred by most sponsors. Identification with a continuing, attrac-
tive actor had merchandizing advantages, and some actors were
willing to do commercials. Above all, the series formula offered se-
curity: each program was a variation of an approved ritual. Solu-
tions, as in commercials, could be clearcut.
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The years 1954-55, which saw the fall of the anthology, also
marked an increase in blacklist pressures. A new group calling itself
Aware, Inc., formed late in 1953, had joined the war on the “com-
munist conspiracy in the entertainment world.” One of its leaders
was Vincent W. Hartnett, the one-time Gangbusters assistant who
had allied himself with Laurence Johnson of the Syracuse super-
markets. Hartnett carried on a constant search for additions to his
lists, and managed to generate considerable uneasiness and indigna-
tion. But criticism of “anti-communist” warfare was no longer con-
sidered safe—it “helped the communists.” Dan Petrie, a director for
Studio One, U.S. Steel Hour, and other anthology series, received
a phone call at two o’clock one morning. He and his wife were
awakened from sound sleep.

“Hello?”

“Hello. This is Dan Petrie?”

“Yes.”

“You the director?”

“Yes. Who is this?”

“Never mind who I am. Do you have a wife who's tall and
blonde?”

“Yes, I do. Now who’s calling? What are you calling at this
hour for?”

“I just want to give you a little piece of advice, Mr. Petrie. You
better tell your wife to be careful about how she talks about the
blacklist at cockrail parties.”

(cLICK)

Amid such maneuvers, the dying New York anthology series
was not likely to become a rallying point against blacklists, vigilant-
ism, McCarthyism—especially in the absence of any sign of support
from the executive level.

If there was to be resistance, it would have to come from another
sector of the program world. And it did.
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HOPSCOTCHING

Television news, at the start of 1953, was an unpromising phenom-
enon. Its main showpiece on NBC was still the 15-minute, early-
evening Camel News Caravan with John Cameron Swayze—whom
Broadcasting eulogized that year as “the best dressed TV news
commentator . . . whose suave handling of the news matches per-
fectly his handsome face and impeccable garb”—and the early-
morning Today series, in which David Garroway was still abetted
by the charismatic chimpanzee, J. Fred Muggs. The main CBS-TV
news offering was still the 1§-minute, early-evening Television
News with Douglas Edwards. Like Camel News Caravan, it tended
to be thin, but suavely produced.

The two evening series had changed somewhat since their 1948
beginnings. Switches to correspondents in other cities—an inher-
itance from radio rather than from newsreels—had assumed increas-
ing importance. But the main substance of the programs continued
to be newsfilm items threaded by an anchorman.

The series no longer depended on Fox and Telenews film crews.
The networks had gradually come to terms with film unions and
built their own newsfilm staffs—first NBC, then CBS, then ABC.
The staffs came largely from the theatrical newsreels, which shrank
as their moment in history passed.

Like the newsreels in their heyday, the networks now tried to
maintain one or more film crews in such principal centers as New
York, Washington, Chicago, Los Angeles, London, Paris, Rome.
A newsfilm crew consisted of two or three men. Many other places
were covered by “stringers”—often cameramen attached to foreign
film units, who could do some shooting on the side, or retired cam-
eramen who liked to keep busy. The stringer, in accord with news-
reel tradition, was paid for footage used; in important spots he
might also get a retainer. He received new film to replace film sent
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in, whether used or not. When sending a fragment of a reel, he
received a full reel to replace it; this alone was enough to encour-
age submissions.

Each of these series managed to fill its time with interesting
and diverting material, and viewers were not particularly aware of
shortcomings. But for presenting “the” news, crews and stringers
in a few dozen cities were ludicrously inadequate in number, while
the tools of their trade were often irrelevant. Except for catastro-
phes of some duration—fires, floods, wars—the crews were usually
“covering” predictable events, many of which had been staged for
the purpose—press conferences, submarine christenings, cornerstone
layings, beauty contests, campaign speeches, ribbon cuttings, dam
dedications, air force demonstrations, high society events, award
banquets. Many matters of greater importance were handled by—
as Swayze put it—"hopscotching the world for headlines.”

A favorite pronouncement of the day was that television had
added a “new dimension” to newscasting. The truth of this con-
cealed 2 more serious fact: the camera, as arbiter of news value,
had introduced a drastic curtailment of the scope of news. The no-
tion that a picture was worth a thousand words meant, in practice,
that footage of Atlantic City beauty winners, shot at some expense,
was considered more valuable than a thousand words from Eric
Sevareid on the mounting tensions of Southeast Asia. Analysis, a
staple of radio news in its finest days, was being shunted aside as
non-visual.

While all this introduced a distortion of values, a more serious
problem was the news management involved in staged events. Be-
hind every planned event was a planner—and a government or busi-
ness purpose. Television dependence on such events gave the
planner considerable leverage on news content. This might be espe-
cially serious in the case of foreign news, often based on scant
information. A crisis in Iran, for example, might be explained—with
apparent objectivity—in a 4o-second filmed statement made at a
State Department press conference. The extent to which reliance on
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such items might color—and limit—A merican conceptions of distant
events was hardly guessed at this time.

Aside from such problems, Camel News Caravan had a few spe-
cial distortions of its own. Introduced at the request of the sponsor,
they were considered minor aspects of good manners rather than of
news corruption. No news personage could be shown smoking a
cigar—except Winston Churchill, whose world role gave him spe-
cial dispensation from Winston-Salem. Shots of “no smoking” signs
were forbidden.

What was missing from the newsfilm pictures? So much, obvi-
ously, that the problem defied consideration. Happenings in places
away from crews or stringers tended to become non-events. This
was true of almost anything in Africa, which was generally con-
sidered to be “covered” from Rome, with help from a few scattered
stringers.

The old newsreel addiction to imperial and ecclesiastical panoply
persisted strongly in the television news stories. This was illustrated
by a bizarre inter-network contest of 1953, with results that were
considered a triumph at the time. The date for the coronation of
Elizabeth II of England was set months ahead, and NBC-TV at
once decided to make it a breakthrough television event. The aim
was to get footage on the air within hours of the ceremony—par-
ticularly, ahead of CBS. NBC began working with experimenters
at the Massachusetts Institute of Technology—the people at the
Eastman Company said the plan was not feasible—to build a por-
table film developer for rapid use on location. The result was a box
—about four feet square, two feet high—that could develop 100
feet of film in 25 minutes. Its secret chemical formula had to be
mixed on the spot and used fresh; David Klein carried the formula
in his wallet. Four such developers were shipped to England by
boat and set up in a Quonset hut near an airfield outside London.
Here NBC technicians also placed a television set, which they tuned
to the BBC coverage of the events in Westminster Abbey. This
BBC coverage was photographed from the television tube, and
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within an hour the developed film was on a chartered DC-6 from
which the seats had been removed—replaced by bolted-down edit-
ing equipment. Editing went on as the plane sped westward via the
great circle route, skirted Greenland, refueled at Gander, landed
at Boston. From there the film was put on the NBC-TV network,
beating CBS-TV. It was hailed as a coup, even though it was actu-
ally BBC coverage, reprocessed. Ironically ABC-TV, which had
not entered the race, won it. BBC pictures reached Canada before
the NBC plane arrived in Boston. ABC-TV, taking a Canadian
Broadcasting Corporation telecast via cable, scooped its rivals by
minutes.

There was some British indignation over American television
commercials exploiting the event. An automobile had been praised
for its “royal carriage”; another was called “queen of the road.”
Juxtaposition of coronation footage with Today’s J. Fred Muggs
also brought expressions of outrage. There was a special reason for
this hubbub: it was, in part, an attempt to block the imminent in-
troduction of American-style commercial television in Britain,
which some resisted on grounds of vulgarity and triviality.

Dissatisfaction with newsreel superficialities, and their addiction
to pscudo-events, existed among both film and broadcasting people.
In theaters The March of Time films, which appeared from 1935
to 1951, had aimed at something more significant. Avoiding spot
news, they had tried to expose underlying issues. Differing sharply
from most newsreels, they were regarded as belonging to the docu-
mentary rather than the newsreel tradition. The television series
See It Now, which Edward R. Murrow and Fred W. Friendly had
launched in November 1951—as The March of Time was dying—
had a somewhat similar purpose. They had, however, begun cau-
tiously in their choice of subject matter. The first telecast, for
which they spent $3000 on a video line to San Francisco to show
the Golden Gate Bridge and Brooklyn Bridge simultaneously on a
split screen, was symptomatic. They felt awed by their new me-
dium and needed to spend time exclaiming over the wonder of it.
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And they had to find out, by trial and error, what could be done
with it.

During their first year they were babes in the wood. Knowing
nothing about film, they did as the newscast producers had done,
and turned to newsreel personnel. Palmer Williams, a veteran of
the Signal Corps Pictorial Center who had worked on the Army-
Navy Screen Magazine during World War II, joined them and
became an indispensable member of the operation. They also con-
tracted with the Hearst-MGM News of the Day for camera work
and other technical services on a cost-plus basis, and library footage
as needed.

During its first two years See It Now examined a number of
issues, but not that of rampant McCarthyism. That Murrow, a sym-
bol of courage during World War II, should ignore such a subject
troubled many people. Some accused him of having settled into
comfortable afluence, to which he answered, “You may be right:”
He used the same words to those who said he should get behind
Senator McCarthy, as some newsmen and executives were doing.
It seemed to Friendly that Murrow was husbanding his energies
for some decisive action, on a battlefield to be chosen with care.

Late in 1953 the action began.

THE MURROW MOMENT

One October day, at lunch time, Murrow handed Friendly a wrin-
kled clipping. “Here, read this.” It concerned Lieutenant Milo
Radulovich, aged twenty-six, a University of Michigan student
who was in the Air Force Reserve as a2 meteorologist, and who had
been asked to resign his commission because his sister and father
had been accused—by unidentified accusers—of radical leanings.
When Radulovich refused to resign, an Air Force board at Self-
ridge Field had ordered his separation on security grounds.

A See It Now staff member, Joe Wershba, was sent to Detroit to
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gather further information. He read the transcript of the Air Force
hearing and talked to Radulovich, his family, and their neighbors.
At Wershba's urging, Murrow then dispatched a News of the Day
camera crew to film their statements. A day later Murrow and
Friendly began to look at shipments of film. Lieutenant Radulovich
in a filmed statement said that the Air Force had in no way ques-
tioned his loyalty but had told him that his father and sister had
allegedly read “subversive newspapers” and engaged in activities
that were “questionable.” These activities had not been specified.

RADULOVICH: The actual charge against me is that I had maintained
a close and continuing relationship with my dad and my sister over
the years.

In another film sequence the lieutenant’s father, a Serbian immi-
grant, read a letter he said he had written to President Eisenhower.
“Mr. President . . . they are doing a bad thing to Milo. . . . He
has given all his growing years to his country. . . . I am an old
man. I have spent my life in this coal mine and auto furnaces. I ask
nothing for myself.” He asked only “justice for my boy.”

It became clear that the family and acquaintances of Lieutenant
Radulovich were ready and willing to talk, but that no Air Force
spokesman, in Detroit or Washington, would say a word. It became
a question of whether See It Now, being unable to present “both”
sides, should drop the case. Discussion programs regularly dropped
issues unless “both” sides could be presented. But Murrow regarded
this as a dubious policy since it allowed one side, by silence, to veto
a broadcast discussion.

Murrow decided to proceed and notified GBS management that
the title of the next See It Now broadcast would be “The Case
Against Milo Radulovich, Aos89839.” He also notified the Air
Force at the Pentagon and continued to urge its participation. See
It Now wanted to do a balanced job of reporting, the Air Force
was told. This could be difficult if the Air Force refused to com-
ment, but See It Now would in any case do its best. All this brought
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a visit by an Air Force general and a licutenant colonel to the of-
fice of Edward R. Murrow—who asked Friendly to join them.

The dialogue was cordial and restrained. The general seemed to
consider it unlikely that the broadcast would ever get on the air.
The fact that Murrow had once won the Distinguished Service to
Airpower award was mentioned. The visitors considered Murrow
an Air Force friend, and wanted him to know that. The general
concluded: “You have always gotten complete cooperation from
us, and we know you won’t do anything to alter that.” Murrow
stared quietly at the general.

Because of the importance they attached to the case, the See It
Now producers asked CBS to provide newspaper advertising for
the telecast, but the management declined. Murrow and Friendly
made an unusual decision: they withdrew $1500 from their own
bank accounts for an advertisement in the New York Times. It did
not carry the CBS symbol—the eye. It was signed, “Ed Murrow
and Fred Friendly.”

The relation of Murrow to CBS management was a very special
one. His World War II broadcasts from London and his role in
building a European news staff had been key factors in establishing
CBS leadership in the radio news field. During this period William
Paley, while working in London in Psychological Warfare, had
come to know Murrow personally and to admire him. Murrow, re-
turning from Europe, became a member of the CBS board of direc-
tors. In 1953, in addition to co-producing See It Now, he was on
the air each evening, Monday to Friday, as a radio newscaster.

As co-producer of See It Now he was technically responsible
to Sig Mickelson, who headed all CBS television news operations.
But the relationship was a pro forma one, involving some discom-
fort for both Murrow and Mickelson. In practice, Murrow had al-
most total autonomy. Even CBS president Frank Stanton was not
likely to attempt to limit it. But it was a position of power that
Murrow had scarcely tested. In “The Case Against Milo Radulo-
vich, Aos89839” he was doing so and was aware of it. Before air
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time, after a prebroadcast gulp of scotch, he told Friendly: “I don’t
know whether we’ll get away with this one or not . . . things will
never be the same around here after tonight. . . .”

The circumstances under which See It Now was assembled and
telecast in 1953 were primitive. As with drama, studios planned for
radio were proving disastrously inadequate for television needs,
and program operations were spilling out of headquarters into
makeshift facilities in every corner of town. The “Radulovich”
material, shot in Michigan and developed in a laboratory on Ninth
Avenue in New York, was assembled in a special See It Now cut-
ting room in a loft at 550 Fifth Avenue. The Murrow off-camera
narration—but not his final comment, or “tail piece”—was recorded
in a radio studio near his office at CBS headquarters at 485 Madison
Avenue. This was then mixed via telephone wire with the other
sound elements at the Fifth Avenue facility. For the telecast all the
material was then taken to the CBS Grand Central studios where
many other CBS programs also went on the air. Here there was
always anxiety over whether the film and the composite sound track
would synchronize properly; sometimes the film slipped “out of
sync.” The final tail piece by Murrow—on camera—was done live
from Grand Central, after the film.

The insane pressure involved in this process always put Murrow
on the air in high tension, which communicated itself to all con-
cerned. In “The Case Against Milo Radulovich Aos589839,” the
tension was especially felt. All were aware that Murrow was not
merely probing the judicial processes of the Air Force and Penta-
gon—a quixotic venture few broadcasters would have undertaken
at this time—but was examining the whole syndrome of McCarthy-
ism with its secret denunciations and guilt by association. They
were also aware that the disease was not peculiar to government
but had virulently infected the broadcasting industry—including
CBS.

Lieutenant Milo Radulovich, in his quiet way, suggested the
meaning of the case.
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Edward R. Murrow on See It Now—telecast from Grand Central Studio.
Wide World

rapurovich: If T am going to be judged by my relatives, are my
children going to be asked to denounce me? . . . Are they going
to have to explain to their friends why their father’s a security
risk? . . . This is a chain reaction if the thing is let stand . . . I
see a chain reaction that has no end.

In his tail piece Murrow offered the Air Force facilities for any
comments, criticism, or correction it might care to make in regard
to the case. He then suggested that the armed forces should be more
frank concerning their procedures. He added:

MURRow: Whatever happens in this whole area of the relationship
between the individual and the state, we will do ourselves; it can-
not be blamed upon Malenkov, Mao Tse-tung or even our allies.
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It seems to us—that is, to Fred Friendly and myself—that it is a sub-
ject that should be argued about endlessly. . . .

Friendly has described Murrow as “bathed in sweat and smoke” as

See It Now staff members and engineers crowded to shake his

hands. Some had tears in their eyes. The phones began ringing.

For days congratulatory telegrams and letters poured in. A few

newspaper columnists denounced the program, but there were

many paeans of praise. Not a word of comment came from CBS
management.

The program had given Murrow a momentum that now would
not let him go. In Indianapolis a group of citizens had rented a civic
auditorium for a meeting to organize a local chapter of the Ameri-
can Civil Liberties Union. The noted civil liberties lawyer Arthur
Garfield Hays was to speak. But local units of the American Le-
gion and other groups became indignant and managed to work up
enough pressure to force cancellation of the hall, and to block use
of. several other halls. A Roman Catholic priest, Father Victor
Goosens, finally offered his church for the Civil Liberties meeting.

See It Now dispatched camera crews to Indianapolis to film both
the Civil Liberties meeting and an American Legion meeting de-
nouncing the Civil Liberties meeting. The November 24, 1953, pro-
gram on See It Now, “Argument at Indianapolis,” was a brilliant
intercutting of the two meetings. It was also memorable for an-
other—and totally unexpected—reason. The day of the broadcast
brought much telephoning berween New York and Washington.
That night the opening of the See It Now program was postponed
for an announcement. Murrow introduced Secretary of the Air
Force Harold E. Talbott in a statement filmed that day. Talbott
said he had reviewed the case of Lieutenant Radulovich and de-
cided he was not a security risk. “I have, therefore, directed that
Radulovich be retained in his present status in the United States
Air Force.”

Although it left the loyalty-security apparatus untouched, the
decision was an extraordinary triumph for See It Now, of which
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CBS had reason to be proud. But CBS management seemed more
aware of rising friction. There were increasing anti-Murrow pres-
sures on the See It Now sponsor, Alcoa. Attacks on CBS were 2
regular feature of the Hearst newspapers, and particularly a spe-
cialty of television columnist Jack O’Brian, who delighted in at-
tacking “Murrow and his partner in port-sided reporting, Mr.
Friendly.” Some CBS affiliates were also becoming restive. But
Murrow was not drawing back. Many looked to him for sanity
amid hysteria.

In October 1953 Murrow launched a second television series,
Person to Person—in a sense, a spin-off of See It Now. On two See
It Now programs Murrow had paid a “television visit” to a celeb-
rity. The celebrity, allowing television cameras to prowl his home,
would lead the way, show treasured possessions, and answer ques-
tions asked by Murrow from a CBS studio. This became the Person
to Person formula, and it brought out a different aspect of the Mur-
row personality. Here he was the urbane man of the world, intimate
of the great. For celebrities the Person to Person visits had a public-
relations aspect, which seemed to control the kinds of questions
used. The series was seldom controversial; it had a Vogue and
House Beautiful appeal, along with a voyeuristic element. It imme-
diately developed a large audience rating—larger than See It Now.
Some Murrow admirers deplored its superficial, chic quality, but
its commercial success clearly strengthened his position at CBS.
Asked by the actor John Cassavetes—who, with his wife, had been
booked for a Person to Person visit—why he did “this kind of
show,” Murrow answered: “To do the show I want to do, I have
to do the show that I don’t want to do.” Although Murrow prob-
ably enjoyed Persom to Person more than this remark would seem
to indicate, it was clearly See It Now that dominated his thinking
and his life.

It was perhaps inevitable that See It Now should eventually take
up the subject of Senator McCarthy himself. During 1953 Murrow
suggested that the staff gather all available McCarthy footage, and
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from time to time he and Friendly studied the growing accumula-
tion. McCarthy had long kept opponents off-balance by bewilder-
ing tactics. He often waved sheafs of paper which he called “docu-
mentation,” but no one ever learned what the papers contained. In
subsequent appearances he would shift to new charges, and again
seize headlines. The See It Now producers decided on a simple
compilation that would speak for itself. Murrow would add only
brief comments.

When the Murrow-Friendly team informed CBS that the March
9, 1954, broadcast would concern Senator Joseph McCarthy and
again asked for advertising support, the management again declined.
Once more Murrow and Friendly personally paid for an advertise-
ment in the New York Témes. It said: “Tonight at 10:30 on See It
Now, a report on Senator Joseph R. McCarthy over Channel 2.
Fred W. Friendly and Edward R. Murrow, co-producers.”

At the start of the program, in the control room, Friendly found
his hand was shaking so hard that when he tried to start his stop-
watch, he missed the button completely on the first try. The pro-
gram ended with words by Murrow.

MURROW: As 2 nation we have come into our full inheritance at a
tender age. We proclaim ourselves—as indeed we are—the defend-
ers of freedom, what’s left of it, but we cannot defend freedom
abroad by deserting it at home. The actions of the junior Senator
from Wisconsin have caused alarm and dismay amongst our allies
abroad and given considerable comfort to our enemies, and whose
fault is that> Not really his. He didn’t create this situation of fear;
he merely exploited it, and rather successfully. Cassius was right:
“The fault, dear Brutus, is not in our stars but in ourselves . . .”
Good night, and good luck.

If the program was damaging to McCarthy, it was partly because
Murrow himself had said so little. Senator McCarthy had done most
of the talking. He was offered time to reply, but would seem to be
replying to himself. Yet he decided to do so. A script was prepared
with the help of McCarthy advisers, including commentator
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George Sokolsky, and filmed at Fox Movietone studios at a cost
of $6,336.99—which CBS paid. It was telecast April 6 at the regular
See It Now time, and made a strong attack on Murrow.

Mc cARTHY: Now, ordinarily I would not take time out from the
important work at hand to answer Murrow. However, in this case
I feel justified in doing so because Murrow is a symbol, the leader
and the cleverest of the jackal pack which is always found at the

throat of anyone who dares to expose individual communists and
traitors.

The See It Now McCarthy programs inevitably polarized opin-
ion. Some felt that the Senator’s reply had been totally ineffectual.
Others felt quite otherwise.

Friendly was surprised when CBS president Frank Stanton, a
few days afterwards, invited him into his office. He showed
Friendly a survey which CBS had commissioned the Elmo Roper
organization to make. It sampled opinion on the Friday and Satur-
day after the McCarthy rebuttal. Stanton seemed disturbed about
the results, to which he evidently attached great importance. They
showed that 59 per cent of those questioned had seen the program
or heard about it; of these, 33 per cent believed that McCarthy had
raised doubts about Murrow, or proved him pro-communist.

To Friendly, the findings had a different meaning than to Stan-
ton. Friendly suggested that if the figures had been even more
favorable to McCarthy, they would have demonstrated even more
compellingly the need for the original program. It was not a reac-
tion that Stanton was likely to appreciate.

See It Now offered still other programs touching on McCarthy-
ism—including one of particular significance. In his reply to
Murrow, McCarthy had, as usual, shifted to new, sensational
charges. He hinted that the hydrogen bomb, recently added to the
United States arsenal of weapons, had been delayed eighteen
months by “traitors in our government.” Soon afterwards J. Robert
Oppenheimer, who had been one of the creators of the atom bomb
but had opposed a crash program to perfect the even more destruc-
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tive hydrogen bomb, was suddenly stripped of his security clear-
ance by the Atomic Energy Commission. He was, in a sense, for-
bidden access to scientific secrets he himself had unlocked and made
meaningful. The board of inquiry went through the usual, perplex-
ing ritual of stating that Oppenheimer’s loyalty was beyond ques-
tion; it was a matter of “security.”

On January 4, 1955, See It Now offered “A Conversation With
Dr. J. Robert Oppenheimer”—a long filmed interview made at the
Institute for Advanced Study in Princeton. Oppenheimer did not
refer to the security ruling but discussed on a philosophic plane the
implications of increasing government control over research and its
bearing on the freedom of the human mind and the future of man
on earth.

Murrow took the unusual step of inviting board chairman Wil-
liam Paley to look at the film in workprint stage. Paley was moved,
impressed, enthusiastic. Nevertheless the co-producers had to dig
into their own pockets again to advertise the program. And once
more See It Now precipitated furious attacks, including a denuncia-
tion from George Sokolsky in his Hearst newspaper column, and
pressures on CBS and Alcoa. But to many it was one of the mighti-
est hours ever seen on television. There was no hint of the arrogance
some scientists ascribed to Oppenheimer; instead there was fragility,
dedication, tension, and an unsparing urge to dig to the heart of
issues. There were no easy slogans. The reaction among educators
was overwhelming; praises showered on the producers and on CBS.
Prints of the film remained in demand for years.

The sequence of See It Now programs on McCarthyism—1953-
s5—had extraordinary impact. They placed Murrow in the fore-
front of the documentary film movement; he was hailed as its
television pioneer. There were, of course, others: impressive docu-
mentaries came occasionally from the NBC Project Twenty unit
that had produced Victory at Sea; from the Ommnibus series; and at
CBS from a documentary unit in the news division, led by Irving
Gitlin. But their work was, for the moment, overshadowed by the
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triumphs of See It Now. Coming at the same time as the finest of -
the anthology programs, the Murrow documentaries helped to
make television an indispensable medium. Few people now dared
to be without a television set, and few major advertisers dared to be
unrepresented on the home screen.

The McCarthy programs had many effects—the first, on McCar-
thy himself. They set the stage for televised hearings on his dispute
with the Army. These began April 22, on the heels of the Murrow-
McCarthy exchange, and proved the decisive blow to the Senator’s
career. A whole nation watched him in murderous close-up—and
recoiled.

The hearings opened murky vistas of the great in action. David
Schine, Roy Cohn’s companion in harassments on behalf of McCar-
thy, and also heir to a hotel fortune, had been drafted, and Cohn
had importuned the Secretary of the Army and his aides for spe-
cial favors for Schine.

The Secretary was not entirely averse. He even, at David’s invi-
tation, paid a visit to the Schine suite at the Waldorf Towers in
New York to discuss a possible assignment for the young man as
“special assistant” to the Secretary. But the Army, while negotiating
on these matters, was dilatory and coy, with the result that Mc-
Carthy began to berate it for using Schine as a “hostage” to obtain
favors from McCarthy—such as calling off his inquiry into subver-
sion at Fort Monmouth. The hearings became a Roman candle
shooting out sparks of charge and innuendo; in the end, the close-up
exposure left a feeling of distaste for many of the participants, but
especially for McCarthy. By the end of the year the Senate passed
a vote condemning McCarthy, 67 to 22.

The second effect was on the American Broadcasting Company.
Its merger with the Paramount theater chain, completed in 1953,
had strengthened the network, but ABC-TV was still a weak third,
and was not yet giving its affiliates a daytime schedule. It would
have to do so to become competitive.

The Murrow-McCarthy conflict prepared the moment. In April
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Senator Joseph R. McCarthy and aide Roy Cohn—during Army-McCarthy
hearings. Wide World

1954 it was the ABC-TV network that carried the hearings in full.
CBS-TV and NBC-TV, already well provided with daytime pro-
grams and sponsors, carried only excerpts. ABC-TV, carrying the
full hearings, riveted national attention. Winning impressive ratings,
it began to make daytime sales and to challenge its rivals.

Another effect was on News of the Day, the newsreel owned
jointly by Hearst and MGM. Throughout the Murrow-McCarthy
struggle the camera work, editing and sound-recording for See It
Now were done by Hearst-MGM personnel. Meanwhile Hearst
newspapers, unaware of the irony, were especially virulent in their
attacks on the series, as well as on other CBS news programs. Along
with Murrow, a constant and favorite target was Don Hollenbeck,
who broadcast a weekly analysis of the press, CBS Views the Press,
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which Murrow had helped launch and admired. Hollenbeck, ill and
harried by the ceaseless attacks, committed suicide. Hearst colum-
nist Jack O'Brian wrote that his suicide “does not remove from
the record the peculiar history of leftist slanting of news . . . he
was a special protégé of Edward R. Murrow, and as such, appar-
ently beyond criticism or reasonable discipline. He drew assign-
ments which paid him lush fees, pink-painting his news items and
analysis and always with a steady left hand.” Murrow, a pallbearer
at Hollenbeck’s funeral, decided to end the Hearst relationship.
All the technicians resigned from News of the Day to join See It
Now.

A final effect was on Murrow himself and all he represented.
The television excitements of 1953-55 and rising audience statistics
were bringing many new sponsors into television. They wanted
television time and programs, but generally not of the See It Now
type. News and documentary were being pushed toward the edges
of the schedule. Murrow himself, though at the height of his fame,
and winner of more awards than any other broadcaster, felt a stab
of ill omen on the night of June 7, 1955. Awaiting the start of a See
It Now broadcast—on cigarettes and cancer—he watched the pre-
ceding program, the premiere of a new series. Horrified by what he
saw, he predicted its overwhelming success. He said to Friendly:
“Any bets on how long we'll keep this time period now?” The pro-
gram was The $64,000 Question.

BIGGEST MONEY

For months Charles Revson, president of Revlon, had looked for
a vehicle for a big, resounding television plunge, because Hazel
Bishop lipsticks, on the strength of early television success, were
“murdering” Revlon.

In 1955 Walter Craig, ex-vaudeville hoofer and writer turned
television producer, became partner in a new advertising agency,
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Norman, Craig & Kummel. The moment he heard the idea for The
$64,000 Question, brought to him by Steve Carlin of Louis G.
Cowan, Inc.—an independent producer—Craig could not contain
his excitement. He managed to communicate some of his fever to
Charles Revson, whose account he hoped to capture, and next
morning got representatives of Revlon, of Louis G. Cowan, Inc.,
and of the CBS network into one office.

I locked the door . . . and I said, very dramatically, “Nobody
leaves this room till we have a signed contract.” Well, I had the
lawyers for everybody concerned in the room at that time—there
must have been twenty of us. And about one o'clock a knock came
on the door, and it was Norman, and he said, “How are you do-
ing?” And I said, “You'd better have some lunch sent in, because
we’re going to stay till we get a contract.” And we did have lunch
sent in, and we signed the contract at four o'clock the next morn-

ing. ...

The basic idea of the series was to hold contestants over several
weeks to make possible an unprecedented cash award. For years
quiz programs had given small cash prizes—such as $64—or mer-
chandise prizes, donated by manufacturers in return for mention of
the brand names. Now it was proposed to make a quantum jump in
prize-giving. Before four o’clock in the morning, other details had
been resolved. On The $64,000 Question a losing contestant, as
“consolation prize,” would get a Cadillac. Contestants would be
entombed in a glass “isolation booth” as a security measure. A “trust
officer” from a prominent bank would certify to the inviolability
of the proceedings—in exchange for a program credit.

When The $64,000 Question, “biggest jackpot program in radio-
TV history,” opened, the results were sensational. The reviewer of
the magazine Broadcasting described himself as in a dazed state.
Ratings began high and climbed higher. On each program actress
Wendy Barrie did stylish commercials for a new Revlon product,
Living Lipstick, but in September the Living Lipstick message was
suddenly omitted and a commercial for Touch and Glow Liquid
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Make-up Foundation substituted because, it was explained, Living
Lipstick was sold out everywhere. Stores were phoning the factory
with desperate pleas for additional shipments. Hal March, master
of ceremonies, pleaded with the public to be patient. The program
was drawing a 49.6 Trendex rating, with an 84.8 per cent share of
audience. A Marine captain, Richard S. McCutchen, having sur-
vived several appearances as a contestant, seemed to have the whole
nation rooting for him. Bookmakers were said to be quoting odds
on whether he would answer the climactic $64,000 question. It was
said that Las Vegas casinos emptied during the Tuesday evening
programs. A convention of wholesale druggists in White Sulphur
Springs, West Virginia, was halted for the announcement: “The
Marine has answered the question!” The druggists cheered wildly
before going on with their business. Louis Cowan, packager of the
series, was asked to join CBS and became its vice president in charge
of “creative services.”

In January 1956 board chairman Raymond Spector of Hazel
Bishop, Inc., explained ruefully to stockholders that the surprising
1955 loss was “due to circumstances beyond our control.” He said
that during the preceding six months “a new television program
sponsored by your company’s principal competitor captured the
imagination of the public.”

Within months the series had imitators—The Big Surprise arrived
late in 1955, followed soon by The $64,000 Challenge—under the
same auspices as The $64,000 Question—and High Finance, Treas-
ure Hunt, Twenty-One, The Most Beautiful Girl in the World,
Giant Step, Can Do, Nothing But the Truth. At one point The
$64,000 Question and The $64,000 Challenge held first and second
places in rating lists. When Charles Van Doren, a2 Columbia Uni-
versity English instructor, began appearing on Tawenty-One, the
series climbed among the leaders. Winnings kept getting larger:
Charles Van Doren’s $129,000 on Twenty-One was quickly topped
by Teddy Nadler’s $152,000 on The $64,000 Challenge and Robert
Strom'’s $160,000 on The $64,000 Question.
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Rating
364,000 Question (CBS) 35.2 In July 1957 the ARB ratings of
Gunsmoke (CBS) 34.0 the American Research Bureau
Pve Got a Secret (CBS) 319 reflected rampant quiz fever.
Twenty-One (NBC) 31§ Five of top ten were quizzes.
Ed Sullivan (CBS) 314 CBS, with several leading
What's My Line (CBS) 312 quizzes, dominated ratings. ABC

Lawrence Welk (ABC) 30.2 had foothold with Lawrence
364,000 Challenge (CBS) 27.7 Welk.

Alfred Hitchcock (CBS) 271

Studio One (CBS) 26.0

The atmosphere of television was changing. In 1955 Alcoa de-
cided to drop See It Now for something different—perhaps fictional
or “like the Ed Sullivan program.” This was ascribed to an increas-
ingly competitive consumer-goods market.

That summer William Paley had a suggestion for Murrow.
Would it not be a fine idea, instead of having See It Now each
week, to do it now and then? It might be a 60-minute program or
even, occasionally, a go-minute program. Wasn't thirty minutes,
after all, too confining? Would it not be more satisfying to do
fewer programs, in greater depth?

It was a shrewd approach. Murrow and Friendly were exhausted,
and the notion of longer, fewer programs held attractions. Yet the
move was the first step toward edging See It Now out of the pic-
ture. The period long held by See It Now was sold to Liggett &
Myers for a quiz program.

The Paley move had another element of shrewdness. The occa-
sional program—the “spectacular”—was finding favor in television.
In some quarters it was considered the wave of the future, thanks
to the virtuoso salesmanship of an executive at another network—

Pat Weaver of NBC.
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EXECUTIVE SUITES

Early in 1953 Sarnoff—General Sarnoff—became troubled about
NBC, which seemed in organizational confusion. Several NBC
presidents had proved unsatisfactory, and the network apparently
had morale problems.

These stemmed partly from its status as a fragment of a large
organization with diverse interests, and also from Sarnoff’s own
style of leadership. He had become a remote executive. Lesser exec-
utives, including the NBC president, hesitated to phone him about
a problem. They addressed hjm in formal memoranda on which
he might pencil brief answers—*Yes!”—“No!”—or “PSM,” mean-
ing “please see me.” An appointment was a sort of audience. When
angry, Sarnoff could show an icy reserve more frightening than
an explosion of anger. The back of his neck would grow red. When
he spoke, it was in well-constructed prose, without the slightest
hesitation.

His neat desk reflected a well-organized mind. But the fifty-third
floor neatness did not penetrate to lower floors. Sarnoff seemed to
avoid defining lines of authority. It was as though he wanted to see
who would scrap his way to the top, as he had done in his remark-
able career.

While his office was physically close to NBC, which inhabited
lower floors of the same Radio City building, Sarnoff had a more
obsessive interest in the research and manufacturing role of RCA.
This had long focused on the creation of a television industry, but
World War II and the cold war had brought RCA back to its origi-
nal concerns. Its income, which had stood at a million in 1920,
would reach a billion by 1955, when Senator Lyndon B. Johnson
would refer to the company as “a key element in our defense struc-
ture.” Sarnoff kept in touch with government leaders, and wrote
long memoranda on possible weaponry: use of electronics to detect
and intercept incoming missiles; use of television, the new ‘“eyes
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of the top command,” to coordinate military action on land, sea, or
in the air; and the potentialities of weapons-carrying satellites, ap-
plicable to atomic or germ warfare. He wrote constantly on the
communist threat to world peace. He aided government anti-com-
munist broadcasting projects, both overt and covert. Staff members
of Radio Liberation, a CIA operation aimed at Russian audiences,
had a training course at NBC. Sarnoff urged that miniature radios
be dropped in communist areas, capable of receiving only American
transmissions; the plan was eventually tried in South Asia.

But in 1953, as television moved into high gear, he was con-
cerned about NBC. His worries led him to seat himself temporarily
in the NBC presidential office—he was already chairman of the
board—to end the chaos. Searching for qualities of leadership among
NBC executives, he felt he saw them in Sylvester L. (“Pat”)
Weaver, who in 1949 had left a vice presidency at the Young &
Rubicam advertising agency to head television activities at NBC.
In December 1953 Weaver became NBC president.

Sarnoff was frank about his plans. He had thoughts about his son,
Robert W. Sarnoff, moving up to take over, but Robert first needed
more grooming; he had, over a period of years, headed several NBC
divisions. “I knew,” Weaver told associates later, “that I was just
warming up the seat for Bobby.”

Nepotism was a word often heard in NBC corridors, and often
spoken with resentment—but not by Weaver. His attitude, always
free-swinging and jovial, was that nepotism was as useful to him as
to the General. When major plans needed approval, he took them
first to Bobby, who became the spokesman when they went to his
father.

There was protocol for such matters. Talking to Robert Sarnoff,
no one at NBC ever said, “Your father . . .”" It was always, “The
General . . . ,” as though no connection existed.

Bobby Sarnoff, as everyone persisted in calling him—it was a
mild kind of retaliation—was a pleasant fellow who quickly bene-
fited from tutelage. Accustomed to dwelling at high levels, he was
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a relaxed executive. He was never pretentious. Appearing before
government committees, he learned to handle himself well, even
though his knowledge of the industry and its history was limited.
Asked what had happened to the NBC Advisory Council, the
highly touted body to which, according to early NBC statements
to a Senate committee, a citizen could appeal “over the heads of the
operating executives,” Bobby Sarnoff looked nonplussed. He sim-
ply explained: “I have not boned up on that part of the history of
NBC.”

Weaver made good his promise of leadership. In his days at
Young & Rubicam, programming was controlled by advertising
agencies and sponsors. Now Weaver was determined that the con-
trol should shift to the networks. He pushed hard for the “magazine
concept,” under which advertisers bought insertions in programs
produced and controlled by the network. Today was set up on this
basis, and so was Tonight, another Weaver creation, which began
under Steve Allen and soon afterwards became a smash-hit under
Jack Paar.

Equally important was his espousal of the “spectacular.” Con-
tracts with sponsors for television time were revised by Weaver to
allow the network to “withhold” occasional periods for special
programs. Such preemptions had always been possible but had in-
volved reimbursement of talent costs to the sponsor and of com-
missions to advertising agencies—all of which had discouraged spe-
cial programs. Weaver institutionalized the special.

He devised names and banner phrases for every purpose. The
radically revised relation to sponsors was called “the new ortho-
doxy.” A special program—or “spectacular”—was designed to create
“excitement and controversy and washday gossip,” and to “chal-
lenge the robotry of habit viewing.” If it was of a documentary
nature, like the series Wide, Wide World, it belonged to “operation
frontal lobes.” Weaver dictated fantastically long memoranda to
NBC executives, which soon filled forty bound volumes in his of-
fice. He said, “Let us dare to think and let us think with daring.”
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He radiated enthusiasm and communicated a lot of it to his sub-
ordinates.

The magazine concept and the new sales orthodoxy were resisted
by some agencies. NBC’s own sales people, who received the brunt
of their protests, also gave him determined battle. Weaver wel-
comed this cheerfully. “There is some advantage,” he said, “in
having your enemy on your own payroll.”

Some of Weaver's specials were spectacular successes. Some were
largely booking triumphs. Peter Pan with Mary Martin, telecast im-
mediately after its Broadway run, was apparently watched by
65,000,000 viewers. At first most specials were live, but film made
an early appearance. Richard 111, a Laurence Olivier film, became
a television spectacular by virtue of making its first United States
appearance on television, rather than in theaters. The event sug-
gested the precariousness of the live spectacular.

Weaver effected an impressive change of atmosphere at NBC. He
created talk and riveted press attention on the network. He was
one of the forces that made television an indispensable adjunct to
the home.

When in 1955 David Sarnoff reverted to the subject of Robert
Sarnoff becoming president, Weaver said, “Of course, but let’s not
do it yet.” But the General felt the precise moment had come. In
December Pat Weaver became chairman of the NBC board, and
Bobby moved into the presidency. The NBC news release quoted
General David Sarnoff. Because things had been going so well the
past two years, it “seemed to me a fitting time to recommend that
Pat Weaver succeed me as chairman of the board of NBC. He, in
turn, recommended that Bob Sarnoff succeed him as president of
the company.”

When Weaver came to his first meeting as chairman he is said to
have noted—smiling—that General David Sarnoff had seated himself
at the head of the table. “Why, General, that's my seat!”” The Gen-
eral vacated the chair. Some months later Weaver, well provided
for, left the chairmanship, seeking other fields for spectacular
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Peter Pan, with Mary Martin—1955. NBC

achievement. Again Robert W. Sarnoff was promoted, becoming
chairman of the board. Into the NBC presidency moved Robert
Kintner, who had been president of ABC. In place of “Pat and
Bob” the trade press now referred to “Bob and Bob.”

Behind the musical chairs were powerful economic changes.
Weaver was a supershowman of the New York entertainment
world, and had given valued leadership to a live-production era. If
he suddenly seemed expendable, it was because the whole structure
he represented showed signs of crumbling. Among the signs were
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events at ABC-TV, the upstart network—events that had been set
in motion by Leonard Goldenson-and Robert Kintner, and were
centered in Hollywood.

GO WESTERN

In 1954 the major film companies were still aloof. At Warner
Brothers, Jack Warner frowned on any appearance of a television
set in a home scene in 2 Warner feature. The assumption seemed to
be that if television could be banned from feature films, it could not
survive.

But signs to the contrary were highly visible, even to Warner.
His son-in-law, William Orr, back from an eastern trip, described
miles of Chicago slums sprouting forests of antennas. History,
thought Orr, might be passing them by.

Warner got similar warnings from Leonard Goldenson, the ex-
Paramount executive who, at the time of the split, had gone with
the theater chain—and on into the ABC merger. As soon as the
merger was complete, he and Kintner began wooing the film com-
panies, where Goldenson as a film veteran had ready entrec.

In April 1954 ABC won a foothold via a deal with Walt Disney
for a Disneyland series. The terms looked so good to Jack Warner
that they became the basis for a similar deal under which Warner
undertook to produce films for ABC-TV for the 1955-56 season.
It was considered far more momentous than the Disney contract
because Warner Brothers was one of the “majors”—the aristocracy.

The detail that clinched the deal for Jack Warner was that War-
ner could include in each one-hour film a 10-minute segment to be
called Bebind the Cameras, which would show Warner movic stars
and crews at work on feature films soon to be shown in theaters.
Behind the Cameras would be a glorified 10-minute commercial for
Warner features. It was felt that this would ease theater exhibitors’
anger over Warner dealing with the enemy.

Warner agreed to produce forty one-hour programs at §75,000
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per program, all for use in the 1955-56 season. Twelve of the pro-
grams would be repeated during the summer, and Warner would
get an additional $37,500 for each of these re-uses. Thus ABC-TV
was assured of fifty-two programs, while Warner was assured of
more than $86,000 for each film it made. They agreed on the over-
all title Warner Brothers Presents, but this was really an umbrella
for three series to be used in rotation, each based on a Warner
“property”—a Casablanca series, a King’s Row series, a Cheyenne
series. The first two, based on outstanding Warner successes, were
regarded as surefire prospects. But the Cheyenne series, derived
from a comparatively unknown feature, was at once so successful
that ABC-TV pressed Warner to increase the number of Cheyenne
programs and reduce the others. Casablanca and King’s Row were
eventually dropped, and the series became Cheyenne—a network
staple for seven years. It propelled into stardom Clint Walker, a
spear-carrier before Cheyenne. It had seemed unthinkable to use a
well-known actor.

The Behind the Cameras item was short-lived. The network
showed Warner some survey statistics indicating that the audience
disappeared during these sequences, which might therefore threaten
the whole venture. The item was abbreviated and finally dropped.

Most Cheyenne films were shot in five days, with many economy
measures. A “low-budget” theatrical feature of the time generally
cost between $300,000 and $600,000, so the television venture was
felt to call for drastic economies. For herds on the move, cattle
stampedes, Indian battles, crowds, and even barroom scenes, the
producers drew on leftover footage of old features. Hollywood
quipped, “when you see more than two characters, it's stock foot-
age.”

Because the entrance of a major studio into television production
was considered an historic event, sponsor and agency were at first
very deferential, and were kept at arm’s length. When an adver-
tising agency expressed interest in being consulted as the work
progressed, Jack Warner was incredulous. “They’re going to tell
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us how to make pictures?” Protocol meetings were arranged, but
there was no script review—not at first.

Another rebuff came. An agency wanted Clint Walker to do
cigarette commercials but was told, “Cheyenne doesn’t smoke.”
Warner would not let the actor be involved in commercials in any
way, even to introduce them. This rule, too, held—for a time.

By 1956 Cheyenne was so successful that carbon copies became
highly marketable, and Warner Brothers, with William Orr super-
vising television production—Warner, like Sarnoff, was a family
man—began grinding out Maverick, followed by Sugarfoot, Colt
45, Lawman—all quickly acquiring sponsors.

Although Jack Warner, in negotiating, groaned over the finan-
cial arrangements and said that films could not be made on such a
cut-rate basis, the early Cheyenne films were made within the al-
lotted sums and even contributed to studio “overhead.” Receipts
from residual uses were pure profit. Since residual profits were not
yet shared with artists, the early films were a bonanza for Warner
Brothers. The signs were noted elsewhere. Down the canyon, rac-
ing for buried gold, came others. The years 1955-56 brought Wyatt
Earp, Gunsmoke, Tales of the Texas Rangers, Death Valley Days,
Frontier, Broken Arrow, Adventures of Jin Bowie, and more.

The stampede to westerns was also a stampede to the West. On
the heels of Warner Brothers Presents came MGM Parade and
Twentieth Century-Fox Hour—both exploiting studio properties,
and both starting points for other series. It meant that the majors,
though still with an air of condescension (television series could
not have the best sound stages, nor the really big stars), were join-
ing up. Paramount also announced television production plans.

Others were stepping up action. Columbia Pictures, through
Screen Gems, was in high gear with Ford Theater, Rin Tin Tin,
Captain Midnight, Father Knows Best. United Artists was negotiat-
ing for purchase of Ziv, the radio-television syndicate. MCA, acting
as agent for many of the Hollywood great and less great while
bursting at the seams with Revue Productions projects, was pre-
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paring to buy the Universal lot—eventually, Universal Pictures it-
self. MCA was growing into a Hollywood colossus.

While Warner and Disney were programming blocks of time on
ABC-TV, a similar alliance was developing between MCA and
NBC-TV. Reports told of an NBC meeting early in 1957 at which
the following season was being charted. In the presence of president
Sarnoff an executive turned to MCA vice president David A.
(“Sonny”) Werblin: “Sonny . . . here are the empty spots, you
fill them.” He filled them—with Tales of Wells Fargo, Wagon
Train, M Squad, and others. CBS-TV was drawing on diverse
sources, getting I Love Lucy and December Bride from Desilu,
Schlitz Playbouse from MCA, and starting a Perry Mason series
at Twentieth Century-Fox.

But film production was only one part of the stampede at the
majors. In 1955 RKO—the only one of the big five not actively
producing—decided to unload its feature-film backlog and studio.
One $25,000,000 check from General Teleradio, offspring of the
General Tire and Rubber Company, did it. By the end of the year,
through various distributors, 740 RKO features were being offered
to television stations, while the RKO studios were taken over by
Desilu. Again the action broke a logjam. March 1956 brought an-
nouncement of a $21,000,000 deal covering distribution of Warner
Brothers features. November brought word of a $30,000,000 deal
covering Twentieth Century-Fox features. A few months later
came a $50,000,000 deal for Paramount features. Meanwhile Screen
Gems began distributing Columbia Pictures features, and later a
block of Universal features. All these films were pre-1948 features,
owned outright by the studios, and requiring no residual payments.
Most of the deals involved cash payments by distributors, toward
guarantees. The distributors taking these gambles recouped their
investments with astonishing speed as countless stations reduced
staffs, closed expensive studios, and took up round-the-clock film
projection, alternating with occasional sports events. WOR-TV,
New York, which in 1954 had had live drama every night, had none
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two years later. In the fall of 1956 its schedule was 88 per cent film,
and almost all of it consisted of feature films, organized in series
under such titles as Million Dollar Movie. The trend was followed
at countless stations.

For many artists it was disaster; for others, upheaval. Some
trekked to Hollywood, where the important action now seemed
centered. New York was for news and documentaries, a few vari-
ety hours, and quizzes. As a television drama center it was dying.

'Hollywood was now the mecca.

For stations and networks, the road was clear. Film salesmen were

lining up. Much had been settled.

BOOM LAND

The boom that in 1956-57 was taking shape and direction touched
every corner of American life. The 108 television stations of the
freeze period had grown to over §oo stations, which forty million
television homes—85 per cent of all homes—were watching some
five hours a day. The programs were supported by tens of thou-
sands of sponsors, to the tune of almost a billion dollars a year.

The range of sponsors plunging into the boom had exceeded all
expectations. Films of the pianist Liberace, who wore a velvet
jacket with sequins, were at first sponsored on various stations by
Breast o' Chicken Tuna, Maybelline, Serta Mattresses, Yes Tissues,
and other consumer products. But when a Cleveland bank tried the
program, offering a Liberace recording to new depositors, and
gained $15 million in deposits in 1954, other bank sponsors flocked
to him and apparently won a host of women depositors. Other phe-
nomena included evangelist Oral Roberts, both sponsor and per-
former. He bought time on 125 stations and recouped the cost
many times over via donations resulting from his on-camera faith-
healing. There were complaints to the Federal Communications
Commission about “undocumented” miracles, but Roberts declared
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that if the FCC took to evaluating miracles, it would violate the
First Amendment.

Products backed by the largest sums were headache tablets (Ana-
cin et al.), stomach settlers (Alka-Seltzer et al.), cigarettes (Win-
ston et al.). Cigarette companies were stressing their long, filter, and
menthol cigarettes, in an effort to counteract an American Cancer
Society report about effects of smoking. Interest in backing west-
erns, with their aura of fresh air, health, and vigor, received extra
impetus from the cancer scare.

The boom was sprouting beguiling new advertising theories. Ad-
vertising agencies employed consultants like the high-priced Dr.
Ernest Dichter, who fascinated them with analyses of latent psy-
chosexual factors involved in a buyer’s choice of a car, cigar, or
brand of prunes. Advertising themes and program purchases were
increasingly influenced by theories about subliminal associations.
Dr. Dichter also gave advertising men a sense of destiny about their
own role. In our culture, said Motivations, a Dichter periodical,
“psychological demands are being made upon the family today
which it cannot fulfill. There is a gap between human need and the
capacity of the family institution to fill that need.” This gap, ac-
cording to Motivations, was being filled in part by the acquisition
of consumer goods.

The television boom inevitably entwined it with politics. The
Lyndon Johnson family was a notable example. It was not clear
whether the scores of sponsors who bought time on KTBC-TV,
Austin, soon giving the family multimillionaire status, needed the
advertising, or whether they liked to do business with a Senator
who had become Minority Leader—after 1955, Majority Leader—
of the Senate. Such lines of interest inevitably converged.

The fight for channels—gold-mining claims—was bitter. Rumors
of sharp practice and political pressure were rife. There were even
rumors about bribery. Such reports only seldom broke into print
and were never heard on the air, but because of their persistence a
New York University professor, Bernard Schwartz, was brought



Tube of Plenty 200

to Washington in 1957 by the House subcommittee on legislative
oversight to conduct a probe of the regulatory agencies, including
the FCC.

Among his first findings was that Representative Oren Harris,
chairman of the commerce committee—which had jurisdiction over
the subcommittee and the probe—had acquired a 25 per cent interest
in television station KRBB, El Dorado, Arkansas, for $500 plus a
$4500 promissory note, which was never paid. Shortly afterwards
the station applied for an increase in power—previously denied—
and got it. Harris apparently saw no impropriety in this sequence
of events. Professor Schwartz hardly knew how to proceed. He
encouraged reporters to ask Representative Harris questions about
his television coup; the press interest embarrassed Harris into sell-
ing his share, but he continued to have jurisdiction over the over-
sight probe. Schwartz wondered whether its task was to oversee or
to overlook.

The boom atmosphere also gripped the programming world and
gave rise to varied corruptions that seemed to be taken for granted
as suitable to an era of enterprise. Writers, directors, and actors
could get cash pay-offs for injecting various products or brand-
names into their programs; the use of potato chips in a party scene
was worth $100 to a director. Awareness of this kept network
checkers busy with questions. Why did Bob Crosby on a CBS-TV
variety show suddenly find it necessary to eat a Lifesaver? Did that
dinner scene in the drama have to end with use of a Diners Club
credit card? In that contract-signing scene, did the camera seem to
linger on the Papermate pen?

Rumors of “fixed” quiz programs were frequent. In radio, “pay-
ola”—cash payments and gifts to disk-jockeys from record compa-
nies, to favor their records—was considered a normal fringe benefit.

At the FCC things were hardly different. Professor Schwartz,
browsing through files and expense vouchers, found that some
commissioners made speeches for broadcasting groups, collected
fees covering travel and other expenses from these groups, and then
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charged the same travel and expenses to the government. Commis-
sioner Doerfer made a trip during which he addressed two groups
and was reimbursed for travel three times—twice by the groups,
once by the government. He also accepted transportation on com-
pany planes, and took a week-long yacht trip to Bimini at the ex-
pense of station owner George B. Storer at a time when Storer had
at least one case before the commission. Doerfer later described all
this as “the usual amenities.”

Doerfer, who recommended that licenses be made permanent,
was very popular with licensees. They constantly urged his promo-
tion to the chairmanship, and in July 1957 President Eisenhower
made him chairman of the FCC.

The figure of Eisenhower, hovering remotely and benignly above
this turmoil, seemed to assure that nothing much could be wrong.
A television glimpse of Ike heading for the golf course was a com-
forting symbol of the time. He presided over a laissez-faire era that
had let loose a flood of enterprise. Television had helped set it in
motion, and was also its most spectacular expression. It was an up-
beat era, and television was its upbeat voice.

It was not boom time for all of television. Theoretically the
United States now had a dual television system, with noncommer-
cial channels reserved for most cities. But little could be done with
such a channel without substantial funds. The fact that the system
had survived to 1956-57 was mainly due to the Ford Foundation.

In 1952 the Ford Foundation had launched two major invest-
ments in television—one in commercial, the other in non-commer-
cial television.

It had set up a Ford Television Workshop under Robert Saudek,
former ABC vice president for public affairs, to produce a network
series of quality and challenging content, to be available for com-
mercial sponsorship. The idea was to test—and perhaps demonstrate
—the compatibility of such material with commercial television.
This had led to the Onmibus series, hosted by Alistair Cooke and
offering diverse cultural items. In five seasons of Sunday afternoon
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programs it won innumerable awards, a devoted following—and
sponsors. Yet it had no noticeable impact on network programming.
The Foundation decided to end its support and to concentrate on
noncommercial television. Ommnibus was carried on by Saudek as a
private venture; it eventually—like See It Now—became an occa-
sional special.

In noncommercial television, Ford Foundation aid had taken sev-
eral forms. While helping early stations with construction grants, it
had also—in 1952—made 2 grant to establish a program production
center, which came to be known as NET, National Educational
Television. Its task would be to provide the stations with a basic
program service. The Foundation hoped this would soon become
self-supporting. But without repeated Ford Foundation transfu-
sions, NET and the whole system would soon have collapsed.*

There were several reasons for this. The system was invisible to
most Americans. In such major cities as New York, Washington,
Los Angeles, the channels in the standard VHF waveband (chan-
nels 2 through 13) had been assigned before the birth of educational
television. The available channels in the UHF band could not be
seen on sets already sold in these markets (except by adding a con-
verter), so the chance of developing an audience was minimal.

The New York State Regents nevertheless proposed state-sup-
ported stations in New York City and other locations, but Gover-
nor Thomas Dewey, who was frequently at odds with the Regents,
sidetracked and buried the proposal. In Washington, efforts to find
support for a2 noncommercial station likewise failed.

In Los Angeles a start was made—disastrously. A member of the
board of trustees of the University of Southern California, Captain
Allan Hancock, provided a grant to build a station on the campus of

*The NET organizing grant was for $1,350,000. This was followed by
many annual grants, beginning at $3 million in 1953 and reaching approxi-
mately double that amount a decade later. The Ford Foundation investment
in Ommibus had totaled approximately $8.5 million, of which $5.5 million
was offset by sponsor payments—for a net expenditure of $3 million.
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the University—~.KTHE, Los Angeles, channel 28. Launched in
1953, it was shaky from the start; few sets were equipped to view
it. Its almost complete dependence on Captain Hancock made its
existence all the more precarious. One of the station’s features was
the Hancock string quartet, in which Captain Hancock played the
violin. The station lasted only 2 few months. Captain Hancock dis-
agreed with decisions of the University trustees on other matters
and decided to discontinue his support. Station and string quartet
vanished and noncommercial television had had a serious setback.

In San Francisco 2 noncommercial station was started in June
1954 on channel 9, in the standard waveband—a circumstance that
offered more hope. Yet even here, in spite of a limited schedule—
two days 2 week, KQED broadcast only one hour per day—the
financial pressure seemed lethal. Early in 1955 the KQED board of
trustees decided to dissolve the station. The action was stayed by
pleas from the program staff, which asked for a chance to tackle
the KQED financial crisis. In desperation it arranged an on-the-air
auction in which celebrities turned with gusto to the business of
auctioning donated items. As hundreds phoned in bids, noncom-
mercial television turned the corner in San Francisco. The receipts
alone did not save the station, but the community involvement that
had been set in motion began to bring in new support. The auction
became an annual event and was emulated by other noncommercial
stations—with particular success in Boston and Chicago.

Other stations survived; but some of the most stable were among
the least promising. The University of Houston, a young institu-
tion, had expensive building plans on the drawing boards when the
noncommercial reservations were proclaimed. The University
promptly cut its building plans and, instead, built KUHT, launched
in 1953. Broadcasting reported: “HOUSTON U SEES TV ED-
UCATIONAL STATION SAVING $10,000,000 IN BUILD-
INGS.” The rationale was that large lecture halls were now obso-
lete. A student could watch two lectures a2 week via television, then
attend a seminar to discuss the implications. Television viewing
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could be done at home, in 2 dormitory room, or in special viewing
rooms.

Lectures-by-television were probably no worse than lectures in
large halls—in some cases, undoubtedly better. But KUHT’s suc-
cession of lectures was scarcely a beacon light for noncommercial
television.

In 1956 only two dozen noncommercial stations maintained a
struggling existence. Some showed promise and vigor—WGBH-
TV, Boston; KQED, San Francisco, WQED, Pittsburgh. At most
stations, survival depended on arrangements with schools or boards
of education, whereby selected courses were taught by television.

NET, kept alive by its Ford Foundation grants to provide sta-
tions with a skeletal program service, was also hard-pressed. Its
average budget of $4500 per half-hour program forced it to rely to
some extent on kinescope films of local productions.* The stations,
having no cable connections, had to be served through a cumber-
some procedure of shipping films from station to station. It was
called “bicycling.”

Many reserved channels were still unused. There was constant
demand that the FCC release them for commercial use. Typical
was the pressure from Broadcasting, which editorialized: “One day
the FCC must take another look at the Communications Act in re-
lation to these socialistic reservations. . . .”

Some commercial broadcasters, while holding a similarly low
opinion of noncommercial television, favored the reservations on
the ground that they kept channels out of the hands of possible
competitors. They also saw the stations serving a useful function
comparable to that of London’s Hyde Park. A lot of talk could go
on there without doing much harm. To some extent fringe periods
on commercial stations served a similar purpose.

By 1956 a hierarchy of restraints had evolved. Peak network
hours, being virtually sold out, were most hostile to material dealing

® A kinescope film was a film photographed from a television tube, usually
during a live telecast.
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specifically with any current issue. If such material did enter these
hours, it was likely to be opposite a leading success on another net-
work—that is, in a temporarily unsalable period.

More often, “controversial” material went into fringe periods
like Sunday afternoon. Here See It Now came to rest, offering
some of its most telling work in semi-banishment. This included
“Clinton and the Law,” which provided a brilliant vignette of a
racist provocateur at work in a Tennessee town. But most programs
in the Sunday “cultural ghetto”—as it came to be called—took the
form of round-table, panel, or interview. These had the virtue of
economy. They also automatically eliminated many viewers, espe-
cially the young, who tended to shift at once to drama, which in-
vited emotional identification. The limited audience of the rtalk
program gave it a special permissiveness.

This too had limits. In 1957 Tex McCrary, leading a discussion
program over NBC's channel 4 in New York, invited Dr. David
M. Spain, who had done research indicating a link between cig-
arettes and lung cancer, to appear on the series. Soon afterwards
the invitation was canceled with the explanation that no one could
be found to present “the other side.” The tobacco industry had ap-
parently succeeded in vetoing the discussion, simply by declining
to appear.

A remoter fringe area, with even greater permissiveness, was
radio, particularly in very late hours. Thus Tex McCrary in his
radio series could talk at length with Helen Gurley Brown about
sex life on campuses, and her observation that the diaphragm had
become the new status symbol among co-eds. Such discussion
would have been unthinkable on radio when its audiences were
larger, but now caused little tremor.

The hierarchy of restraints made it always easy for industry
leaders to cite their liberality, while at the same time keeping the
peak hours as a world of refuge. Those who dwelt in that world,
either as programmers or audience, could be—and apparently were
—almost oblivious to problems of the fringe worlds. They could
even be unaware of their unawareness.
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In 1954 a black student at the University of California, Estelle
Edmerson, completed a graduate study of the Negro in broadcast-
ing. A lady in the CBS personnel department in Los Angeles, freely
answering her questions, told her there was no racial discrimination
at CBS; all jobs were open to qualified workers. Of course, she
said, there were special circumstances to be considered. “There are
certain positions where you feel it might not be advisable to use
Negroes: one, receptionists; two, script girls who sit in on shows
with the client. . . .” However, she concluded, “except where a
company must be diplomatic in hiring, all jobs are open to Ne-
groes.” This diplomatic lady was certain she was racially enlight-
ened.

That same year the U.S. Supreme Court declared separate educa-
tion to be “inherently unequal,” and the following year—May 21,
195 5—it called for integration of public schools “with all deliberate
speed.” The decisions set the stage for unrelenting pressure to end
racial inequalities. That December a twenty-seven-year-old black
minister, Martin Luther King, began to rally Negroes in massive
nonviolent struggle against the might of the South. Beginning with
a bartle over bus seating in Montgomery, the struggle shifted to
drugstore counters, restaurants, and other fields. By the end of
1956, when Montgomery blacks began riding unsegregated buses,
the Reverend Martin Luther King was world famous—less for his
fantastic first successes than for the style of his leadership. He was
arrested, spat on, imprisoned, fined, and reviled, but he told his fol-
lowers:

We must have compassion and understanding for those who hate
us. We must realize so many people are taught to hate us that they
are not totally responsible for their hate. But we stand in life at
midnight, we are always on the threshold of a new dawn.

At first television and radio paid little attention to King. But soon
his Gandhi-inspired crusade, which always ran the risk of blood-
shed, began to draw cameramen and tape recorders, sometimes re-
sulting in 2-minute items on newscasts. The issues were also dis-
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cussed on Sunday-ghetto talk programs, but seldom penetrated to
the citadel of the peak hours. The commercials remained purest
white, and the surrounding dramas were kept in harmony.

The roster of the great and famous visited in 1956 on Person to
Person, even by so enlightened a man as Edward R. Murrow, gives
some indication of prime-time criteria. In his alter ego as establish-
ment figure he found occasion for visits to Liberace, Pat Weaver,
Eddie Fisher and Debbie Reynolds, Jane Russell, Billy Graham,
Hal March, Dr. George Gallup, Jayne Mansfield, Rocky Marciano,
the Duke and Duchess of Windsor, Admiral Richard Byrd, Law-
rence Welk, Anita Ekberg, and others—but not Martin Luther
King. The 93 guests during 1956 included two show-business Ne-
groes—“Dizzy” Gillespie and Cab Calloway.

The obliviousness of the peak hours applied especially to issues
affecting broadcasting itself, including blacklists. The subject was
almost never mentioned on the air and therefore, for the larger pub-
lic, scarcely existed. The death of Senator Joseph R. McCarthy in
May 1957 led even people in the industry to think that McCarthy-
ism might be dead. That it was not became clear from the Faulk
case.

In January 1956 CBS newsman Charles Collingwood and WCBS
disk-jockey John Henry Faulk, a frequent participant in television
panel shows, took office as president and vice president of the
American Federation of Television and Radio Artists, New York
chapter. They had been elected as a “middle of the road” slate,
declaring themselves non-communist but also repudiating the tactics
of Aware, Inc. Their election aroused the anger of Aware. Al-
though Faulk had never appeared on any blacklists, not even those
of Aware, it now issued a bulletin denouncing Faulk with “cita-
tions” of various “communist” activities. The bulletin had the usual
result. Prodded by Syracuse supermarket executive Laurence John-
son, sponsors quickly deserted Faulk. In June 1956 Faulk brought
suit against Aware, Inc., its leader Vincent Hartnett, and its patron
Laurence Johnson. At this point Faulk still had his WCBS disk-
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jockey stint, but CBS, perhaps under sponsor and supermarket
pressure, fired him.

Edward R. Murrow was outraged. Along with Collingwood, he
had sought to stay the action. He had argued that CBS should
finance the Faulk suit; having lost this argument, he had himself sent
Faulk a check for $7500 so that he could retain the famed attorney
Louis Nizer. To Murrow, the case seemed a chance to open and
expose a festering sore that had long afflicted the industry.

Some of the “citations” against Faulk were false and easily dis-
proved. Others, in their use of half-truths, showed even more tell-
ingly the towering malice of the “anti-communist™ crusade as con-
ducted by Aware—and abetted by networks, agencies, sponsors.
One item charged:

A program dated April 25, 1946, named “John Faulk” as a sched-
uled entertainer (with identified communist Earl Robinson and
two non-communists) under the auspices of the Independent Citi-
zens Committee of the Arts, Sciences and Professions (officially
designated a communist front, and predecessor of the Progressive
Citizens of America).

Aware did not mention the following facts, which it knew. The
event was a first-anniversary salute to the United Nations, and was
sponsored by numerous organizations, including the American
Association for the United Nations, the American Bar Association,
the American Association of University Women, the American
Jewish Committee, the Young Men’s Christian Association, and
others. Speakers included U.S. Secretary of State Edward S. Stet-
tinius. Presiding over a portion of the program was United Nations
Secretary General Trygve Lie. Ambassadors of many countries
were present. CBS broadcast the event, and had asked Faulk to take
part.

Louis Nizer took the Faulk case, but Faulk remained unemploy-
able. Most listeners knew only that he had vanished from his CBS
spot. The lawsuit, with little public attention, dragged on for years.

The year 1956 brought a presidential election. Re-election of
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Dwight D. Eisenhower, on a wave of prosperity, seemed certain.
The campaign as conducted on television was an almost perfect
reflection of the boom environment.

The Republican National Committee, as in 1948 and 1952, en-
listed the Batten, Barton, Durstine & Osborn advertising agency,
which also handled United States Steel, Du Pont, General Electric,
American Tobacco, Armstrong.

They developed a new strategy. In previous campaigns, com-
mercially sponsored programs had been canceled for political
speeches, but this had sometimes caused resentment. In 1952 Adlai
Stevenson, having displaced an I Love Lucy episode, got letters
saying: “I Love Lucy, I like Ike, drop dead.” The Republicans felt
the tides were running with them, and that all would be well if
they could avoid stirring up trouble. Leading sponsors were per-
suaded to surrender the last five minutes of their programs for polit-
ical appeals. The sponsor paid for 25 minutes, the party for §
minutes. The most popular programs became lead-ins for political
appeals, although technically there was no relationship. For the
viewer, the temptation to switch elsewhere was minimal. For the
party, costs were reduced. For the network, disruption and loss
were eliminated. Thanks to the use of these s-minute “hitch-hike”
programs, supplemented by station-break spots, the 1956 campaign
hardly disturbed the television boom.

The mood of the day also affected Democrats. The Democratic
National Committee could hardly find an advertising agency will-
ing to take its account. A number of major agencies, apparently
feeling their clients would look with suspicion on them if they dealt
with Democrats, rejected overtures.

The eventual solution carried irony. Norman, Craig & Kummel
was the young agency that had secured for Revlon the spectacu-
larly successful The $64,000 Question. In spite of this, Revlon de-
cided shortly afterwards to switch its business to Batten, Barton,
Durstine & Osborn. Norman, Craig & Kummel, stung by the loss
and facing uncertainties, decided to risk the Democratic Party ac-
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count. The agency also handled Schenley, Consolidated Cigar,
Chanel Perfumes, Cook’s Imperial Champagne, Bon Ami, and Maid-
enform Brassieres.

Although Adlai Stevenson, the Democratic nominee, considered
the merchandising of candidates “the ultimate indignity to the dem-
ocratic process’—as he said in his televised acceptance speech—he
was persuaded to emulate the Republicans with some s-minute
spots titled The Man from Libertywville.

The Democratic National Convention produced a television dis-
pute. The Democrats decided that the keynote address as an insti-
tution could be modernized by presenting a portion of it on film.
The networks were told of this, and, according to party chairman
Paul Butler, raised no objection; all were planning convention cov-
erage. Young Massachusetts Senator John F. Kennedy—rising rap-
idly in party favor—narrated the film, which was produced by Dore
Schary. But when it came time for the keynote presentation, CBS-
TV decided not to take the film portion, and cut away to a
round-up of news analysts. Paul Butler denounced the action as
“sabotage.” NBC-TV and ABC-TV, however, carried the film,
and its impact may have helped spur a sudden surge of support for
Kennedy for the vice presidential nomination, for which he was
narrowly edged out by Senator Estes Kefauver.

Both conventions were tangled in masses of television cables. In
the hotels they slithered into the rooms of the great; at the conven-
tion hall they writhed down the aisles, which were also crawling
with walkie-talkies and creepie-peepies. To reporter Marya Mannes
the newsmen with battery backloads and weird antennae looked
like “displaced frogmen.” Equipment statistics were dizzying. CBS
had a hundred television cameras; NBC had ten thousand pounds of
equipment.

NBC-TV, which had been bested by CBS-TV in the 1952 cov-
erage, seemed to win the competition this time, largely because of
the work of NBC newsmen Chet Huntley and David Brinkley.
This later led to their installation as a team of anchormen on the
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NBC-TV early evening news program, replacing the breezy John
Cameron Swayze. This did not at once affect the flimsiness of the
15-minute newscasts, but it did set the stage for changes.

The Republicans spent $2,739,105 on the presidential race; the
Democrats $1,949,865. The Eisenhower-Nixon team won a re-
sounding victory—3s,581,003 to 26,031,322 in popular vote, 457 to
73 in electoral vote.

The inauguration, for the first time, was recorded by a new proc-
ess—videotape, which could record both picture and sound mag-
netically. At once superior to kinescope film, it doomed the kine-
scope. Ampex videotape recorders were expected on the market
late in 1957 at a price of about $45,000.

The second-term inauguration of Dwight D. Eisenhower was
probably the high-water mark of Republican confidence. Not since
Coolidge had business and government been so closely meshed. In
the Coolidge days the press, overwhelmingly Republican, had been
almost an arm of government. During the Eisenhower period the
broadcasting industry was edging into a similar position.

Prime-time programming, in particular, reflected the alliance—
not only in its restraints and taboos, but also in ideas it furthered.
And “entertainment,” rather than news programs, seemed to play
the dominant role in this respect.

Accepted doctrine had it otherwise. The word “entertainment”
was used to imply relaxation for an idle hour, apart from the world’s
business. And of course, entertainment had been that. For the
young, once upon a time, movies were a weekly gap in a learning
schedule. But telefilms had become the learning schedule. Hours
each day, they told of a larger world, and defined the good and
great.

Networks played down the influence. They made a point of pro-
claiming that news programs were done under their “supervision
and control,” suggesting that only those were crucial. The others
were something else—"‘entertainment.”

But if television was playing a formative role, it was scarcely
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through news, which operated on the fringes, seldom watched by
the young, but through a rival form of journalism—telefilms. Their
role might be suggested by a paraphrase of Jefferson. “Let him who
will write the nation’s laws, so long as I can produce its telefilms.”

TELEFILM

By the end of 1957 more than a hundred series of television films—
telefilms—were on the air or in production. Almost all were Holly-
wood products, and most were of the episodic-series type. They
came from majors and independents alike. The films processed by
film laboratories were now mainly for television.*

In 1957 the various family-comedy series that had followed /
Love Lucy were being submerged by tidal waves of action films.
These came in several surges but were essentially the same phenom-
enon, in varying guise. Their business was victory over evil people.

A crime-mystery surge, on the Dragnet model, already included
Big Town, The Falcon, Highway Patrol, The Lineup, Official De-
tective, Racket Squad, The Vise, which were joined in 1957 by M
Squad, Meet McGraw, Perry Mason, Richard Diamond, Suspicion,
and others.

An international-intrigue surge, exploiting unusual backgrounds,
included Biff Baker USA, Captain Gallant, Captain Midnight, Dan-
gerous Assignment, The Files of Jeffrey Jones, I Led Three Lives,
A Man Called X, as well as the more fanciful Superman and Sheena,
Queen of the Jungle; which were followed in 1957 by Assignment
Foreign Legion, Border Patrol, OSS, Harbor Command, Harbor
Master, Passport to Danger, T he Silent Service, and others.

And a mighty western surge, on a trail blazed by Hopalong

* Signs appeared in laboratories: “Unless otherwise specified, all film will be
processed for TV."” This meant that contrasts between light and shade were
to be reduced, to compensate for the fact that television accentuated the
contrasts.
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Cassidy, Lash Larue, Gene Autry, Roy Rogers, and Tex Ritter, in-
cluded Adventures of Jim Bowie, Annie Oakley, Brave Eagle,
Broken Arrow, Cheyenne, Cisco Kid, Davy Crockett, Death Val-
ley Days, Frontier, Gunsmoke, The Lone Ranger, Tales of the
Texas Rangers, Wild Bill Hickok, Wyatt Earp, Zane Grey Thea-
ter—joined in 1957 by The Californians, Colt 45, Have Gun—Will
T'ravel, Restless Gun, Sugarfoot, Tales of Wells Fargo, Tombstone
Territory, Trackdown, and others. Somewhat related were series
in which animals were heroes but evil men supplied the occasion for
drama—Fury, Lassie, My Friend Flicka, Rin Tin Tin, and others.
By 1958 thirty western series were in prime-time television, domi-
nating every network.*

Although many fine films throughout film history have dealt
with internal character conflicts, such conflicts were seldom impor-
tant in telefilms. Telefilms rarely invited the viewer to look for
problems within himself. Problems came from the evil of other
people, and were solved—the telefilm seemed to imply—by confin-
ing or killing them.

Simplistic drama was probably fostered by the shortness of play-
ing time—usually 24 or 48 minutes—and by the function of pro-
viding a setting for a commercial. Dr. Ernest Dichter, who gave
advertisers socio-psychological rationales to go with his recommen-
dations, had additional observations. In the western series he saw a
defense against frustrations of modern society. Most people felt a
great hopelessness, he wrote, about the world’s problems. But in
westerns “the good people are rewarded and the bad people are
punished. There are no loose ends left. . . . The orderly comple-
tion of a western gives the viewer a feeling of security that life
itself cannot offer.” In Dichter’s view, the western seemed to serve
the same emotional needs as consumer goods, and their alliance was
presumably logical.

¢ The western vogue seemed to have high-level approval. In 1953 President
Eisenhower, in a three-network telecast, spoke nostalgically about Wild Bill
Hickok. “If you don’t know about him, read your westerns more.”
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But his explanation also indicated a political dimension. It seemed
to say that the American people, exasperated with their multiplying,
unsolved problems, were looking for scapegoats, and that telefilms
provided these in quantity; also, that frustrations were making
Americans ready for hero solutions—a Hickok, an Eisenhower.

Telefilm writers thought little about such matters. The “market
lists” issued regularly by WGA-w—Writers Guild of America,
west*—tabulated the announced needs of producers and made it
clear that hero-villain drama was about all that was wanted. Pro-
ducers, in turn, saw little network or sponsor interest in other kinds
of drama.

Along with hero-villain conflicts, another ingredient had become
standard. At the end, the evil man was not merely arrested—as in
radio or theater. He almost always resisted or “made a break,” pre-
cipitating a final explosion of action in which he was subdued by
fistfight, gunplay, knife battle, lariat strike, karate action, or secret
weapon. A few series, like the Perry Mason courtroom dramas, did
not go in for climactic combat; in most, it was a formula require-
ment. There seemed to be an unspoken premise that evil men must
always, in the end, be forcefully subdued by a hero; that the normal
processes of justice were inadequate, needing supplementary indi-
vidual heroism.

No such implication was consciously intended. Films used the
violent climax because they, and only they, could do so. Physical
combat was always impractical in theater, seldom going beyond a
ritual ballet. Radio could offer only a few seconds of sound-effects
clatter and grunts. Only film could make use of what has been
called the “pornography of violence.”

A few voices of concern were heard. Senator Estes Kefauver,

* Writers Guild of America was formed in 1954 to represent film, television,
and radio writers, who had previously been in various Authors League of
America units. WGA was organized in two regional divisions, WGA-e and
WGA-w. In separating from the Authors League, they moved in a labor-
union direction, with emphasis on collective bargaining.
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holding hearings on the rising juvenile crime rate, wondered
whether television violence was contributing to it. Reader’s Digest,
quoting Kefauver, published an article titled “Let’s Get Rid of
Tele-Violence.” An officer of the National Association of Broad-
casters, Thad H. Brown, promptly called the article “vicious.”

Telefilm artists saw little cause for concern—for obvious reasons.
The ingredients of the telefilm were not new. The only revolu-
tionary element—one which did not involve them or their work—
was its constant presence in the home, as the center of the home
environment. They were conscious of this, but it seemed a vote of
confidence. A writer was concerned with one script at a time—not
with possible effects of a ceaseless barrage, and its displacement of
other influences.

Telefilms were showing increasing interest in foreign settings,
real or imaginary. The trend took advantage of increasing Ameri-
can interest in the world scene. The series The Man Called X, pro-
duced by Ziv, tried to give the impression that it was based on
exploits of the Central Intelligence Agency. Its stories were “from
the files of the man who penetrated the intelligence services of the
world’s Great Powers.” Advertisements for the series included
numerous references to the CIA. A CIA trainee, said one advertise-
ment, must learn to kill silently when necessary “to protect a vital
mission.” The Man Called X was full of vital missions and silent
killings. “Secret agents,” said the same advertisement, “have molded
our destiny.” Ziv’s I Led Three Lives, a widely distributed success,
was derived from I Was a Connnunist for the FBI, which the com-
pany had also distributed in a radio version. Its local sponsor re-
ceived promotion material proclaiming him a member of ‘“the
businessman’s crusade” against the communist conspiracy. An early
MCA series, Biff Baker USA, combined similar material with fam-
ily drama. It offered “an American husband and wife behind and
in front of the iron curtain.” Described as “full of overseas intrigue
and color,” it was also “safe and satisfying for the kids.”

If this was livelier journalism than the Camel News Caravan, it
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must also have had greater political impact, especially “for the
kids.” By 1956-57 the significance of this was growing. For Ameri-
can words and images were addressing audiences not only in the
United States, but worldwide. They were part of a growing United
States involvement—of imperial scope—in the affairs of other na-
tions.

DYNAMIC DUO

- If the United States was a felt presence throughout the world, its
broadcasts had something to do with it. People of all nations, in-
cluding Russians and Chinese, were aware of them.

At the Voice of America, which in 1953 had been placed in a
newly formed U.S. Information Agency, the McCarthy purge had
put anti-communist crusaders in the saddle and stepped up the cold
war. Its radio transmissions took a more aggressive form than Soviet
transmissions, even injecting themselves into domestic Soviet wave-
bands, “cuddling up” to Russian stations, including the Moscow
station operating at 173 kc. The United States used relay transmit-
ters ringing the Soviet Union, carrying out a USIA “Ring Plan.”
Russians combated these intrusions with local “jammers.” The
United States protested the jamming in the name of “freedom to
listen,” and also cited the jamming to justify further intrusions.

As television began in countries that were friendly or nonaligned,
the USIA began supplying them with free films, often “informa-
tional” or “cultural” but designed, overall, “to fight international
communism.” By 1954 USIA was supplying nineteen countries.
By presidential order, policy matters were controlled by the Secre-
tary of State, John Foster Dulles.

Another worldwide presence was the Armed Forces Radio Serv-
ice, which in 1954 became the Armed Forces Radio and Television
Service. By 1956 AFRTS had twenty television stations, each re-
ceiving seventy hours of filmed network programming per week
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from the United States, and it also had two hundred radio outlets.
Virtually all United States military installations abroad had
AFRTS outlets.* Unlike the so-watt Quonset hut stations of
World War I, some were extremely powerful—using, in a few
cases, more power than the most powerful domestic stations in the
United States, and commanding large foreign audiences. AFRTS
stations were forbidden to carry news analyses other than policy
statements provided by the U.S. State Department, such as those of
Secretary of State John Foster Dulles.

Another worldwide presence was the group of radio stations of
the Central Intelligence Agency, all purporting to be “private, non-
governmental” services supported by citizen donations. Using
scores of powerful transmitters in Germany, Spain, Portugal, Philip-
pines, Taiwan, Thailand, they included Radio Free Europe, Radio
Free Asia, Radio Liberation (later Radio Liberty), and subse-
quently others. CIA responsibility for these stations was long and
firmly denied by government spokesmen. All had “front” organi-
zations. In 1953 all came under the jurisdiction of the newly ap-
pointed CIA director, Allen Welsh Dulles, brother of John Foster
Dulles.

Thus the Dulles brothers had an extraordinary battery of world
voices and images at their disposal. The two men worked closely
together, but differed sharply in personality. Allen Dulles, the
younger, was socially adaptable and gave a country-squire impres-
sion. John Foster Dulles was religiously inclined, and liked to refer
to “atheistic communism.” President Eisenhower praised his moral
fervor and compared him to an Old Testament prophet. He was the
leader; Allen Dulles deferred to him on important issues.

As Secretary of State, John Foster Dulles devised apocalyptic

*In 1956 the United States had military installations in Japan, Marshall Is-
lands, Okinawa, Philippines, Saudi-Arabia, South Korea, Taiwan, Turkey,
Eritrea, Libya, Morocco, Azores, France, Greece, Greenland, Iceland, ltaly,
Spain, United Kingdom, West Germany, Bermuda, Canada, Cuba, and the
Panama Canal Zone.
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phrases that seized headlines. The Republicans would “roll back”
the iron curtain. People of “the captive nations” would no longer
be abandoned to “godless terrorism.” In the Far East Dulles hoped
to “unleash” Chiang Kai-shek. Aggressive moves by communists
could expect “massive retaliation.” Unrelenting pressure would
make communist rulers “impotent to continue in their monstrous
ways.”

The Dulles team, while controlling an array of international
media, also began to influence television and radio in the United
States. The Secretary of State became a skillful manipulator of
news and a constant broadcaster.

As broadcaster he acquired an effective, devoted assistant. Ap-
pearing on a Chicago television program in 1954, Dulles was im-
pressed by the businesslike young man running the program. Be-
fore the broadcast David Waters suggested that Dulles, instead of
remaining at a desk, walk to a large globe and point to world
trouble spots as he discussed them. In preparation, Waters had had
a magnificent globe brought from the prop room, which impressed
Dulles, who said, “You know your business.” The young man was
invited to visit Dulles in Washington, if he cared for a job in the
State Department. Waters for his part was awed by the formidable,
crusty man in the black Homburg hat, and a few days later turned
up in Washington and was made television and radio aide to the
Secretary of State. Overnight he became a leading arranger of news
events. In the next few years John Foster Dulles traveled over half
a million miles, and every trip became an occasien for “departure
statements” and “ arrival statements” and, in between, press confer-
ences and speeches. Waters was constantly on the phone with NBC
and CBS and ABC to make sure there would be cameras at the air-
strip. Waters regularly predicted policy statements on which the
free world might depend. Waters went along on trips, carrying a
collapsible lectern that could be set up instantly anywhere. En
route, in plane or hotel room, he got Dulles to rehearse statements.
The Secretary made extraneous lip movements that sometimes
made him seem “out of sync” on film. Under the young man’s tute-
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lage, Dulles worked hard to sharpen his delivery, and acquired a
very decisive manner. Waters often urged cameramen to shoot
from a low angle, which he felt gave Dulles an “American eagle
look.” Although an upstate New Yorker, Dulles pronounced com-
mrunism as a southerner would—commonism. Waters did not try to
change this.

In 1955 Eisenhower began admitting newsfilm cameramen to his
regular press conferences, and Dulles followed suit. Sensitive film
that reduced the need for oppressive light made all this possible—to
the annoyance of pad-and-pencil reporters, who tended to become
extras in a television show. Dulles developed into a bravura camera
performer. No film was permitted to be used until he had had a
chance to examine transcripts and order cuts. This gave him firm
control, and he came to relish the sessions. Beforehand he would
say to Waters, “Well, let’s go down and see the lions.” En route
Waters would find the elder man’s steps quickening. “He'd get a
pace and excitement about it . . . he loved the exchange.” NBC,
CBS, ABC, Fox Movietone, Hearst-MGM News of the Day, and
Voice of America covered the sessions.

Some correspondents, including David Schoenbrun of CBS, dis-
trusted Dulles. Dulles, aware of their skepticism, seemed to enjoy
baiting them. To a reporter who intervened with a new question,
Dulles said: “Schoenbrun hasn’t finished working me over. You've
interrupted his train of thought.”

Dulles also made skillful use of off-the-record “background” ses-
sions for favored reporters. There were several groups of these; one
met with Dulles periodically at the home of Richard Harkness of
NBC. Harkness would be the host; there would be drinks. Dulles
fascinated reporters with his habit of stirring his highball with a
forefinger. With apparent frankness he would discuss faraway
crises—not for quotation. Foreign newscast items attributed to a
“high government source” often stemmed from Dulles himself. The
sessions seemed to give reporters a pipeline to inside information
but made them to some extent tools of the Secretary.

For Dulles and the public, the importance of all this was that
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world events were seen to a large extent through the eyes of Dulles.
Crises erupted during these years over Guatemala, Vietnam, main-
land China, and other places without network bureaus. The
troubles were, in any case, not of a sort that could yield their es-
sence to newsreel cameras, even if available. This meant that a
filmed press conference excerpt, or a newsman’s report “from a re-
liable source,” or a filmed statement by Dulles from a lectern at the
edge of an airstrip, became the news. For networks he often seemed
a welcome deus ex machina. In a 15-minute newscast, a go-second
report on Southeast Asia by the Secretary of State himself seemed
grand and took care of Southeast Asia nicely. That television was
beginning to pay a high price for its dependence on pseudo-events
was guessed by few.

The fagade held firm. Events all fitted into a2 world drama of
good against evil—or, as Schoenbrun put it, of “Christ against anti-
Christ.”

What went on behind the fagade was still largely a mystery. A
handful of congressmen—apparently selected for their acceptable
attitude toward military ventures—received fragmentary briefings
on CIA activities. Among them was Senator Richard Russell of
Georgia, who in 1956 learned things—as he reported with admira-
tion—“which it almost chills the marrow of a man to hear about.”
There were hints of this sort but—as yet—few public facts.

When information later began to emerge, it was partly because
of leaks and partly because Allen Dulles decided that it should.
Several CIA interventions abroad had been so masterfully con-
ducted that he felt that they should become known. The effective-
ness of the CIA would be further heightened, he felt, by making it
an “advertised fact.” The information thus revealed—mostly dur-
ing the 1960’s—gave hindsight glimpses of how news conference fa-
cades differed from hidden events.

Allen Dulles began to take bows for the overthrow of Premier
Mohammed Mossadegh of Iran in 1953 and of President Jacobo Ar-
benz Guzman of Guatemala in 1954. Both had come to power,
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Allen Dulles conceded, “through the usual processes of government
and not by any Communist coup.” But did that absolve the United
States, he asked, of the responsibility “to right the situation”? He
was sure it did not.

The Guatemala intervention proved to be especially important.
As the Eisenhower administration took office, President Arbenz of
Guatemala, who had been elected on a reform platform, was pre-
paring to expropriate United Fruit Company lands—not lands
planted in bananas, but reserve areas. In a country where go per
cent of the land was held by a few dozen owners and most people
were indescribably poor, the move was expected and widely sup-
ported. The right of expropriation was recognized by the United
States, provided payment was prompt and adequate. The Arbenz
government offered prompt payment—in 3 per cent government .
bonds—but the United States said it was not adequate, and negoti-
ations began.

Then Secretary of State Dulles began telling reporters that a
conspiracy directed from Moscow was taking over Guatemala and
that a “reign of terror” was in progress. At a press conference he
mentioned intelligence reports that a “beheading of all anti-
communist elements in Guatemala” was imminent. As Dulles re-
ported subsequent events, this grisly development was averted by
a spontaneous patriotic uprising and the overthrow of Arbenz.
Dulles hailed it as a victory of free men over “red colonialism.” He
ordered the theme trumpeted throughout the world.

Later, in retrospect, events acquired a different look. During
diplomatic negotiations on the expropriation, the CIA had assem-
bled and armed a military force in neighboring Honduras and
Nicaragua, both ruled by dictators amenable to such activities. The
CIA also arranged an “air cover” of United States planes, to be
flown by United States pilots. To head the ground forces the CIA
selected a right-wing Guatemalan colonel, Carlos Castillo-Armas,
trained at the Fort Leavenworth army command school. President
Arbenz, unable to buy arms from his usual source, the United
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States—which had halted all trade—ordered arms from Czechoslo-
vakia; this was later cited as proof he was under Moscow orders. In
mid-June 1954 the CIA-Armas force entered Guatemala. It did not
have to fight, however. The unmarked American planes, flown by
Americans, attacked Guatemala City to prepare the way; some
planes were lost but they were promptly replaced by order of
President Eisenhower. President Arbenz, startled at the power ar-
rayed against him, fled, and Armas was installed. He was promptly
promised $6,500,000 in United States aid, and the United Fruit ex-
propriation was halted.*

At the United Nations, Ambassador Henry Cabot Lodge, in an-
swer to protests, categorically denied any United States connection
with the invasion. USIA executive Thomas C. Sorensen later con-
firmed that the Voice of America “made much” of the Arbenz
downfall and “of course” did not mention “the behind-the-scenes
role of the CIA.”

The operation had been so smooth that it inevitably led to other
such adventures. They seemed to promise cheap and easy victories
for the “free world.”

Vietnam offered such a possibility—though the details were per-
haps more marrow-chilling. When in 1954 the French at Dien-
bienphu faced defeat by Vietnamese forces under Ho Chi Minh
fighting for independence, Dulles told the U.S. Joint Chiefs of
Staff that the French position must be saved at any cost. He was ad-
vised that three “small atom bombs” would do the job and let the
French march out, as one chief put it, with the band playing “The
Marseillaise.” According to French Foreign Minister Georges
Bidault, Dulles twice offered him atom bombs, but he declined.
However, when the war was halted by a Geneva peace agreement,
calling for internationally supervised elections, with interim ad-

® The sequence of events involved intriguing relationships. The United
Fruit vice president for public relations was Edmund S. Whitman, whose
wife was confidential secretary to President Eisenhower throughout his
presidency. Allen Dulles was for a time a director of United Fruit.
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ministration in two regions, the Dulles team embarked on a pro-
gram of its own. With the CIA going into action, the southern re-
gion was to be turned into a bastion of the free world under Ngo
Dinh Diem, who had recently been living at the Maryknoll Semi-
nary in Lakewood, New Jersey. The United States began a deter-
mined effort to bolster Diem as a rival to Ho Chi Minh; Diem was
offered millions—it became billions—in United States aid. Mean-
while the proposed elections were blocked by Diem, with Ameri-
can approval. Later, in his memoirs, Eisenhower told why this was
considered essential: his advisers said that “possibly 8o per cent of
the population” would have voted for Ho Chi Minh.

Again all this was cloaked in free-world rhetoric. In May 1954
Secretary Dulles told a news conference that “the United States
should not stand passively by and see the extension of communism
by any means into Southeast Asia.” The words by any means
sounded sinister and suggested that Dulles would not permit a com-
munist coup, but they really meant that he would not permit a Ho
Chi Minh victory at the polls, even though 8o per cent of the popu-
lation might want him.

If Secretary Dulles dominated reporting on many remote events,
it was partly because of a thinness—sometimes a vacuum—in avail-
able information. Dulles often seemed determined to keep it that
way—especially with respect to mainland China.

The Chinese civil war had halted organized reporting from
China. But when, in August 1956, the communist regime of Mao
Tse-tung announced a willingness to admit American newsmen, in
return for United States willingness to admit an equal number of
Chinese newsmen, Secretary Dulles flatly refused. Severely criti-
cized, he shifted his position: he would permit the arrangement, but
the United States would have to approve each Chinese reporter in-
dividually. He intimated, at the same time, that it could not admit
communist reporters. This ended the negotiation. In the United
States, news and opinion about China continued to rest heavily on
items fed by the State Department plus reports from such tenuous
sources as Hong Kong “China watchers.”
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Three reporters, in defiance of the State Department ban, never-
theless went to China. One was William Worthy of the Baltimore
Afro-American, and CBS took advantage of his presence in China
by broadcasting short-wave bulletins by Worthy from Peking and
Shanghai. According to Worthy, Under Secretary of State Robert
Murphy telephoned William Paley of CBS to urge him to discon-
tinue such broadcasts. CBS did so, and also killed a §-minute dis-
cussion on the subject by Eric Sevareid, criticizing the State De-
partment policy—the first time in seventeen years that a Sevareid
program had been vetoed in entirety. The episode angered Edward
R. Murrow, who spoke on the subject on his own radio news series—
and was rebuked by CBS. The industry, except for newsmen,
seemed to take the issue calmly. Broadcasting considered it purely
a CBS matter, to be settled “within the family.”

Murrow thought otherwise. When Worthy's passport was re-
voked on his return and he took the matter to court, Murrow
drafted a brief in support of Worthy, stressing his rights as a citi-
zen, but also stressing the public’s right to be informed. Again he
fele that CBS, which had carried the China broadcasts, should itself
be fighting the case.

Only in later years would the extraordinary reach of the Dulles
team into channels of communication begin to be revealed. When
the two surviving newsreels, Fox Movietone and the Hearst-MGM
reel, faced extinction, a secret government subsidy was arranged—
under the code name “Kingfish”"—which provided that propaganda
items prepared under USIA direction would be inserted in foreign
editions of the reels. The secret subsidy helped the newsreels re-
main alive. Secret CIA subsidies were also used to infiltrate and con-
trol feature-film units, magazines, newspapers, book publishers, la-
bor unions, youth groups. Apparently no medium was immune.

The Dulles team felt no noticeable qualms over activities of this
sort. The United States was not “really” at peace, wrote Allen
Dulles later, since “Communism declared its own war on our sys-
tem of government and life.” Thus he felt we should apply wartime
rules and “mobilize our assets.” He spoke of a Moscow “orchestra
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of subversion” which included secret subsidies to communication
media. It seemed to him axiomatic that this and other threats must
be met by an American orchestra of subversion.

John Foster Dulles added the sanctifying note. It was a “basic
fact,” he told one of his first press conferences as Secretary of State,
that Soviet leaders “do not admit the existence of such a thing as
moral law.” Most Americans—especially those relying on television
and radio for news—had little reason to doubt that American for-
eign policy was rooted in moral and religious principle. The Dulles
rhetoric won wide response. “I am grateful,” said a 1954 fan letter
from Vermont, “that our country has a true Christian in a top gov-
ernment post.” A 1955 letter from Indiana told him, “God is trust-
ing you to help redeem the world.” Hundreds of letters struck this
note.

Dulles even precipitated a song sung by Carol Burnett on a Jack
Paar program over NBC-TV, “I Made a Fool of Myself over John
Foster Dulles.” NBC officials were afraid it might be considered in
bad taste but were relieved to learn that the Secretary of State had
found it “marvelous” and hoped for a repeat.

But where was the crusade heading? While arguing for massive
propaganda, Dulles also urged large military appropriations to add
to the “stresses and strains.” When in cabinet meetings Secretary
of the Treasury George Humphrey called for cuts in military
budgets, Dulles would protest—as he did during reports of turmoil
in Moscow after the death of Stalin—that “we ought to be doubling
our bets, not reducing them. . . . This is the time to crowd the
enemy—and maybe finish him, once and for all.” Did this mean that
Dulles looked to a military climax? His television aide David
Waters, a total believer, thought not. He was convinced that Dulles
expected an early collapse of “communism” mainly through propa-
ganda pressures.

The American public was scarcely aware of these pressures. And
no one, in the United States or abroad, could accurately assess their
impact. But in the mid-1950’s the government-produced images and
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words were beginning to be overshadowed by something else—of
seemingly larger propaganda significance, although not so planned.

BONANZA GLOBE

The start of commercial television in Britain late in 1955 opened a
crucial market for American advertisers and their agents. That they
were ready to leap in was not surprising, for they had worked hard
to bring this transition about. '

Before television many American advertisers had promoted Brit-
ish sales via powerful Radio Luxembourg, which provided efficient
coverage of the United Kingdom. The shrinking of radio audiences
threatened these advertisers with shrinking British sales—unless al-
ternative television facilities became available. Television coverage
from locations like Luxembourg was not feasible, because television,
unlike radio, was limited to a line-of-sight range. The strategy for
achieving commercialization of British television is said to have
been master-minded by the London branch of the J. Walter
Thompson advertising agency, working with a group in Parlia-
ment. Their well-financed campaign did not emphasize commercial
advantages but shrewdly attacked the British Broadcasting Cor-
poration at its most objectionable point—its monopoly status.

Commercial television brought to Britain the same sort of explo-
sion that had taken place in the United States. A television license,
said the enthusiastic Roy Thomson, the Canadian who in 1956 won
the television franchise for Scotland, is “like having a license to
print your own money!” His franchise soon won him a fortune
which he parlayed into worldwide holdings in communication me-
dia, including television stations in such places as Aden, Australia,
Ethiopia, Mauritius, Sierra Leone, and Trinidad.

British commercial television, shaking up economics and customs
at home, also had reverberating effects elsewhere, as other nations
followed the British example. All instantly became purchasers of
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American telefilms. They also became outlets for the advertising of
many American companies and their subsidiaries.

The advertising agency Foote, Cone & Belding, studying foreign
markets for its clients early in 1958, reported that commercial tele-
vision was already in operationr in twenty-six countries and in the
planning stage in others. Television systems accepting advertising
included both government and private systems. At all these sys-
tems, salesmen of telefilms were converging. They were reporting
sales in clusters—seven series here, five series there. Some countries
with noncommercial systems, such as Denmark, the Netherlands,
and Sweden, also began buying American telefilms.

To translate telefilms, dubbing operations were springing up far
and wide. Practices evolved through trial and error. Screen Gems
found that films dubbed into Spanish in Madrid were considered
unusable in Latin America, the chief Spanish-language market.
Thus Mexico and Cuba became the main centers for dubbing into
Spanish. Similarly, Brazil became headquarters for dubbing into
Portuguese. On the other hand, dubbing into French was done in
France; powerful French unions made this necessary, and the films
so dubbed proved usable in French Canada and other French-
speaking areas. Egypt and Lebanon became preferred sites for Arab
dubbing, Hong Kong for Chinese dubbing. Japanese versions were
prepared in Japan, Italian versions in Italy—where dubbing had long
been a skilled specialty in the feature-film field. A number of
smaller countries used English-language versions, in some cases
with subtitles.

For the dubbing procedure a film was cut into innumerable short
sequences. A 1o-second sequence, spliced to form a loop, would be
projected so that an actor would see it over and over and over with-
out pause. After memorizing the rhythm of the lip movements he
would record the translation, written to fit the original. In the late
1950’s this time-consuming operation—which employed many for-
mer radio actors—cost $1200 to §1400 per half-hour program in
most parts of Europe, much less in Asian or Latin American coun-
tries. But costs soon began to rise.
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While some comedy series, like I Love Lucy and Father Knows
Best, were international successes, series emphasizing action rather
than dialogue were far more translatable. Climactic gun battles or
fist fights, following a chase up a fire escape or down a canyon,
needed no “looping” and conveyed their meaning readily in any
city or hamlet on the globe. The networks and major film com-
panies, who soon dominated the foreign distribution, acquired an
extra incentive toward production of action series—which in any
case stood high in United States ratings. By 1958-59 a television
writer could scarcely find a market for any other kind of material.
That winter’s Television Market List, issued for its members by
WGA-w, listed 103 series, of which 69 were in the action-crime-
mystery category. They were peopled by cowboys, policemen, and
detectives whose terse words would issue in many languages from
the screens of the world.

The worldwide explosion seemed to Hollywood a show-business
phenomenon, but it was more. To every nation, along with tele-
films and their salesmen, came advertising agencies—often branches
of American agencies. (By 1958 J. Walter Thompson had 34
branches abroad, including 8 in South America, 8 in Asia, 5 in
Africa.) And along with them came new advertisers—often com-
panies affiliated with or owned by American companies. Television
was merely the highly visible crest of a huge economic surge.

There were reasons why American companies, at this moment of
history, turned by thousands to investments abroad. In the period
after World War II they had made substantial foreign sales—by-
products, to some extent, of the Marshall Plan and other aid pro-
grams. Some of the earnings were in “blocked” funds and could not
be transferred to the United States. Even when they could, there
were tax advantages in investing them abroad. Labor costs, low
compared with pay scales in the highly unionized United States,
were an additional incentive. Another was the attraction of mar-
kets with huge growth possibilities; the United States was, in com-
parison, product-saturated.

Beyond these incentives was another factor. The foreign policy
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of Secretary of State Dulles seemed to promise the American in-
vestor protection abroad, by force if necessary. The risks of foreign
investment seemed to decline.

The investment trend, once launched, created earnings which led
to further investments, in a growing tangle of relationships. In the
television and film fields, the ramifications were endless. Some of
the companies marketing telefilms also sold receivers and transmit-
ters; some sold consultant services; some invested in foreign sta-
tions, production companies, dubbing services, animation studios,
theaters.

To lobby for their interests throughout the world, the major mo-
tion picture companies in 1959 formed a television division in the
Motion Picture Export Association. The following year the net-
works formed the Television Program Export Association to serve
similar purposes. The moves reflected rising expectations. These
moves by media men were possible only because manufacturers in
many fields were making similar moves. The launching of commer-
cial television in a new market was often done by a consortium of
interests—a group of set manufacturers, advertisers, and program
distributors could virtually guarantee success.

If newly developing nations yielded generous franchises to such
groups, they were moved by enticing vistas. Entrance into the tele-
vision age had symbolic values. In addition, studies from UNESCO
and others offered heady visions of what television might do for a
developing nation. From one television studio, it was said, class-
rooms of a whole nation could learn physics or chemistry. No
longer would a school have to rely on its own pitiful supply of
laboratory gadgets. In similar fashion, adults could have instruction
in scientific farming, soil conservation, family planning. There was
also talk about cultural exchange. And all of this would cost almost
nothing; advertising would pay for it, as in the United States.

Using such arguments as these, Robert E. Button, deputy direc-
tor of the Voice of America, made a television-promotion tour in
1956 that took him to Indonesia, Iran, Lebanon, Pakistan, Taiwan,
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and other countries. He came back in a state of heady optimism. “If
I ever saw anything that would lick the communists on their own
front, this is it,” he said. “Talk about jumping from camel to jet
plane, this is jumping from papyrus scroll to television.” Aside
from the explosion of private enterprise involved in the process, he
saw the stations providing added exposure for USIA films.

American aid programs gave impetus to television in a number
of developing countries. Under the Marshall Plan as launched by
Truman, aid was without strings. Under Eisenhower all aid came
to have strings. Some aid was in the form of loans; in other cases,
aid funds had to be used for equipment or materials or services pur-
chased in the United States. In many cases military aid had to be ac-
cepted along with other aid. This tended to fortify the existing
regimes in aided countries.

The various forms of “tied aid” made for continuing American
involvement. Harvesters, tractors, transmitters, office equipment,
cars, planes, machine guns all required spare parts—purchasable
from the United States. In addition, transmitters needed telefilms;
office machines needed paper; machine guns needed ammunition.
Much “aid” was thus, in effect, a subsidy of American exports, and
tended to create a continuing dependence on the part of the “aided”
country.

In the mid-1950’, television, like missionary expeditions of an-
other era, seemed to serve as an advance herald of empire. Implicit
in its arrival was a web of relationships involving cultural, eco-
nomic, and military aspects, and forming the basis for a new kind
of empire.*

Inevitably the television invasion brought strains of many sorts.
Reports from telefilm salesmen usually reflected an enthusiastic re-
ception of all that was offered. Sales figures suggested complete ac-
ceptance of the avalanche of action films. But this picture was
incomplete.

* Among 1975 allegations concerning the CIA was that it had occasionally
used J. Walter Thompson personnel abroad as “cover.”
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The telefilms that distributors—CBS, NBC, MCA, Screen Gems,
and others—sold to Australia in the late 1950’s had already earned
back their production cost—in some cases, several times the produc-
tion cost. Any price paid by the Australians would be profit. And
it would further profit American companies to get the Australians
started. Prices were therefore set at a most attractive level. “We
gave them some series,” said John McCarthy of the Television Pro-
gram Export Association at 2 UNESCO conference in New York,
“for as little as a thousand dollars for a one-hour program, for all
of Australia.”

The price scale was unquestionably helpful to Australians; tele-
vision station managers and advertisers were delighted. After a few
years the price edged up to $3000 per one-hour episode, §1500 per
half-hour episode—still reasonable.

The same sequence of events was experienced quite differently
by writers, directors, and producers in Australia’s small film in-
dustry. Inspired by the advent of television, they began—Ameri-
can-fashion—to make proposals to Australian sponsors. A series of
half-hour films could be produced for $20,000 per episode, they ex-
plained—if every possible economy was used. Magnificent themes
from Australian history and present-day life were available. But
the sponsor—perhaps a subsidiary of an American company—re-
ceived such offers with comments like: “Look—I can get Restless
Gun for $1400 an episode. It had a Videodex rating of 31.1 in the
United States. According to Sponsor magazine, it had a CPMH-
PCM rating of $2.34. That's some CPMHPCM rating, isn't it?
Now what can you offer?”* The Australian film maker could offer
ideas, perhaps talent, but certainly not a bargain certified by Video-
dex and CPMHPCM ratings.

In Canada, with its brilliant record of film production, the situ-

* Sponsor magazine listed CPMHPCM ( cost-per-thousand-homes-per-com-
mercial-minute) ratings as a basis for comparing program costs. Videodex
ratings were based on viewing diaries maintained by a fixed sample of
homes, via arrangements made by the rating organization.
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ation was similar and perhaps even more tragic. In the late 1950’s
American telefilm series were being sold in Canada for $2000 per
half-hour episode—for Canada-wide rights. No Canadian film
maker could quote a price lower than ten times that sum. In Can-
ada, as in Australia, sponsors moved into prime-time periods with
American telefilms about cowboys, crime-fighters, and spies. The
writer-director Henry A. Comor, president of the Association of
Canadian Television and Radio Artists, told 2 New York forum of
the Academy of Television Arts and Sciences: “You've made it im-
possible for us to earn a living.” He added with a studied casualness:
“By the way, my young son thinks he lives in the United States.”

Both Australia and Canada introduced quota systems to limit for-
eign programming and protect home programming. But native-
content rules could be taken care of with football matches, round-
table discussions, cooking lessons—rather than by expensive drama.
Film drama tended to become largely a United States preserve, tak-
ing the best hours. Before long, many people tended to take the
situation for granted.

The prices that were winning for American telefilms a dominant
position in half the world were profitable prices because of the
large economic base from which they came. But to foreign pro-
ducers they seemed “cut-throat” prices, stifling possible competi-
tion. Britain, with a very stringent quota system—only 14 per cent
of British schedules could originate outside the British Common-
wealth—had some success in holding back the television invasion
and even in finding foreign markets for its telefilms. Japan later
achieved a similar position.

In Toronto in the early 1950’s a brilliant group of television
artists was at work—Lorne Greene, Norman Jewison, Harry Rasky,
Reuven Frank, Christopher Plummer, Art Hiller, and others. Like
similar groups elsewhere, they knew the exhilaration of discovery,
and saw talents recognized. But the waves of telefilms swept around
them. To escape being stranded, they migrated to Hollywood and
New York. Soon Art Hiller learned to direct programs like Gun-
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smoke, Reuven Frank and Harry Rasky entered the New York
documentary field, and Shakespearian actor Lorne Greene became
the cowboy-patriarch of Bonanza, soon seen in prime time around
the world along with Cheyenne, Wyatt Earp, Hawaiian Eye, 77
Sunset Strip.

If artists in many lands grew restive, so did educators. The vision
of a country united by a television schoolroom was replaced by a
different reality. Instead of scientific farming, a mythology of vio-
lent struggle riveted attention, followed by cola drinks, cigarettes,
headache tablets, soaps, laxatives, hair tonics, deodorants.

In every country American television tended to create a division.
It won enthusiastic adherents among station entrepreneurs, adver-
tisers, advertising agencies, distributors, merchandisers, retail out-
lets—the whole complex of modern distribution—and captured
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large segments of audience. On the other side were artists, teachers,
social workers. They tended to feel a culture was being wrenched
loose from its moorings. There were also isolated local businessmen,
facing a razzle-dazzle competition linked with overseas enterprise
of unimaginable resources.

But their fears and objections were not very audible, even at
home. For one thing, they were not on television. And their objec-
tions, which seemed petulant and small-spirited, were waved aside
by others. These films, were they not merely entertainment?

The divisions abroad were counterparts of those at home. The
networks, surveying television interests that were becoming world-
wide, were increasingly confident. As their telefilms flowed into
ever-expanding markets, the rising prosperity was shared by others
—stockholders, advertisers, advertising agencies, distributors, pro-
ducers—who firmly supported the prevailing order.

It was in mid-1958 that William Paley felt he could get along
without See It Now, and dropped it. Among series that served a
safety-valve purpose, See It Now with its $90,000-per-program
budget was by far the most expensive. In contrast, such a series as
Face the Nation—a press-conference type program—was cheap, and
often made news. In the confident atmosphere of 1958, See It Now
seemed expendable.

John Crosby, television critic for the New York Herald-
Tribune, commented:

See It Now . . . is by every criterion television’s most brilliant,
most decorated, most imaginative, most courageous and most im-
portant program. The fact that CBS cannot afford it but can afford
Beat the Clock is shocking.

Edward R. Murrow, though still prosperously busy with Person to
Person, was deeply troubled over the trend. He compared prime-
time schedules to Nero and his fiddle.

But empire television continued to spread. In thatched huts and



Tube of Plenty 238

villas men watched cattle stampedes and gunfights, amid the clatter
of hoofs and the ricochet of bullets. Precisely what it all meant to
them, no one could be sure. Perhaps they had a sense of sharing a
destiny with a breed of men who could make decisions and make
them stick.

American telefilms, radio transmitters, consumer goods, military
bases—much of the world was living in an atmosphere shaped by
them. The orientation of all this toward peace was assumed by most
Americans and many allies.

To Russians and Chinese, hearing and seeing, the purpose often
seemed different. Nikita Khrushchev, gradually emerging as the
leading figure in the post-Stalin Soviet regime, was telling Jawa-
harlal Nehru of India: “We feel like a besieged people.”

THE NEW DIPLOMACY

In 1957 Nikita Khrushchev, to the amazement of practically every-
one, accepted an invitation to appear on the CBS-TV series Face
the Nation. Allowing his Moscow office to be turned into a film
studio tangled in cables and ablaze with lights, he answered ques-
tions from Daniel Schorr and Stuart Novins of CBS and B. J. Cut-
ler of the New York Herald-Tribune, while CBS cameramen shot
5400 feet of film and a Soviet crew made its own footage.

The rotund Khrushchev chose the role of genial persuader and,
according to Roscoe Drummond, “played it like a Barrymore.” His
theme was “peaceful competition.” America preferred capitalism
and the Soviets preferred communism—very well, let them enter
into peaceful competition. He and other Soviet leaders were con-
fident of the result. The program went on the CBS-TV network on
June 2 at 3:30 p.m. It was not prime time but a fringe period in the
slack time of the year; yet it was a first step, and caused a sensa-
tion. Time called it “the season’s most