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PREFACE

he Museum of Broadcast Communications (MBC) is proud to present the

Encyclopedia of Television. Since the founding of the MBC in 1987, one of
our primary concerns has been the role of the Museum in the field of media
education. We are convinced that all forms of mass communication—first broad-
cast and now cable, satellite, and computerized interactivity —have been central
to both public and private life throughout the world. An educated citizenry is
essential to the best use of these media.

Our commitment in this arena has led the MBC to sponsor a wide variety
of programs. We have invited broadcasters and critics, media professionals, and
historians to our discussions, lectures, and seminars. These programs are open to
the public, and those who have attended often take part in lively discussions,
demonstrating a vast concern for the role of mass media in our society. Topics such
as the representation of women in television programming, the images of blacks
and Hispanics in programs and commercials, or the impact of television on
presidential politics have drawn special interest and have shown that the users of
mass media—the audiences—are deeply involved with such matters. Moreover,
these public programs have made it clear that audience members are good critics
of what they see on television screens.

The MBC’s collection of artifacts related to the history of radio and
television enables these same viewers and others to see “behind the scenes” of many
of their favorite programs, to be more aware of the technologies of broadcasting
and of the history of those technologies. Our facilities allow MBC visitors to
produce their own “newscast” or to sit in the audience of a live radio broadcast,
thus helping to make mass media less mysterious and more immediate.

At the center of all these activities is the MBC Radio and Television
Archive in our A.C. Nielsen Jr. Research Center, a collection comprising
thousands of hours of programming, commercials, newscasts, and special events.
These materials are available to anyone who wishes to listen to, or view the past
of, broadcast communication. They are readily accessible by computer catalogue
and easily used in private listening or viewing facilities. It was the presence and
the constant expansion and use of the Archive that led to the idea of the
Encyclopedia of Television.

For too long television—one of the most crucial aspects of contemporary
life—has been neglected by scholars, considered too common, too trivial to merit
serious attention. And even though a growing body of study devoted to television

has begun to take the medium far more seriously, students, scholars, teachers,
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critics, historians, and others committed to understanding more about this com-
plex topic have been hampered by a lack of adequate research tools. Collections of
programming at the MBC and other facilities have begun to remedy one part of
that problem, making their holdings available for scholarly research as well as for
public use. The Encyclopedia of Television, a joint venture between the MBC and
Fitzroy Dearborn Publishers, was commissioned as a logical step in making even
more material available to all those groups. The MBC undertook to set up the
editorial team and to make the resources of the Museum available to them; Fitzroy
Dearborn undertook to prepare the manuscript for publication and to publish it
throughout the world.

To prepare the Encyclopediathe MBC chose Dr. Horace Newcomb, Heyne
Professor of Communication at the University of Texas at Austin as curator and
editor. Professor Newcomb, one of the first scholars to examine the content and
history of television, then assembled an advisory committee and with their
assistance reduced the vast array of possible “television topics” to around 1,000.
An early decision was made to focus the majority of the work on major English-
speaking, television producing countries, and for that reason the bulk of the
material presented here deals with television programs, people, and topics drawn
from the United States, Britain, Canada, and Australia. Concerns for the interna-
tional scope and influence of television led to the inclusion of entries discussing
the history and current status of television in a number of other countries.

The Encyclopedia has been three years in the making, and more than 300
authors from around the world have contributed to this work. They write from
different perspectives and ask different questions. But their entries are thoughtful
descriptions and analyses. Some deal with the significance of television programs
and events. Some focus on the actions and roles of individuals who have contrib-
uted in important ways to the medium. Still others explore topics and issues that
have been central to the actual practices of television.

All of us who have participated in the design of this work recognize that it
could be still larger—much larger—but practical considerations are always present
in such projects. This first edition of the Encyclopedia, then, is selective, but it is,
we believe, the most useful, the most thorough work of its kind. Our aim is for
this collection to be the reference work of first record, the beginning point for
anyone interested in exploring and understanding the significance of television in
our time. The editor, the authors, and the staff of the MBC and Fitzroy Dearborn
also recognize, however, that television continues to change even while we try to
provide this guide. So the Encyclopedia of Television can also be used to look
forward, to examine new developments in the medium.

The Museum of Broadcast Communications also looks forward. The
Encyclopedia of Television has now become our “map” for future exhibitions and
public programs. With a stronger knowledge of television’s past our aim is for those

projects to continue our role as an important participant in media education. We




PREFACE

will continue to assist scholars and teachers, students and critics—all citizens—to
know more about this medium and therefore, to understand and use it well as part
of their personal and social experience.

The Museum of Broadcast Communications is most grateful for the con-
tinuing assistance and enthusiastic support of the Robert R. McCormick Tribune
Foundation in this project. We are also grateful to Fitzroy Dearborn Publishers
where professional experience and expertise in the specialized area of reference book
publications has been crucial to the success of this project. Special mention must
be made of Noelle Watson, the Fitzroy Dearborn commissioning editor who took
the Encyclopedia through the arduous process of final editing to publication. Cary
O’Dell, director of the MBC Archives, also deserves special recognition for his
passion and professionalism. Cary loves television and his dogged research and
photo acquisition was vital to the Encyclopedia’s success. His research was done
while continuing to expand our collections and directing his staff to meet our
public mission. I also wish to thank personally the entire staff of the Museum for
their assistance in the preparation of the Encyclopedia of Television. Their constant
efforts, often in the midst of many other activities, have made it a richer, more
complex and valuable work.

—Bruce DuMont, Founder and President
Museum of Broadcast Communications

Chicago Cultural Center
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INTRODUCTION

he second half of the 20th century may well come to be known as the

television era. In the years following World War II various individuals,
groups, institutions, and governments in the developed nations financed and built
the infrastructure of the television industry—the broadcasting technologies, in-
dustrial organizations, financial support systems, and policy environment—that
led to the presence of television in the everyday life of citizens. Those same
individuals, groups, institutions, and governments drew upon earlier forms of
expression, information, and instruction to create broadcasting schedules that
expanded to fill every hour of the day with televised “content.” In pubs, classrooms,
and, most significantly, in homes, citizens took the new medium into their lives
and routines, their lessons and sermons, their dreams and fears.

In many ways television was merely an extension of other forms of
communication and art—the stage, the movie screen, the newspaper, the lecture
hall, and most significantly in many cases, the radio broadcast. Yet, in other ways
it was a new thing, presenting forms of common language where there had been
dialect, shared experience where there had been difference, routinized patterns of
address where there had been surprise. It brought connection where there had been
isolation, newness where there had been repetition, alternatives where there had
been only the accepted—and acceptable—expectations for a future. This medium
has shattered prior notions of political behavior and of politics, remodeled minute
patterns of daily behavior, shifted relations within and among families, trans-
formed fundamental notions of play and sport, and mutated entire industrial
structures. By the final years of the century television was insinuated into every
country and any search for community, village, tribal group—even individual—
unfamiliar, at least in some rudimentary way, with the medium might have proved
futile. Yet by that time even the term “television” was approaching obsolescence.
What had seemed so monolithic, so pervasive and powerful, so established, was in
a process of massive reconfiguration, its core characteristics intact, but rapidly
changing, its broad outlines blurred.

Satellites, videocassette recorders, cable systems, and computers had all but
obviated any necessity for the locally familiar transmitting tower, the antenna, even
conventional forms of tuners and receivers. Regularized program schedules had
given way in most cases to an array of choices, even in regions where official agencies
still attempted to control access to televised content. Moreover, the shifts in
technology, with consequent alterations in economic underpinnings, and the

power alignments accompanying them, showed up new failures—shortcomings,
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really—in policies and legal arrangements designed to monitor and rationalize the
systems of broadcasting commonly thought of as “television.”

What these changes, these newer technologies, made clear, however, was
that the single term had never encompassed, described, or explained anything like
the complexities it obscured. “Television” has never been a thing, neither a set of
technologies, a pattern of economic support, a cluster of policies, a collection of
programs and stories, nor asystem of information. It is and has been, of course,
all these things and many more, but it is in the complex interrelationships within
and among categories that the medium has achieved its primary significance.

During a brief half-century television has been a site, perhaps the principle
site, on and over which social forces struggled for various forms of ascendance—for
profit, for cultural dominance, for personal expression, for the control of intellec-
wual, spiritual, emotional, and political power. Television, then, is perhaps best
described as an intersection, a switchboard of sorts, through which has passed every
major issue, every cultural shift, every event deemed—by someone at some switcher
(mechanical or conceptual) at some level—significant. And each of these issues,
shifts, and events has been necessarily altered by moving into and through the
television matrix. The struggle to control that alteration, to dominate the patterns
of expression, the amount and nature of information, the styles and levels of
learning, even the form and model of moral and ethical tone, has been a central
struggle in these times.

Significantly, though perhaps predictably, these matters have become
clearer as the “age of television” ends, gives way to a different set of technologies,
forms, meanings, arrangements, policies, and patterns. What is most evident at
this juncture is that all those who thought themselves to have finally arrived at “the
definition” of “television” were in fact operating from specific stages, perceiving
in particular ways, organizing their thoughts, strategies, policies, and institutional
arrangements in sometimes well-considered, but constantly—inevitably—skewed
and limited fashion.

Nowhere are these limited approaches more visible than in the broad
questions related to the problem of “national” television systems. The bulk of
details—topics, programs, individuals—presented in this collection, for example,
come from four countries, the United States, Britain, Canada, and Australia—
major countries in the “English-speaking” world. A huge range of difference
emerges in this most general description. Certainly it is likely that most television
users in the United States assume that “television” is organized throughout the
world as it is in their own national context. Yet every careful student of the history
of the medium recognizes that until the last quarter of the 20th century, the U.S.
model of television has been the anomaly. Far more countries organized their
television systems along lines of state-supported, public service patterns than as
commercial, advertising supported systems in which audiences—made available

to advertisers—are the true unit of exchange.
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But such a qualification, based on comparison of basic policies, masks as
much as it explains. Canada and Australia, for example, along with many other
countries, have built television systems drawing on elements of both models and
have shaped them according to special concerns for matters of language, geography,
and relations to other regional powers. Moreover, in recent years the cases of
Britain, Canada, and Australia have become more and more “mixed” as technol-
ogies have increased distribution channels, which have led to increased and varied
forms of “competition” for state as well as private funds, and as individuals and
transnational corporations have sought to consolidate power in order to control
media industries. And as other essays presented here, focused on other national
television systems, make even more evident, there is no predictable pattern, no
systematic, rational explanation that can account for the range of national variation
in the organization of “television.” In point of fact, the ability to transmit television
signals across national borders has made the very concept of “national” systems of
broadcasting problematic, not only forstudents of television, but for policy makers,
production industries, cultural guardians, and audiences.

Still, the primary focus of the collection is on these four major English-
speaking countries, each with highly-developed television systems. Advisers from
each country helped shape a list comprised of significant individuals, programs,
and topics related to television. The individuals may be actors and performers,
producers, directors, or writers, policy makers, broadcasting executives, or media
moguls. But they may also be commentators who discuss television from outside
these professional arenas, or critics and historians who have sought to construct
explanations and descriptions with which others might better understand the
medium. The programs presented here are, in most cases, familiar at least to
audiences within national contexts, and in some cases to audiences throughout the
world. Some are important because they are critically acclaimed. Some, perhaps
critically scorned, are significant because huge audiences affirmed and enjoyed
them, bestowed upon them “cult” status. Still others are included because they
contributed to greater understanding of a particular social problem or became test
cases involving the rights of producers and broadcasters and the concerns of
regulators and legislators. Topical entries deal with the widest range of subjects.
Some explain particular technical aspects of television. Others deal with institu-
tions, agencies, or organizations. Still others focus on continuing “problem” areas
related to the experience of television such as the special questions surrounding
“children and television,” “violence and television,” or “history and television.”
Entries dealing with numerous countries other than the four major English-speak-
ing nations have been added to the collection in order to demonstrate the
increasingly international character of television.

And while the latest changes in conceptions of “television” illustrated in this
collection may seem particularly dramatic, they should not obscure the fact that

change and conflict have been at the core of any understanding, organization, or
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use of the medium since its invention, development, and application. The shifts
in technological, institutional, organizational, financial, and policy arrangements
have been constant, always ebbing and flowing as economic, political, and cultural
power have been used to varying advantages in struggles among individuals,
groups, and institutions. Many of the contests have been for the right to claim
“television” as a prized object, a means of concentrating and displaying particular
ideologies, theories, explanations, moralities, and policies. The only constant has
been the perception that control and use of this medium are essential aspects of
contemporary social and cultural life.

Add to this mix the participation of artists and craftspersons who wish to
use “television” as a means of presenting their work to audiences. Or consider the
positions of those audiences, once thought to be simple (perhaps simple-minded),
passive, uniform in response—but now recognized as varied, complex, critical and
analytical at times, active interpreters comparing what they take from the medium
with what they experience in other realms and arenas of their lives. Both artists
and audiences have learned from the history of a medium with which many have
spent most of their lives. Both groups can make comparisons, cite precedents and
predecessors, and call upon members of their communities for discussion. Even
“last night’s favorite show,” then (or last night’s game or speech or announcement
or even commercial advertisement), can become the topic of conversation, subject
to formal and informal critique, dissection, celebration.

How then should one study such a complex arrangement of such distinct
but interrelated phenomena? How is sense to be made of systems in constant flux?
How is an encyclopedia to be organized? Put another way, what knowledge about
“television” is most worth having? The Encyclopedia of Television does not pretend
to final answers for these questions. It offers no definition of its own for “televi-
sion.” Instead, it offers a multitude of beginning points from which to trace the
intersections, conflicts, struggles, and convergences that can be applied, used as
partial explanations for particular events, policies, developments, even for the
existence of particular television “shows.” To perhaps predict a future development
of the project, and certainly to rely on the increasingly common term that has been
central in the planning this collection of entries, the Encyclopedia of Television is
best used “interactively.” Connections are pervasive. Cross-references are crucial.
Multiple explanations are essential. Comparisons are to be expected. Contradic-
tions are inevitable. In every case the connections, cross-references, explanations,
comparisons, and contradictions should be sought out and used to understand any
particular item presented here.

No attempt to “organize knowledge” related to television, however, can
escape or avoid the kinds of interrelated issues—the struggles surrounding the
medium—outlined above. This is made most clear by the fact that individuals,
programs, and topics related to television in the United States form the single

largest sub-category in the collection. This fact reflects an industrial reality—the
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U.S. industry is the largest, richest, and most industrially powerful television
enterprise in the world.

Recognition of size, however, provides no explanation. It too easily obscures
the fact that the U.S. television industry is also the dominant television industry in
the world, and that dominance is fought for and won on various fronts—economic,
cultural, technological, political. It is true that the U.S. industry has achieved
international success. It is true that U.S. television programs have been accepted
and in some cases become popular throughout the world. It is the case that U.S.
models of industrial organization, technological application, and narrative strate-
gies have often been adopted in other regions.

But it is also the case that in the aftermath of World War II, the United
States was the only major industrialized nation where previously developed media
industries remained intact. It is also the case that the U.S. film industry had long
maintained organized international distribution systems throughout the world.
And, significantly, the United States is the largest single-language market in the
world served by a fully developed television industry, a fact that makes possible the
recovery of production and distribution expenses in the domestic arena. And this
fact in turn makes it possible for U.S. production and distribution companies to
sell U.S. television programs in every other country at a price far below the costs
incurred in producing indigenous materials. In short, the U.S. advantage has, in
many cases, slowed the development of television systems in other countries, other
regions, often blocking or retarding the fullest possible production of indigenous
forms of expression, instruction, and information.

None of these observations should be taken to mean that the U.S. individ-
uals, programs, and topics present in this encyclopedia are somehow undeserving
of inclusion. All are significant to the full understanding of the medium. What
must be recognized, however, is that there are always multiple, interacting,
sometimes contradictory conditions determining matters of “significance.”

U.S. dominance in the realm of television has clearly affected the organiza-
tion of this encyclopedia in ways that extend beyond the numbers of subjects. One
sub-category of topical entries, for example, approaches the history of television
programs as the history of genres: the Situation Comedy, the Detective Program,
the Police Program, and so on. These entries, however, focus on U.S. versions of
these genres. Canadian, Australian, and British examples are discussed in overview
entries combining discussions of all programming in the television history of those
countries. The same approach holds for other topical entries. The large entry on
“Children and Television” is focused on issues, policies, and studies in the United
States, but the topic may be discussed as a sub-category in other “national” essays.
For countries other than the four organizing nations, all subjects, including the
history of the medium, the policies governing it, the financial arrangements
supporting it, the programs, issues, and controversies encountered, are dealt with

in single entries.
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Still, in spite of what might be thought of as unbalanced organizational
factors, national, regional, and systemic differences are highly visible in the entries
presented here. They are most prominent in formal analyses of economic and
regulatory policy and in explicit discussion of how various national systems have
dealt with international flows of television content. But they are also evident even
in the presentation of data.

Each program discussed in the Encyclopedia of Television is accompanied by
information considered necessary for a complete description. The cast of players
and the roles they play, the producers of the program, the distribution service on
which the program appeared, and the schedule of delivery are all listed as supple-
mentary data. For the U.S. programs most of the data related to the schedule shows
that they were broadcast by one of three major networks, that they appeared in
either 30-minute or 60-minute units programmed at specific times on specific
days, during certain periods of the year. In the vast majority of cases these programs
run for a number of years and then disappear from the schedule.

For programs produced and programmed in Britain, however, other pat-
terns apply. There is less sense of a television “season” that begins at one point in
the year and ends at another. Clusters of episodes—called series—of a particular
program may be produced at varying times throughout the years. Even more
commonly, these clusters of episodes may be produced in one year, disappear from
the schedule for a year or for several years, then reappear.

Such differences in programming strategy are reflected in the supporting
data provided with essays discussing these programs. But the differences indicate
far more extensive relationships to other aspects of television than merely two
different industrial strategies. The regularized programming schedule in the
United States is fundamentally linked to the advertising industry which encourages
regularized viewing, predictable viewing, familiar viewing that will bring audiences
into a similar familiar relationship with commercials. Similarly, corporate deci-
sions linking certain types of programs, even specific programs, to certain periods
in the schedule, are indicative of assumptions about appropriate content, appro-
priate behavior, the organization of the domestic sphere, the gendered organiza-
tion of labor, child-rearing practices and a host of other social and cultural
categories. Moreover, these decisions are designed not merely in acknowledgment
of these categories, but also as a means of regulating and enforcing them.

The British pattern makes similar assumptions, enforces similar categories
of behavior and attitude. The difference in programming strategy does, of course,
demonstrate certain parallel social distinctions. The fact that programs can be off
the air, then return months or years later, suggests an assumption that the relation
of audiences to programs is less a matter of routinized behavior than of an affinity
for characters and narratives.

But even these possible differences are complicated by U.S. audience

attention to favorite programs in reruns, and even more to the rise of nostalgia
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channels and various forms of “re-framing” television programs with irony (in the
case of Nick at Nite and TV Land), or with specifically religious sentiment (in
the case of the Family Channel). And as new technologies such as the videocassette
recorder and the remote control device have altered patterns of regularized viewing,
as the proliferation of distribution channels via satellite and cable have created
more viewing choices, programmers, producers, and policy makers in every
country, and every cultural context, have been forced to re-examine their assump-
tions about the role of television in daily life, in cultural experience, in social
context.

These alterations are acknowledged throughout the Encyclopedia of Televi-
ston. While it is true that this medium has always been in a constant state of
transformation, the changes currently in process are among the most significant in
its history. The very term may become less and less useful as a description, a name,
for a set of interrelated communication phenomena now replacing what we have
known as “television.” Consequently, this encyclopedia does not look exclusively
to the past, to the history that has led to the current situation. While a significant
portion of the entries are historical in focus, while most of the programs discussed
here are no longer in production, many of those same entries draw conclusions
and suggest implications for what may yet occur. Others are specifically forward
looking. And almost all recognize process, change, and interrelatedness as funda-
mental components of their subjects. Future editions and versions of the Encyclo-
pedia of Television will undoubtedly revise some of the predictions and implications
offered here. But at the same time they will risk their own best analysis of
“television” as it is formed at the time of their writing. Short of massive disaster,
there is no way to look at this medium and say “this is what it was; this is what it
is.” “Television” has been and is always becoming.

—Horace Newcomb
Austin, Texas

September 1996
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Abbensetts, Michael

Absolutely Fabulous

A.C. Nielsen Company

Academy of Television Arts and Sciences
Action Adventure Shows

Action for Children’s Television
Activist Television

Adaptations

Advanced Television Systems Committee
Adventures of Ozzie and Harriet, The
Advertising

Advertising, Company Voice
Advertising Agency

Advocacy Groups

Ailes, Roger

Alcoa Hour, The

Alda, Alan

All Channel Legislation

All in the Family

Allen, Debbie

Allen, Fred

Allen, Gracie
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Allison, Fran
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Almond, Paul
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American Bandstand

American Broadcasting Company
American Movie Classics
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Americanization

America’s Funniest Home Videos
America’s Most Wanted

Amerika
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Andy Griffith Show, The
Annenberg, Walter
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Audience Research
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Audience Research: Industry and Market
Analysis

Audience Research: Reception Analysis
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Australian Production Companies
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Azcarraga, Emilio, and Emilio Azcarraga
Milmo

Baird, John Logie
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Bell Canada
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Berle, Milton
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Bernstein, Sidney
Bertelsmann AG

Berton, Pierre

Betacam
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Beverly Hills 90210
Bewitched
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Blacklisting
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Bob Newhart Show, The/Newhart
Bochco, Steven
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Bonanza

Boone, Richard
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Boys from the Blackstuff
Boys of St. Vincent, The
Brady Bunch, The

Bragg, Melvyn

Brambell, Wilfrid

Brazil

Brideshead Revisited
Briggs, Asa

Brinkley, David
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British Programme Production Companies

British Programming
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British Television

Brittain, Donald
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Christian Broadcasting Network, The/
The Family Channel

Chung, Connie

Citytv

Civil Rights Movement and Television
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Civilisation: A Personal View

Clark, Dick

Clarkson, Adrienne
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Color Television
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Cooke, Alistair

Cooney, Joan Ganz

Coproductions International

Copyright Law and Television

Corbett, Harry H.

Corday, Barbara

Coronation Street

Cosby, Bill

Cosby Show, The

Cost-Per-Thousand and Cost-Per-Point
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Country Practice, A
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Craft, Christine

Craig, Wendy

Crawford, Hector

Cronkite, Walter

Curtin, Jane

Dad’s Army
Dallas

Daly, Tyne
Danger Bay
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Dann, Michael

Danny Kaye Show, The
Dark Shadows

Davies, Andrew

Day, Robin

Day Afier, The

Death on the Rock
Defenders, The

Degrassi

Demographics

Dench, Judi

DePoe, Norman
Deregulation
Desmond's

Detective Programs
Development
Development Communication
Dick Van Dyke Show, The
Different World, A
Digital Television
Diller, Barry
Dimbleby, Richard
Dinah Shore Show, The (Various)
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Direct Broadcast Satellite
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Disasters and Television
Disney, Walt
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Doctor Who
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Ebersol, Dick

Ed Sullivan Show, The
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EN.G.

English, Diane

Equal Time Rule
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Ethics and Television
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European Commercial Broadcasting
Satellite

European Union: Television Policy

Eurovision Song Contest
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EByewitness to History

Fairness Doctrine

Falk, Peter

Family
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Family Viewing Time
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FBI, The

Fecan, Ivan

Federal Communications Commission
Federal Trade Commission

Garner, James

Garnett, Tony

Garroway at Large
Gartner, Hana

Gelbart, Larry

Geller, Henry

Gender and Television
General Electric Theater
Genre

Geography and Television
George Burns and Gracie Allen Show, The
Germany

Gerussi, Bruno

Get Smart

Gleason, Jackie

Gless, Sharon
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Film on Four

Financial Interest and Syndication Rules
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in Canada
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Flip Wilson Show, The

For the Record
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Format Sales, International
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Frankenheimer, John
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Freed, Fred
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Griffith, Andy




Griffiths, Trevor
Grundy, Reg
Gunsmoke
Gyngell, Bruce
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Haley, Alex

Hallmark Hall of Fame
Hancock's Half Hour
Hanna, William, and Joseph Barbera
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Hockey Night in Canada
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Hollywood and Television
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Home Video

Honey West
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Hong Kong
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Hooks, Benjamin Lawson
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Hour Glass
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Huggins, Roy
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Kennedy, Graham

Kennedy, ].E., Assassination and Funeral
Kennedy, Robert, Assassination
Kennedy-Martin, Troy
Kennedy-Nixon Presidential Debates, 1960
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Kids in the Hall
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King, Larry

King, Martin Luther, Jr., Assassination
Kinnear, Roy

Kinoy, Ernest

Kintner, Robert E.

Kirck, Harvey

Kluge, John

Knowledge Network

Koppel, Ted

Kovacs, Ernie

Kraft Television Theatre

Kukla, Fran and Ollie
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Kuralt, Charles
Kureishi, Hanif

La Frenais, lan

La Plante, Lynda

Lambert, Verity

Lane, Carla

Language and Television

Lansbury, Angela

Lassie

Late Night with David Letterman/The Late
Show with David Letterman

Laverne and Shirley

Lawrence Welk Show, The

Laybourne, Geraldine

Lear, Norman

Leave It to Beaver

Lee, Sophie

Leno, Jay

Leonard, Sheldon

Leslie Uggams Show, The

Letterman, David

Levin, Gerald

Levinson, Richard

Liberace Show, The

License

License Fee

Life of Riley, The

Likely Lads, The

Link, William

Loach, Ken

Local Television

Lone Ranger, The

Loretta Young Show, The

Lou Grant

Low Power Television

Lumley, Joanna

Lupino, Ida

Lyndhurst, Nicholas

M*A*S*H

Magid, Frank N., Associates

Magnum, PI.

Malone, John

Mama

Man Alive

Man From UN.C.L.E., The/
The Girl From UN.C.L.E.

Mann, Abby

Mann, Delbert

Mansbridge, Peter

Marcus Welby, M.D.

Market

Marketplace
Married....With Children
Marshall, Garry

Martin, Quinn

Marx, Groucho

Mary Tyler Moore Show, The
Mass Communication
Maude

Maverick

Max Headroom
McDonald, Trevor
McGrath, John

McKay, Jim

McKern, Leo

McLuhan, Marshall
McQueen, Trina

Media Events

Medic

Medical Video

Meet the Press
Melodrama

Mercer, David

Mergers and Acquisitions
Messer, Don

Mexico

Miami Vice

Microwave

Midwest Video Case
Milton Berle Show, The
Minder

Miner, Worthington
Miniseries

Minow, Newton
Mirren, Helen

Miss Marple

Mission: Impossible
Monkees, The
Monkhouse, Bob

Monty Python’s Flying Circus
Moonlighting

Moore, Garry

Moore, Mary Tyler
Moore, Roger
Morecambe and Wise
Morning Television Programs

Motion Picture Association of America

Movie Network, The

Movie Professionals and Television

Movies on Television
Moyers, Bill
MuchMusic



Munroe, Carmen
Mupper Show, The
Murder, She Wrote
Murdoch, Rupert K.
Murphy, Thomas S.
Murphy Brown
Murrow, Edward R,
Music Licensing
Music on Television
Music Television
Must Carry Rules
My Little Margie
My Three Sons

Naked Cizy

Name of the Game, The

Narrowcasting

Nash, Knowlton

Nat “King” Cole Show, The

Nation, Terry

National, Thel The Journal

National Academy of Television Arts and
Sciences

National Asian Americans Telecommunica-
tions Association

National Association of Broadcasters

National Association of Television
Programming Executives

National Broadcasting Company

National Cable Television Association

National Education Television Center

National Telecommunication and
Information Administration

Nature of Things, The

NBC Mystery Movie, The

NBC Reports

NBC White Paper

Neighbours

Nelson, Ozzie and Harriet

New Zealand

Newhart, Bob

Newman, Sydney

News, Local and Regional

News, Network

News Corporation, Lid.

Nichols, Dandy

Nielsen, A.C.

Nixon, Agnes

Nordic Television

North of 60

Northern Exposure

Not Only...But Also...
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Not the Nine O’Clock News
NYPD Blue

O’Connor, Carroll

Odd Couple, The
Ohlmeyer, Don
Olympics and Television
Omnibus

One Day at a Time

One Foot in the Grave
Only Fools and Horses
Open University
Original Amateur Hour, The
Ouimet, Alphonse

Our Miss Brooks

Ovitz, Michael
Ownership

Paar, Jack

Paik, Nam June
Paley, William S.
Palin, Michael
Palmer, Geoffrey
Panorama

Park, Nick

Parker, Everett C.
Parkinson, Michael
Parliament, Coverage by Television
Partridge Family, The
Pauley, Jane

Pay Cable

Pay Television
Pay-Per-View

Peck, Bob

Pee-wee's Playbouse
Pennies from Heaven
Perry Mason

Person to Person
Pertwee, Jon

Peter Gunn

Peter Pan

Peyton Place

Phil Silvers Show, The
Philco Television Playhouse
Phillips, Irna

Pierce, Frederick S.
Pilot Programs
Pittman, Robert W.
Playhouse 90

Poldark

Police Programs
Police Story
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Political Processes and Television
Pool Coverage

Post, Mike

Potter, Dennis

Powell, Dick

Power without Glory

Presidential Nominating Conventions

and Television
Press Conference
Prime Suspect
Prime Time
Prime Time Access Rule

Quatermass

Quentin Durgens, M.P
Quiz and Game Shows
Quiz Show Scandals

Racism, Ethnicity and Television

Radio Corporation of America

Radio Television News Directors
Association

Randall, Tony

Rather, Dan

Ratings

Reagan, Ronald

Reality Programming

Red Skelton Show, The

Redmond, Phil

Redstone, Sumner

Rees, Marian

Reid, Tim

Reiner, Carl

Reith, John C.W.

Religion on Television

Remote Control Device

Reruns/Repeats

Residuals

Reynolds, Gene

Rich Man, Poor Man

Rigg, Diana

Riggs, Marlon

Rintels, David W.

Rising Damp

Rivera, Geraldo

Road to Avonlea

Robertson, Pat

Robinson, Hubbell

Volume 3

Prinze, Freddie

Prisoner

Prisoner, The

Producer in Television
Programming

Pryor, Richard

Public Access Television

Public Interest, Convenience, and Necessity
Public Service Announcements
Public Service Broadcasting
Public Television

Puerto Rico

Rockford Files, The
Roddenberry, Gene

Rogers, Fred McFeely

Rogers, Ted

Room 222

Roots

Rose, Reginald

Roseanne

Roseanne

Rosenthal, Jack

Route 66

Rowan and Martin’s Laugh-In
Royal Canadian Air Farce, The
Royalty and Royals and Television
Rule, Elton

Rumpole of the Bailey
Rushton, William

Russell, Ken

Russia

St. Elsewhere
Salant, Richard S.
Sale of the Century
Salhany, Lucie
Sandford, Jeremy
Sandrich, Jay
Sanford and Son
Sarnoff, David
Sarnoff, Robert
Satellite

Saturday Night Live
Saunders, Jennifer
Sawyer, Diane
Scales, Prunella

Schaffner, Franklin



Schorr, Daniel

Science Programs

Science-fiction Programs

Scotland

Scrambled Signals

Second City Television

Secondari, John H.

See It Now

Seinfeld

Sellers, Peter

Selling of the Pentagon, The

Serling, Rod

Sevareid, Eric

Sex

Sexual Orientation and Television

Share

Shaw, Bernard

Sheen, Fulton J.

Sherlock Holmes

Shore, Dinah

Silliphant, Stirling

Silverman, Fred

Silvers, Phil

Simpsons, The

Simulcasting

Singing Detective, The

Stskel and Ebert

Six Wives of Henry VIII, The

60 Minutes

364,000 Question, The/The $64,000
Challenge

Skelton, Red

Skippy

Smith, Howard K.

Smothers Brothers Comedy Hour, The

Soap

Soap Opera

Social Class and Television

Society for Motion Picture and Television
Engineers

Some Mothers Do ‘ave em

Sony Corporation

Soul Train

South Africa

South Korea

Space Program and Television

Spain

Spanish International Network

Special/Spectacular

Speight, Johnny

Spelling, Aaron

Spin-Off

Spitting Image
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Sponsor

Sports and Television
Sportscasters

Spriggs, Elizabeth
Spy Programs
Standards

Standards and Practices
Stanton, Frank

Star Trek

Starowicz, Mark
Starsky and Hutch
Star-TV (Hong Kong)
Station and Station Group
Steadicam

Steptoe and Son

Steve Allen Show, The
Street Legal

Studio

Studio One
Subtitling

Sullivan, Ed
Superstation

Suspense

Susskind, David
Sustaining Program
Suzuki, David
Swallow, Norman
Sweeney, The
Switzerland

Sykes, Eric

Sylvania Waters
Syndication

Tabloid Television

Taiwan

Talk Shows

Tarses, Jay

Tartikoff, Brandon

Taxi

Teaser

Telcos

Telefilm Canada
Telemundo

Telenovela

Teleroman

Teletext

Telethon

Television Criticism (Journalistic)
Television Northern Canada
Television Studies
Television Technology
Terrorism

That Girl
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That Was the Week That Was

Thaw, John

thirtysomething

This Hour Has Seven Days

This Is Your Life

Thomas, Danny

Thomas, Tony

Thorn Birds, The

Three's Company

Tiananmen Square

Till Death Us Do Part

Tillstrom, Burr

Time Shifting

Time Warner

Tinker, Grant

Tinker Tailor Soldier Spy

Tisch, Laurence

Tommy Hunter Show, The

Tonight

Tonight Show, The

Top of the Pops

Tour of the White House with
Mprs. John E Kennedy, A

Trade Magazines

Translators

Trodd, Kenith

Troughton, Patrick

Turner, Ted

Turner Broadcasting Systems

201th Century, The

Twilight Zone, The

Twin Peaks

227

Uncounted Enemy, The

Unions/Guilds

United States: Cable Television

United States: Networks

Univision

Untouchables, The

Upstairs, Downstairs

U.S. Congress and Television

U.S. Policy: Communications Act of 1934

U.S. Policy: Telecommunications Act
of 1996

U.S. Presidency and Television

Valour and the Horror, The
Van Dyke, Dick

Variety Programs

Victory at Sea

Video Editing

Videocassette

Videodisc

Videotape

Videotext/Online Services
Vietnam: A Television History
Vietnam on Television
Violence and Television
Voice of Firestone, The

Voice-Over

Wagon Train
Wales
Wallace, Mike
Walsh, Mary

Walt Disney Programs (Various Titles)

Walters, Barbara
Waltons, The

War Game, The

War on Television
Warner Brothers Presents
Watch Mr. Wizard
Watch with Mother
Watergate

Waterman, Dennis
Waters, Ethel

Watkins, Peter

Watson, Patrick

Wayne and Shuster
Wearing, Michael
Weaver, Sylvester (Pat)
Webb, Jack

Wednesday Play, The
Weinberger, Ed
Weldon, Fay

Welland, Colin

Wendt, Jana

Westerns
Westinghouse-Desilu Playhouse
Weyman, Ron
Wheldon, Huw
Whicker, Alan

White, Betty
Whitfield, June

Widows

Wild Kingdom (Mutual of Omaha’s)
Wildlife and Nature Programs
Wildmon, Donald
Williams, Raymond
Wilson, Flip

Windsor, Frank
Winfrey, Oprah
Winters, Jonathan
Wiseman, Frederick
Witt, Paul Junger



Wojeck

Wolper, David L.
Women of Brewster Place, The
Wonder Years, The
Wood, Robert D.
Wood, Victoria
Woodward, Edward
Woodward, Joanne
Workplace Programs
World in Action
Worrel, Trix
Werather, Jack
Wright, Robert C.

Writer in Television
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Wyman, Jane

Yes, Minister
Young, Loretta
Young, Robert
Your Hit Parade
Youth TV

Z Cars

Zapping

Ziv Television Programs, Inc.
Znaimer, Moses

Zorro
Zworykin, Vladimir






ABBENSETTS, MICHAEL
British Writer

ichael Abbensetts is considered by many to be the

best black playwright to emerge from his generation.
He has been presented with many awards for his lifetime
achievements in television drama writing and, in 1979,
received an award for an “Outstanding Contribution To
Literature” by a black writer resident in England. His work
emerged alongside, and as part of, the larger development of
black British television drama.

Abbensetts was born in Guyana in 1938. He began his
writing career with short stories, but decided to turn to
playwriting after seeing a performance of John Osborne’s
Look Back in Anger. He was further inspired when he came
to England and visited the Royal Court Theatre, Britain’s
premier theatre of new writing, where he became resident
dramatist in 1974. Sweet Talk, Abbensett’s first play, was
performed there in 1973,

In the same year, The Museum Attendant, his first
television play, was broadcast on BBC2. Directed by Ste-
phen Frears, the drama was, Abbensetts says, based on his
own early experiences as a security guard at the Tower of
London. After these two early successes Abbensetts, unlike
most black writers in Britain at the time, was being offered
more and more work. He wrote Black Christmas, which was
broadcast on the BBC in 1977 and featured Carmen
Munroe and Norman Beaton. Like The Museum Attendant,
Black Christmas was based on actual experience and was shot
on location for television.

During the 1970s and 1980s, a number of Abbensetts’
plays were produced for the London theater. Alterations
appeared in 1978, followed by Samba (1980), In the Mood
(1981), Outlaw (1983) and Eldorado (1983). Inner City
Blues, Crime and Passion, Roadrunner, and Fallen Angelwere
produced for television.

Abbensetts’ success led to participation in British
television’s first black soap opera, Empire Road (1978-79),
for which he wrote two series. Horace Ove was brought in
to direct the second series, establishing a production unit
with a black director, black writer and black actors. The
television series was unique in that it was the first soap opera
to be conceived and written by a black writer for a black cast,
but also because it was specifically about the British-Carib-
bean experience. Set in Handsworth, Birmingham, it fea-
tured Norman Beaton as Everton Bennett and Corinne
Skinner-Carter as his long-suffering screen wife. Although

Empire Road was a landmark programme on Biritish televi-
sion, it managed to survive only two series before it was axed.
The late Norman Beaton said of the programme, “It is
perhaps the best TV series I have been in.”

Norman Beaton continued to star in many of
Abbensett’s television productions including Easy Money
(1981) and Big George Is Dead and Little Napoleons
(1994/Channel 4). Little Napoleons is a four-part comic-
drama depicting the rivalry between two solicitors, played
by Saced Jaffrey and Norman Beaton, who become Labour
councillors. The work focuses on a number of themes in-
cluding the price of power, the relationship berween West
Indian and Asian communities in Britain and the internal
workings of political institutions.

Much of Abbensetts’ drama has focused on issues of race
and power, but he has always been reluctant to be seen as
restricted to issue-based drama. His dialogue is concerned

\

Michael Abbenserts
Photo courtesy of Michael Abbenserts
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with the development and growth of character and he is
fundamentally aware of the methods and contexts for his
actors. Abbensetts has always actively involved himselfin the
production process and his dramatic works have provided
outstanding roles for established black actors in Britain—
Carmen Munroe, Rudolph Walker and Norman Beaton—
giving them the chance to play interesting and realistic roles
as well as creating stories about the everyday experiences of
black people. Abbensetts’ work thrived at a time when there
was very little drama on television which represented the
lives of Black British people and his television plays have
created new perspectives for all his viewers.

—Sarita Malik

MICHAEL ABBENSETTS. Born in British Guiana (now Guyana),
8 June 1938; took British citizenship, 1974. Attended Queen’s
College, Guyana, 1952-56; Stanstead College, Quebec, Can-
ada; Sir George Williams University, Montreal, 1960-61.
Security attendant, Tower of London, 1963—67; staff member,
Sir John Soane Museum, London, 1968-71; resident play-
wright, Royal Court Theatre, London, 1974; visiting professor
of drama, Carnegie Mellon University, Pittsburgh, Pennsylva-
nia, U.S.A., 1981. Recipient: George Devine Award, 1973;
Arts Council bursary, 1977; Afro-Caribbean Award, 1979.
Address: Heinemann Educational Books Ltd, Halley Court,
Jordan Hill, Oxford OX2 8E], England.

TELEVISION SERIES
1978-79 Empire Road
1994 Little Napoleons

ABSOLUTELY FABULOUS

British Situation Comedy

Thc half-hour BBC sitcom with a large and growing cult
following, Absolutely Fabulous, debuted in 1992 with
six episodes. Six additional episodes appeared in 1994, and
a final six in 1995. The American cable channel Comedy
Central began running the series in 1994.

Ab Fab, as fans call it, is about idle-rich Edina Monsoon
(Jennifer Saunders), a 40-year-old spoiled brat who owns her
own PR business but works at it only rarely (and incompe-
tently). Stuck in the self-indulgences of the 1960s, but showing
no sign of that decade’s political awareness, Edina refuses to
grow up. Her principal talent is making a spectacle of herself.
This she achieves by dressing gaudily, speaking loudly and
rudely, and lurching frantically from one exaggerated crisis to
the next. All the while, she overindulges—in smoking, drink-
ing, drugs, shopping, and fads (Buddhism, colonic irrigation,
various unsuccessful attempts at slimming down). She lives
extravagantly off the alimony provided by two ex-husbands.

Edina’s best friend, Patsy Stone (Joanna Lumley), is
equally a caricature. Employed as fashion director of a trendy

TELEVISION PLAYS

1973 The Museum Attendant
1975 Inner City Blues

1976 Crime and Passion
1977 Black Christmas

1977 Roadrunner

1982 Easy Money

1987 Big George Is Dead
RADIO

Home Again, 1975; The Sunny Side of the Street, 1977;
Brothers of the Sword, 1978; The Fast Lane, 1980; The Dark
Horse, 1981; Summer Passions, 1985.

STAGE

Sweet Talk, 1973; Alterations, 1978; Samba, 1980; In the
Mood, 1981; The Dark Horse, 1981; Outlaw, 1983; El
Dorado, 1984; Living Together, 1988.

PUBLICATIONS

Sweer Talk (play). London: Eyre Methuen, 1976.
Samba (play). London: Eyre Methuen, 1980.
Empire Road (novel). London: Panther, 1979.
Living Together (play). Oxford: Heinemann, 1988.

FURTHER READING

Leavy, Suzan. “Abbensetts an Example.” Television Today
(London), 19 May 1994.

Walters, Margaret. “Taking Race for Granted.” New Society
(London), 16 November 1978.

magazine, she almost never works (she has the job because
she slept with the publisher). She is even more of a substance
abuser than Edina, and trashier in appearance with an ab-
surdly tall, blond hairdo, and far too much lipstick. Most
disturbingly, Patsy is overly dependent upon Edina for
money, transportation, and especially companionship.

Patsy often behaves like an unruly daughter, thereby
displacing Edina’s real daughter Saffron (Julia Sawalha), of
whom Patsy is extremely jealous. Edina humors Patsy’s
excesses and seems parental only by virtue of her money and
domineering personality. The real “mother” of the house is
Saffron, a young adult who, in being almost irritatingly
virtuous, is both a moral counterweight to the evil Patsy and
a comic foil for the two childlike aduls.

Thus Saffron represents conscience and serves a func-
tion similar to that of Meathead in A in the Family, except
that in A6 Fab the generational conflict is not one of conser-
vative vs. liberal so much as bad vs. good liberalism. Neither
Saffron nor Edina is conservative. Although Saffron is some-



what nerdy in the manner of Alex Keaton in Family Ties, she
lacks his predatory materialism and serves as a reassuring
model of youth. While Patsy and Edina illustrate a patho-
logical mutation of 1960s youth culture, Saffron provides
hope that liberalism (or at least youth) is redeemable.

Ab Fabs focus on generational issues also plays out in
Edina’s disrespect for her mother (June Whitfield). The
relationship between the four main characters, all women,
is all the more interesting because of the absence of men.
Edina’s father puts in only one appearance in the series—as
a corpse, and only Saffron cares that he has died. Similarly,
Edina’s son is never seen in the first twelve episodes and is
only mentioned a few times. It is not that men are bad—
rather, they are irrelevant.

This allows Aé Fab to have a feminist flavor even as it
portrays women in mostly unflattering terms. Edina and
Patsy are certainly not intended as role models, and in
presenting them as buffoonish and often despicable, series
creator-writer Saunders ridicules not only bourgeois notions
of motherhood and family life, but also media images of
women’s liberation. For example, Edinaand Patsy, although
“working women,” actually depend upon the largesse of men
to maintain their station in life. Edina’s business and Patsy’s
job are a joke. This cynical vision of professionalism may
seem regressive, butat the same time it is a refreshing critique
of advertising and fashion, two industries invariably de-
picted by TV as—absolutely fabulous.

Ab Fab developed from a sketch on the French and
Saunders show and is a fine example of the flowering of
alternative comedy, the post-Monty Python movement that
also produced The Young Ones. Rejecting what has been
referred to as the “erudite middle-class approach” of the
Python generation, the new British comics of the 1980s
approached their material with a rude, working-class, rock-
and-roll sensibility. A6 Fab, while focusing on the concerns
of middle age, nonetheless has a youthful energy and eschews
sentimentality. Flashbacks and dream sequences contribute
to this energy and give the show a mildly anarchic structure.
A smash hit in Britain, A4 Fab has won two International
Emmy awards and has given the somewhat obscure Comedy
Central cable channel a significant publicity boost.

—Gary Burns
CAST
Edina Monsoon . . . .. ... .... Jennifer Saunders
Patsy Stone . . . . ... Joanna Lumley
Saffron Monsoon . . . . .. ... .. .... Julia Sawalha
June Monsoon (Mother) . . . . . . . ... June Whitfield
Bubble . . . ... ... .. ... ... Jane Horrocks
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Absolutely Fabulous
Photo courtesy of BBC

PRODUCER Jon Plowman

PROGRAMMING HISTORY

* BBC

November 1992—December 1992 Six Episodes
January 1994—March 1994 Six Episodes
March 1995-May 1995 Six Episodes

FURTHER READING

“An Absolutely Fabulous Finale.” The New Yorker, 20
March 1995.

Kroll, Gerry. “The Women.” The Advocate (San Matea,
California), 16 April 1996.

Lyall, Sarah. “Absolutely Catching, Bad Habits and All.”
The New York Times, 13 July 1995.

O’Connor, John. “Absolutely Fabulous.” The New York
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Saunders, Jennifer. Absolutely Fabulous. London: BBC
Books, 1993.

. Absolutely Fabulous 2. London: BBC Books, 1994.

See also Lumley, Joanna; Saunders, Jennifer
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A.C.NIELSEN COMPANY
U.S. Media Market Research Firm

nder the banner of Nielsen Media Research, the A. C.

Nielsen Company measures and compiles statistics on
television audiences. It sells this data in various formats to
advertisers, advertising agencies, program syndicators, tele-
vision networks, local stations, and cable program and sys-
tem operators. Nielsen Marketing Research is the larger part
of the company, providing a variety of standard market
analysis reports and engaging in other market research. By
some reports only 10% of Nielsen’s total business relates to
the television audience, though they are very well known to
the general public for that work. This is due, of course, to
the ubiquitous reporting and discussion of program and
network ratings produced by Nielsen.

The company was started in 1923 by A. C. Nielsen, an
engineer, and bought by Dun and Bradstreet in 1984 for
$1.3 billion. They first became involved in audience studies
in the 1930s as an extension of Nielsen’s studies tracking
retail food and drug purchase. In 1936 Nielsen bought the
Audimeter from its designers, Robert Elder and Louis F.
Woodruff, two Massachusetts Institute of Technology pro-
fessors. The Audimeter (and a previous design for a similar
device patented in 1929 by Claude E. Robinson, then sold
to RCA, who never developed it), was intended to automat-
ically record two aspects of radio listening which would be
of interest to programmers and advertisers. The device re-
corded which frequencies a radio set was tuned to when it
was on and the length of time the set was on. This technique
had an obvious problem—it could not assure who, if any-
one, was listening to the radio. But compared to the use of
telephone surveys and diaries used by competing ratings
companies, it had important advantages as well. The other
ratings methods depended to a much greater degree on
audience members’ active cooperation, memories, honesty,
and availabilicy.

After a period of redesign and a four-year pilot study,
the Nielsen Audimeter was introduced commercially in
1942 with an 800-home sample in the Eastern United
States. The number of Audimeters and the sample size and
coverage were expanded after World War 11, eventually, by
1949, to represent 97% of U.S. radio homes. The Cooper-
ative Analysis of Broadcasting had ceased providing ratings
in 1946; in 1950 the A. C. Nielsen Company bought
Hooper’s national radio and television ratings services and
thus became the single narional radio rating service. This
allowed the company to increase rates and the new capital
was used to increase sample size. As the television industry
grew, Nielsen’s attention to television grew with it; they left
the radio field in 1964.

In 1973 Nielsen began using the Storage Instantaneous
Audimeter, a new and more sophisticated design for the same
purposes as the original (surely not the only modification over
the years; this one was much publicized). Set in a closer,

designed with battery backup for power outages, and hooked

to 2 dedicated telephone line for daily data reports to a central
office, the device kept track of turn-on, turn-off, and channel-
setting for every television in a household, including battery
operated and portable units (through radio transmitter).

While the Audimeter, widely known as the Nielsen
black box, was their most famous device, it was used only
for household television ratings. For ratings by people and
demographic descriptions of the audience, Nielsen required
supplementary studies of audience compeosition based on a
separate sample using the diary technique. This separate
sample was smaller and there was concern in the industry
that the people who cooperated with the diaries were not
representative of people in general.

In the 1970s Nielsen experimented with Peoplemeters, a
system for measuring the viewing of individuals without diaries,
but brought no new services to market. In 1983 AGB Research
of Great Britain proposed a commercial Peoplemeter service in
the United States similar to the system they were using in other
countries. This proposal attracted funding from a group of
networks, advertising agencies, and others for an evaluation
study in Boston. In 1985, in response to this comperitive threat,
Nielsen initiated their own Peoplemeter sample, as a supple-
ment to their existing samples. Reports became available begin-
ning in January 1986. The system depends on a box sitting atop
the television set that keeps track, in the usual way, of what
channel is tuned in. Bur the meter is also programmed with
demographic descriptions of individual viewers in the house-
hold and their visitors. Viewers are asked to push a button
indicating when they begin or end viewing the television, even
if the set is left on when they leave. The data then indicate which
(if any) viewers are present as well as set tuning. (There have
also been experiments with passive meters that use infra-red
sensing rather than requiring viewers to cooperate by pressing
buttons; but so far these devices have not been sufficiently
reliable.)

Because the Peoplemeters produced different numbers
than diaries, they generated controversy in the industry.
Ratings points are the reference for negotiations in the
purchase of advertising time, in deciding which programs
are syndicated, and other issues vital to the television indus-
try. Thus, when different measurement techniques produce
different ratings, normal business negotiations become com-
plicared and less predictable. For this reason many partici-
pants in the television business actually prefer one company
to have a monopoly on the ratings business, even it if does
allow them to charge higher rates for their services. Even if
this service provides inaccurate numbers, those numbers
become agreed upon currency for purposes of negotiation.
Eventually the most recent controversies were settled and
Nielsen’s Peoplemeter system now dominates the produc-
tion of national television ratings.

The Audimeter was originally conceived as a means to
the testing of advertising effectiveness. To at least some



A Nielsen “Peoplemeter”
Photos courtesy of A.C. Nielsen Company

extent Nielsen’s own interest in broadcast audiences was
originally motivated by his marketing and advertising cli-
ents. But the ratings have grown to be an end in themselves,
a product sold to parties interested in the composition of
audiences for broadcasting.

Among the ratings reports provided by Nielsen were,
until 1964, the Nielsen Radio Index (NRI) for network
radio audiences. Currently the company provides the Niel-
sen Television Index (NTI) for network television audi-
ences, the Station Index (NSI) for local stations and
Designated Market Areas (DMA’s), the Syndication Service
(NSS) for the audiences of syndicated television shows, and
the Homevideo Index (NHI) for the audiences of cable
networks, superstations, and homevideo. They periodically
produce reports on special topics as well, such as video-cas-
sette recorder useage, viewership of sports programming, or
television viewing in presidential election years.

—Eric Rothenbuhler

ACADEMY OF TELEVISION ARTS

The Academy of Television Arts and Sciences (ATAS) is
known primarily for bestowing Emmys, the top awards
for television. These are peer awards, selected by vote of
members of the academy—the people who work in the
television industry. In addition to presenting this most
public face of the television industry in an annual award
ceremony, the academy also engages in a number of other
educational and public functions.

The academy was founded in 1946 in Los Angeles by
Syd Cassyd, a trade journal writer who recognized the need
for a television organization similar to the Academy of
Motion Picture Arts and Sciences. Cassyd and a group of
associates held several exploratory meetings, then decided
they needed a major television industry figure to support

ACADEMY OF TELEVISION ARTS AND SCIENCES 5

A Nielsen viewing diary
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AND SCIENCES

the project. They succeeded in interesting ventriloquist
Edgar Bergen, who became the academy’s first president
in 1947.

One of the earliest activities of the new academy was to
establish a creative identity (and a degree of publicity and
prestige) for the developing television industry by presenting
awards—the Emmys—in recognition for outstanding work
in the medium. Originally, the awards were to be called
“Ikes,” an abbreviation for the television iconoscope tube.
Because “lke” was so closely associated with Dwight D.
Eisenhower, however, the group decided on “Emmy,” a
feminine form of “Immy,” nickname for the television cam-
era image orthicon tube. A contest was held for the design
of the statuette and the winner was Louis McManus, an
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The Emmy Award
Photo courtesy of Academy of Television Arts and Sciences

engineer, who used his wife as the model for the winged
woman holding up the symbol of the electron.

In the first year of the award Emmys were presented in
only five categories. And because television did not yet have
a coast-to-coast hookup, they were given only to Los Angeles
programs and personalities. Shirley Dinsdale (and her pup-
pet Judy Splinters) was the Most Outstanding Television
Personality and Pantomime Quiz the Most Popular Televi-
sion Program. By the second year any show seen in Los
Angeles could receive an award and New York-based person-
alities such as Milton Berle and Ed Wynn were winners.

At this point there was more backstage intrigue in the
academy than on-stage. In 1950, Ed Sullivan, host of Toast
of the Town, produced in New York, initiated a rival TV
awards program, but these lasted only until 1953. Noawards
were presented in 1954 (the only year there have been no
Emmys), because the Los Angeles group had decided the
show had become too expensive. By 1955, however, the
television networks were interested and the Emmys were
broadcast nationally for the first time. Sullivan, realizing the
Hollywood-based Emmys were a success, became upset and
called together New York’s television leaders. They de-
manded and were granted a New York chapter of the acad-
emy. They then asked for another academy, with equal
“founding chapters” in both New York and Hollywood.
Thus, in 1957 a newly-formed and newly-named National
Academy of Television Arts and Sciences (NATAS) was

created with Sullivan as the first president.

The animosity between the East and West coasts con-
tinued. In the early years, New York had the upper hand
because the networks were based there and much early live
dramatic programming, as well as news and documentaries,
emanated from the east-coast city. From 1955 to 1971, the
Emmys were simulcast with cameras cutting between New
York and Los Angeles, often creating technical blunders that
left screens blank for several minutes.

By 1971, however, Hollywood was firmly established
as the predominant site for television program production.
New York was no longer producing the live drama, and,
although the east coast city was still the seat of news and
documentaries, the audiences tuned in to the Emmys to see
Hollywood stars. In addition, the Emmys were growing in
number and the telecast in length, so in 1973 and 1974 the
news and documentary categories were removed from the
regular show (now produced totally in Hollywood) and
given their own telecast. Ratings were low, however, and the
show was dropped.

During this period, other cities such as Atlanta, Chi-
cago, and Cincinnati organized academy chapters. Holly-
wood producers resented the fact that academy members,
scattered throughout the country, all had equal votes in
determining the Emmy awards. From their beginning, the
Emmys were conceived as peer awards, and the powerful
Hollywood community hardly considered a camera person
in Cincinnati to be a peer. New York, however, sided with
the smaller chapters.

In 1976, the Hollywood chapter of NATAS decided to
split from that organization. A year of lawsuits followed but
the end result was two academies—the National Academy
of Television Arts and Sciences (NATAS) comprised of New
York and outlying cities and the Hollywood-based Academy
of Television Arts and Sciences (ATAS). NATAS would
bestow daytime, sports, news, and documentary Emmys and
ATAS would oversee prime-time awards, using its Holly-
wood member base as voters.

The two academies remain separate, although from
time to time they hold talks regarding reunification, and
ATAS has indeed helped NATAS produce the Daytime
Emmy Awards. When those prizes first aired nationally in
1991, they achieved higher ratings than the primetime
awards. During this period, ATAS was having its own prob-
lems with the primetime show. For many years the telecast
rotated sequentially among ABC, CBS, and NBC. When the
upstart FOX network went on the air, it offered the academy
more money for the telecasts than the other nerworks had
been paying, and from 1987 to 1992 the Emmys were shown
exclusively on the new network. Ratings plummeted, largely
because FOX programming did not appear on local stations
throughout the entire country. Eventually the academy re-
turned to the “wheel” concept with FOX as one of the
participants.

ATAS’s membership is based on peer groups—writers,
art directors, performers, sound editors, production execu-
tives, etc. Each peer group establishes its own requirement



for membership, usually defined in terms of the number of
shows or number of hours of television the person has to his
or her credit. The Board of Governors is composed of two
members from each peer group.

Voting for primetime Emmys is also conducted on the
peer group basis so that only members of the music peer
group vote for awards involving music, directors vote for
directing awards, etc. Some “Best Program” awards can be
voted on by much of the membership. Individuals may
nominate themselves for awards and producers may nomi-
nate individuals or programs. All nominated material is then
judged by panels of peers who come together to watch all
the nominations in a particular category. Their votes are
tabulated and the winners are announced, either during the
on-air telecast or at a luncheon ceremony. In general, the
awards that the public is most likely to find interesting
(performers, outstanding shows, directors) are presented
during the prime time telecast.

While the Emmy Awards are the most visible of its
projects, the academy undertakes many other activities in-

cluding.

e sponsoring a paid student internship program
through which outstanding students from around
the country spend eight weeks working with Hol-
lywood professionals.

*  conducting a contest for student TV productions
with the winners receiving cash sums.

ACTION ADVENTURE SHOWS

In 1961 Newton Minow, the newly-appointed chief of the
United States Federal Communications Commission,
told a stunned audience of broadcasters that television had
become “a vast wasteland.” He asked them to watch their
own television stations where they would find “a procession
of game shows, violence, audience participation shows, for-
mula comedies about totally unbelievable families, blood
and thunder, mayhem, violence, sadism, murder, western
badmen, western good men, private eyes, gangsters, more
violence, and cartoons.” Qutside of his complaints about
quizzes and comedies, much of Minow’s anger was directed
against the sudden dominance of 2 new style of drama called
action-adventure in the primetime offerings of all three
networks.

Action-adventure is a style and a2 quantity that has
characterized shows drawn from the genres of crime stories
(both police and detective), westerns and science fiction, spy
thrillers, war drama, and simple adventure. The style offers
viewers a spectacle: lots of jolts, conflict, movement, jeop-
ardy, and thrill. Its importance has waxed and waned over
the years, in part because it has been the target of severe
public criticisms about the “pornography of violence” on
American television. John Fiske has borrowed the terms
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* inducting outstanding industry professionals into
a Hall of Fame.

*  holding an annual Faculty Seminar in which col-
lege teachers come to Hollywood and are intro-
duced to people and ideas related to TV
programming,.

*  hosting luncheons and meetings at which people
from within and without the industry share ideas
and information.

e participating, with UCLA, in overseeing a televi-
sion archives.

*  publishing Emmy, a magazine devoted to articles

about the TV industry.

In 1991 the Academy of Television Arts and Sciences
moved into new headquarters containing office and library
space as well as a state of the art theater in which to screen
television materials and hold large meetings.

—Lynne Schafer Gross
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“carnival” and “carnivalesque” from the cultural cridc
Mikhail Bakhtin to highlight the physical excesses, the em-
phasis on the body, the grotesqueries and the immoralities,
the offensiveness which characterize examples of action-ad-
venture. A show that boasts a great deal of action-adventure
is less thoughtful and less complicated than its compatriots:
the quantity of action-adventure, for example, was usually
low in such hits as the later Gunsmoke (1960s) or The
Rockford Files (1970s). It is the lack of “action” (the moving
body) and the significance of “thinking” (the reasoning
mind) that sets apart Columbo (1971-), the story of a
brilliant police lieutenant, from other crime dramas, indeed
which makes it more of a mystery. Action-adventure can be
traced back to crime shows (notably Dragnet) and kids
westerns ( The Lone Ranger) on television in the early 1950s,
to film noir and the cowboy movies, and to all sorts of pulp
fiction. But its growth in American television, the growth ro
which Minow seemed to be responding, was a response to
the needs of ABC. This third-ranked network sought o
improve its finances and stature by scheduling telefilms with
more punch than previous efforts. An alliance with Warner
Brothers brought to television such adult westerns as Chey-
enne (1955-63) and Maverick (1957-62) as well as glamor-
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ous detective programs like 77 Sunset Strip (1958-64) and
Hawaiian Eye (1959-63). The most violent of the shows,
The Untouchables (1959-63), came from Desilu where the
initial work was supervised by Quinn Martin, who would
later produce The Fugitive, The FBI, and The Streets of San
Francisco, though none so full of gun play. The Untouchables,
a police drama about Eliot Ness, the Capone gang, and
Chicago in the Prohibition Years, was stuffed with bullets,
blood, and death, a style which won the attention of younger
viewers and provoked much criticism, even in Congress.

ABC’s rivals responded with their own brand of mayhem:
in the 1958-59 and 1959-60 Nielsen rankings, the three top
programs were all westerns (CBS’ Gunsmoke, NBC’s Wagon
Train, and CBS’ Have Gun , Will Travel) and thirteen of the
top twenty-five programs were westerns or detective dramas.
Such a glut led to burnout, and the wave of westerns receded,
eventually disappearing from TV in the next decade. Even so
the networks did experiment with new kinds of action-adven-
ture: war dramas (notably ABC’s Combad), the cult hit Star Trek
(1966-69), and spy stories like 7 Spy.

Never again would action-adventure dominate the
schedule as it had in the years around 1960. Bur the popu-
larity of action-adventure did revive, especially in the early
1970s when crime shows became all the rage. The Nielsen
rankings of 1974-75 had nine in the top twenty-five, al-
though only CBS’ Hawaii Five-O was in the top ten. Some
of the most graphic violence appeared on this series (1968—
80) in which a stern Steve McGarrett led a highly competent
team of detectives against local crime and international
intrigue. Paramount TV produced for CBS what was con-
sidered the most violent detective show, Mannix (1967-75),
about a private eye who loved to brawl. The true exemplar
of this kind of excess, though, was ABC’s briefly popular
S.W.A.T. (1975-76), produced by Aaron Spelling and
Leonard Goldberg, which brought heavy weapons to bear
on the problem of urban crime. ABC eventually ordered the
quantity of violence reduced on another, more successful
Spelling-Goldberg creation, Starsky and Hutch (1975-79)
which featured two buddies who tackled crime with zest and
wit, California-style. All of which provoked a new public
outcry plus demands that the networks both reduce violence
and banish what was left to the hours after 9:00 P.M. Nearly
all of the violent crime-fighters had left the air by 1980.

Producers had turned from the excess of violence to seek
other ways of stimulating the audience. First off the mark
was Universal TV: it created ABC’s The Six Million Dollar
Man (1974-78), about the cyborg, Colonel Steve Austin,
who could perform incredible feats of strength and speed.
Realism gave way to fantasy here. Its success spawned im-
itators like The Bionic Woman, Wonder Woman, Spiderman,
and The Incredible Hulk, all of which downplayed violence
for displays of muscles and gimmicks. (In its defense The
Incredible Hulk was also reminiscent of The Fugitive, com-
plete with the anthology-like approach to emotional, psy-
chological, and social problems.) Stephen Cannell, a veteran
of action-adventure who had been involved in Adam 12,

Baretta, and The Rockford Files, finally spoofed the superhero
genre with The Greatest American Hero (1981-83) for ABC.
Special effects were even more central to the expensive
science-fiction thriller, Battlestar Galactica (1978-80) which
followed the travails of a huge space fortress and its fleet of
beaten-up spacecraft as they struggled toward Earth under
constant attack from the Cylons. It was not only reminiscent
of the movie Star Wars but of many a western as well (read
Indians for Cylons), except that the warfare was somehow
sterile and bloodless.

Spelling-Goldberg substituted sexual titillation, and
blatant sexism, to make Charlie’s Angels (1976-81) a smash
hit for ABC. The “Angels” were three very attractive female
detectives, ordered on missions by an unseen male; they
rushed around, often in peril, sometimes in abbreviated
clothing, all to please the voyeur. The show was a sudden,
raging hit that propelled one angel, Farrah Fawcett-Majors,
to celebrity status. In 1980 an otherwise ordinary private-eye
show, Magnum, P.I, turned the tables by starring a male
“hunk,” Tom Selleck.

In CBS’ The Dukes of Hazzard (1979-85), a Warner
Brothers product, realism lost out to comedy: two fun-lov-
ing cousins sped all over Hazzard County in their Dodge
Charger, outwitting the sheriff, doing good, but above all
winning chases and surviving crashes. A few years later,
Cannell produced The A-Team (1983-87) for NBC which
registered in the top ten Nielsens three years in a row. The
story of four unjustly persecuted Vietnam veterans featured
lots of firepower, scenes of massive destruction, but very
little blood or death. Its African-American star, the physi-
cally impressive Mr. T., who played B.A. Baracus, became a
youth hero. But the show itself was almost as much a parody
as had been The Greatest American Hero, except now the
target was this whole style of action-adventure.

The 1980s saw a revival of crime drama. Cannell him-
self created Hunter (1984-91) for NBC, a police drama
about a rebellious and tough cop, reminiscent of Clint
Eastwood’s “Dirty Harry” role in the movies. Barbara Cor-
day and Barbara Avedon shaped the first successful female
“buddy” show, CBS’ Cagney and Lacey (1982-88), about
two female cops fighting crime and managing life in the big
city. That show was saved by its fans in 1983 who wrote in
protesting its cancellation. But aside from the novelty of
using women as the stars, the show added little to the style
of action-adventure. Much the same could be said of ABC’s
imaginative version of the detective drama, Moonlighting
(1985-89), in which action-adventure usually played sec-
ond-fiddle to romance, comedy, or even fantasy. Still it
launched the career of Bruce Willis who would become one
of the great stars of action-adventure in the movies. More
novel was the police documentary COPS that FOX began to
air in 1989: the camera followed real police as they tracked
down ordinary criminals, offering viewers a spectacle of
sleaze and decay in the unsavory parts of America.

There were two experiments with the drama of crime

on NBC during the 1980s. The most interesting was Mi-
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chael Mann’s product, Miami Vice (1984-89). In part it
represented a return to convention: a buddy show with two
policemen, albeit one white and the other black, plus lots
of speed and doses of violence. Indeed the taste for glamour
even evoked the memory of 77 Sunset Strip. But Mann,
another veteran of action-adventure (he had written for
Starsky and Hutch as well as the anthology Police Story in
the 1970s), made Vice unusual by appropriating the look
and feel of MTV’s videos. He gave the show special colors,
“an impressionist way of working with vibrating pastels”
(see Winship), dressed his stars in hip clothes, presented
them in both glamorous and tawdry surroundings, and
featured rock music backgrounds. In short Miami Vice
offered viewers an extravaganza of sights and sounds. Such
effort cost money, up to $1.5 million per episode, which
made Vice one of the most expensive series of the period.
Although a cult favorite, it only broke into the top twenty-
five Nielsens once, in 1985-86. Perhaps that is why Vicehad
no real successors.

This was not true of the other experiment, MTM
Enterprises’ Hill Street Blues (1981-87), although that pro-
gram challenged the conventions of action-adventure. The
two creators, Steven Bochco and Michael Kozoll, drew upon
the techniques of both comedy and soap opera to fashion a
different kind of police story, a serialized version of the
everyday life of the men and women in a particular precinct.
The result won much critical acclaim, not the least because
Hill Street boasted excellent scripts and well-drawn charac-
ters. The transformed police drama proved a model for some
hits of the mid-1990s such as NBC’s Homicide and ABC’s
NYPD Blue, another Bochco product. This last program
became notorious for its use of both nudity and violence,
sufficient to spark protests from the religious right—even
before it aired. Still, the most imaginative addition to the list
of action-adventure shows lately has been a hybrid of the
horror and the police drama offered by FOX, The X-Files
(1993-). The occult had rarely won much of an audience on
mainstream TV, even though movies had demonstrated its
potential as an audience grabber many times over. But the
inquiring male-female duo, the motif of a hidden govern-
ment conspiracy, and the focus on visible evil seemed to give
The X-Files a special appeal to the so-called “Generation X,”
viewers in their late teens and their twenties.

If comedy surpassed the appeal of action-adventure
after the late sixties, that style nonetheless remained a staple
of American television, popular abroad as well as at home.
The action telefilms pioneered the expansion of American
programming overseas in the late 1950s and early 1960s.
Producers in other countries developed their own varieties,
of course. English Canadians fashioned some mild versions
for children, notably The Littlest Hobo (akin to Lassie) and
Beachcombers, both of which have been seen around the
world. According to Tom O’Regan, the success of The
Untouchables on Australian TV inspired the creation of the
local hit Homicide that launched homegrown drama in the
1960s. Francis Wheen has explained that Japanese television

at the end of the 1970s replaced Hollywood police stories
with samurai dramas, both historical and modern, which
were full of murder, revenge, and executions. Over the years
the British have designed a modest collection of action
shows, such as the three spy thrillers fashioned for Patrick
McGoohan in the 1960s, Danger Man, Secret Agent, and The
Prisoner, as well as such police dramas as the grim Z Cars or
The Sweeney. Still, in the end, the masters of action-adven-
ture, on television and in the movies, have remained the
Hollywood community of writers and producers.

Action-adventure shows have never represented what
critics consider the best in television drama. Epithets such as
“mindless,” “unrealistic,” “demeaning,” “intolerant,” or
“immoral” have often been thrown art this brand of enter-
tainment. These shows have been the source of much of the
violence, sometimes sex as well, which has distressed a large
number of viewers. Action-adventure cannot claim the same
sort of defenders who have lauded soap operas and sitcoms
as sources of worthwhile entertainment. Perhaps that is
because these shows are obviously escapist, their moral tales
trite, so lacking in the redeeming qualities of tolerance or
female empowerment or studied ambiguity which appeal to
critics. When a police drama has won praise, as in the case
Hill Street Blues, it was despite of any lingering evidence of
a taste for action. 2

Even so, action-adventure fulfills a special cultural role
in North America. The significance of the style lies in the
way it deals with the properties and the problems of mascu-
linity. Action-adventure has brought men to their television
sets more often than any other form of programming, ex-
cepting sport. It amounts to a special stage where they can
see their fears and hopes embodied. Overwhelmingly, the
stars of action adventure drama have been male, and until
very recently the few female stars have remained exotics, or
objects, (consider Angie Dickinson’s role in Police Woman,
1974-78) in this masculine world. Viewers have been of-
fered a range of masculine types: leaders (McGarrett), the
he-man (Baracus), the sex symbol (Crockett, Miam: Vice),
the loner (Paladin, Have Gun, Will Travel), the rebel
(Mannix), the anxious male (Mulder, The X-Files), and on
and on. Whatever the role, these characters find satisfaction
through acts of command and aggression. Typically action-
adventure offers a resolution, achieves a closure, in which
the male star triumphs over his environment and his ene-
mies. The heroes exercise power over villains, bureaucracy,
machines, even friends and helpers, and normally they relish
that exercise. In the end the power manifests itself through
the expression of the body rather than the mind, a body freed
of personal, social, and sometimes, in the superhero mode,
of natural restraints. Strike first, think later—that would be
a good motto for action-adventure.

This is why the appeal of action-adventure is rooted in
excess, particularly visual excess whether fights and killings,
explosions and crashes, chases, horrifying images, or awe-
some displays. Perhaps that is a demonstration of the con-
tinuing authority of masculinity in a North America where



the gendered definitions of maleness have come under in-
creasing scrutiny and criticism. More important it consti-
tutes a continuing source of pleasure to viewers of both sexes
and all ages who share a taste for the traditions of heterosex-
ual masculinity and its generalized form, the Macho.

—Paul Rutherford
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ACTION FOR CHILDREN’S TELEVISION

U.S. Citizens’ Activist Group

“grass-roots” activist group, Action for Children’s

Television (A.C.T.) was founded by Peggy Charren
and a group of “housewives and mothers” in her home in
Newton, Massachusetts in 1968. The members of A.C.T.
were initially concerned with the lack of quality television
programming offered to children. In 1970 A.C.T. peti-
tioned the Federal Communications Commission (FCC)
asking that television stations be required to provide more
programming for the child viewer. In that year the orga-
nization also received its first funding from the John and
Mary R. Markle Foundation. A.C.T. later received fund-
ing from the Ford and Carnegie foundations as well, grants
which allowed the group to expand from volunteers to
berween 12 and 15 staff members at the height of its
activity.

A.C.T. was not generally viewed as a “radical right-wing
group” advocating censorship. According to Charren, “too
many people who worry about children’s media want to do
itin. A.C.T. was violently opposed to censorship.” Partially
due to this attitude, the group was able to gain support from
members of the public and from many politicians.

A.C.T. also became concerned with issues of advertising
within children’s programming. Of particular concern was
their finding that one-third of all commercials aimed at

Peggy Charren
Photo courtesy of Peggy Charren
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children were for vitamins. Partially due to their efforts, the
FCC enacted rules pertaining to program length commer-
cials, host selling, and the placement of separation devices
between commercials and children’s programming.

A.C.T. was responsible for many cases brought before
the courts in regard to the FCC and its policies concerning
children’s television. These cases include-a major case in
media law, Action for Children’s Television, et al. v. Federal
Communications Commission and the United States of
America (821. F. 2d 741. D.C. Cir. 1987).

One of the major successes of A.C.T. was the passage
of the Children’s Television Act of 1990. Shortly after the
passage of this act, Charren announced the closing of
Action for Children’s Television, suggesting that it was
now up to individual citizens’ groups to police the air-
waves. In recent years Charren, a strong supporter of the

ACTIVIST TELEVISION

A rtists and activists outlined their plan to decentralize
television so that the medium could be made by as well
as for the people, in the pages of Radical Software and in the
alternative movement’s 1971 manifesto, Guerrilla Televi-
sion, written by Michael Shamberg and Raindance Corpo-
ration. These “alternative media guerrillas” were determined
to use video to create an alternative to what they deemed the
aesthetically bankrupt and commercially corrupt broadcast
medium.

Earlier in the 1960s, various versions of “the under-
ground”—alternative political movements, cultural revolu-
tionaries, artists—began to search for new ways of reaching
their audience. Cable television and the videocassette
seemed to offer an answer. The movement was assisted,
perhaps inadvertently, by federal rules mandating local orig-
ination programming and public access channels for most
cable systems. These channels provided a forum for broad-
casting community-driven production. The newly devel-
oped videocassette allowed independent media producers to
create an informal distribution system in which they could
“bicycle” their tapes—carrying them by hand or delivering
them by mail—to other outlets throughout the country, or
even the world.

These new forms of exhibition and distribution were
accompanied by the development of a portable consumer-
grade taping system. In 1965 the Sony Corporation decided
to launch its first major effort at marketing consumer video
equipment in the United States. The first machines were
quite cumbersome, but in 1968 Sony introduced the first
truly portable video rig—the half-inch, reel-to-reel CV
Porta-Pak. Prior to this, videotape equipment was cumber-
some, stationary, complex, and expensive, even though it
had been used commercially since 1956. With the new
international standard for half-inch videotape, tapes made
with one manufacturer’s portable video equipment could be

First Amendment, has fought against FCC regulations
limiting “safe harbor” hours.

—William Richter
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played back on competing manufacturer’s equipment. In the
hands of media activists these technological innovations
were used to realize radical changes in program form and
content.

Underground video groups appeared throughout the
United States, but New York City served as the hub of the
1960s underground scene. Prominent early groups included
the Videofreex, People’s Video Theater, Global Village, and
Raindance Corporation. Self-described as “an innovative
group concerned with the uses of video,” Videofreex was the
most production-oriented of the video groups and devel-

oped a high expertise with television hardware. In 1973 the
Videofreex published a user-friendly guide to use, repair and
maintain equipment entitled The Spagherti City Video Man-
ual. The People’s Video Theater made significant break-

throughs in community media; members used live and taped
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feedback of embattled community groups to create mini-
documentaries that “spoke back to the news.” The Global
Village was perhaps the most commercial of the original
groups, and initiated the first closed-circuit video theater to
showcase their work. Raindance Corporation functioned as
the counter-culture’s research and development arm;
Shamberg described it as an “analogue to the Rand Corpo-
ration—a think tank that would use videotape instead of
print.” Raindance chronicled the movement by publishing
Radical Software, underground video’s chief information
source and networking tool.

Top Value Television (TVTV), one of the earliest a4
hoc group of video makers, assembled in 1972 to cover
political conventions for cable TV. Equipped with porta-
paks, TVTV produced hour-long documentary tapes of the
Democratic and Republican national conventions, provid-
ing national viewers with an alternative vision of the Amer-
ican political process and the media that cover it. Four More
Years (1972), a tape covering the Republican National Con-
vention, was produced with a crew of 19, and featured
footage of delegate caucuses, Young Republican rallies,
cockrail parties, antiwar demonstrations, and interviews
with the press from the convention floor. TVTV’s success
with its first two documentaries for cable television attracted
the interest of public television and it became the first group
commissioned to produce work for national broadcast on
public TV. In 1974, shortly after TVTV introduced na-
tional audiences to guerrilla TV, the first all-color portable
video documentary was produced by the Downtown Com-
munity Television Center (DCTV) and aired on PBS.

In 1981, the Paper Tiger Television Collective
formed—a changing group of people that came together to
produce cable programming for the public access channel in
New York City. Drawing upon the traditions of radical
video, Paper Tiger Television invented its own home-grown
studio aesthetic using rather modest resources to make rev-
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olutionary television. Many of Paper Tiger’s half-hour pro-
grams are live studio “events,” faintly reminiscent of 1960s
video “happenings.” The show’s hosts are articulate critics
of mainstream American media who examine the corporate
ownership, hidden agendas, and information biases of the
communications industry via the media in all forms.

In 1986, Paper Tiger organized Deep Dish TV, the
country’s first alternative satellite network, to distribute its
public access series to participating cable systems and public
television stations around the country. The successful syn-
dication of this anthology of community-made programs on
issues such as labor, housing, the farming crisis, and racism
promised a new era for alternative documentary production.

With a similar agenda, the 90’s Channel first began
“shattering the limits of conventional TV” in 1989 as a PBS
television show, and has since established an “independent
cable network” carrying blocks of activist programming on
leased access over a number of cable systems owned by
Telecommunications, Inc. (TCI), while also bicycling its
programs to public access channels and universities around
the country. The 90’s Channel programming (now known
as Free Speech TV) is a compilation of activist, communirty-
based and experimental media produced by independent
film and video makers.

Activist media are oriented towards action, not contem-
plation—towards the present, not tradition. Politically inte-
grated opposition against mainstream broadcast television
by marginalized groups has considered the form, content,
and regulatory structures of the medium. As a mode of
activism, television may be used as a occasion for media
analysis and intervention, as a pathway for the exchange of
information, as well as a vehicle for securing representation
for those groups otherwise marginalized from the media.
The ultimate goal of committed alternative video groups,
however, is to secure universal access to the tools of produc-
tion and the channels for distribution and exhibition. For
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these reasons, community-based programming has not sim-

ply followed the lead of network television, but rather served

as a forum for envisioning the future of the medium.
—Fric Freedman
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ADAPTATIONS

daptations have become a mainstay of commercial

television, and have been since programming began in
the 1940s. All manner of pre-existing, written properties
have been turned into adapted teleplays—short stories, nov-
els, plays, poems, even comic books have been altered for
presentation on television. They appear in formats ranging
from half-hour shows, as in some episodes of The Twilight
Zone, to 30-hour epic miniseries, as in 1988’s War and
Remembrance.

Adaptations are attractive to producers for a variety of
reasons. [n many cases, audiences for such fare are “presold,”
having purchased or read the original text, or having heard
of the work through word-of-mouth. Sources for adapted
works may come from public domain materials drawn from
classical literary sources, or, more frequently from hotly-pur-
sued novels from best-selling writers. Authors like Judith
Krantz, John Jakes, Alex Haley, and Stephen King have solid
book sales and loyal audiences; adaptations of their works
generate good ratings and audience share. Synergy between
book publishers and networks may also be a factor in the
purchasing or optioning of works for adaptation—a success-
ful miniseries can prolong the life of a book currently in
print, and may resurrect older books which are out-of-print
or no longer readily available in the mass market. When War
and Remembrance was adapted in 1988, not only were its
sales improved, but an unexpected million copies of the first
book in the series, The Winds of War, were ordered.

Another reason for television’s reliance on adaptations,
especially in the form of miniseries, is the lack of good
scripts, along with television’s voracious need for sponsor-
attractive, time-slot filling product. Few miniseries are pro-
duced from wholly original concepts; experts estimate that
75 to 90% of all miniseries use novels for source material.
Novels have overcome basic, yet essential dilemmas in
constructing narratives: they have well-defined characters,
interwoven subplots filled with ideas and events which can
be rearranged, highlighted, or deleted by scripewriters, and
enough story for at least two hours of product. A producer
holding something complete and tangible, in the form of a
pre-written story, can feel more confident when searching
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for financing; in turn, sponsors and networks are more
likely to commit money and resources to a finished prop-
erty, even one that is not yet a bestseller. Consequently,
producers option many books which are never produced,
in the belief that some of these unknown and untried works
may become popular.

What producers see as a “sure thing,” however, profes-
sional screenwriters often view as a challenge. Adaptation is
far more than slavishly reproducing a previously constructed
story in a different format—the requirements of the two
forms are significantly different. From the perspective of
screenwriters, novels take characters and subplots and let
them careen willy-nilly into unstructured chaos. Screenwrit-
ers rearrange and augment material to stress the visual and
storytelling requirements of the television medium. They
purge the script of unnecessary characters, or combine the
traits and experiences of several characters into one. They try
to structure the script so it moves from crisis to crisis, keeping
in mind the constraints imposed by the presence of commer-
cial breaks. They find opportunities to make the internal
world of thoughts and feelings more external, through dia-
logue and action. The process of adaptation requires a level
of creativity which may be equal to that expended in the
writing of the source material, as writers hone and pare and
expand and modify concepts from one medium to the other.

Because novels frequently include dozens of characters
interacting over vast periods of time, screenwriters often find
the miniseries format essential in marshaling the scope and
flavor of the original text. PBS, considered the “godfather”
of the miniseries, introduced America to the concept of
long-form sagas with its imports of British productions and
presented the aegis of Masterpiece Theatre, Mystery, and
Great Performances. The audience for upscale adaptations of
The Forsyte Saga, Brideshead Revisited, and The First Chur-
chills was small, but the form was successful enough to
encourage the adaptation of more popular, less highbrow
novels such as Irwin Shaw’s Rich Man, Poor Man (ABC,
televised 1976-1977). It was the phenomenal success of Alex
Haley’s Roots, a 12-hour adapration broadcast over eight
consecutive evenings in 1977, however, which cemented this
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form of adaptation and established it as a staple of television
production.

Most genres of television have had their adaptations:
children’s programming (Showtime’s 1982-1987 Faerie
Tuale Theater, NBC’s 1996 Gulliver’s Travels); the western
(CBS’ 1989 Lonesome Dove); historical romance (NBC’s
1980 Shogun; ABC’s 1985-86 North and South); science
fiction (episodes of CBS’ 1959-1964 The Twilight Zone) are
a few of the seemingly endless number of outstanding adap-
tations produced for television. The adaptation continues to
be popular, lucrative, and entertaining; as long as the form
holds an audience, this narrative form will remain an essen-
tial element in broadcasting.

—XKathryn C. D’Alessandro
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ADVANCED TELEVISION SYSTEMS COMMITTEE

The Advanced Television Systems Committee (ATSC)
was formed in 1982 by representatives of the Joint
Committee on Inter-Society Coordination (JCIC). The
purpose of the ATSC is to facilitate and develop voluntary
technical standards for an advanced television system to
replace the aging American NTSC television standard. The
ATSC is also charged with making recommendations to the
Unites States Department of State to assist the U.S. in
developing positions on various standards is=1es that are
raised in front of the International Radio Consultative Com-
mittee (CCIR). Advanced Television Systems Committee
membership consists of 53 organizations including represen-
tatives from the National Association of Broadcasters, the
National Cable Television Association, the Institute of Elec-
trical and Electronics Engineers, the Electronic Industries
Association and the Society of Motion Picture and Televi-
sion Engineers.

The ATSC is involved in various efforts to improve the
quality of the television picture and audio signal. In 1993,
the Advanced Television Systems Committee recommended
adoption of a ghost-canceling reference signal which is ex-
pected to dramatically improve the quality of television
reception suffering from multipath interference in large
metropolitan areas. ATSC has been actively involved in
advocating adoption of a unified production and transmis-
sion standard for high definition television (HDTV). In
1981, Japan’s NHK broadcasting organization demon-
strated a working HDTV system called MUSE, which pro-
duced startling clear, rich color images of exceptional
resolution. The MUSE system utilized analog technology
that was incompatible with the American NTSC color tele-
vision standard. The MUSE system also required substan-
tially larger spectrum allocations than current NTSC signals.
The ATSC accepted the recommendations of the Society of
Motion Picture and Television Engineers (SMPTE) by call-
ing for the American and world-wide acceptance of Japan’s
1,125/60 standard for high definition television production.
In 1986, the CCIR refused to accept the standard, claiming
that adoption would be detrimental to the interest of many
of its members and participants. Renewed recommendations
by the ATSC in 1988 for adoption of the 1,125/60 Japanese
standard met with opposition from U.S. network broadcasts
because the system requirements were not easily convertible
for NTSC usage.

In 1987, the Federal Communications Commission
(FCC) invited proponents of HDTV to propose a system
thar would provide terrestrial high definition television to
the United States. By 1990, several American entrants pro-
posed all digital transmission systems that proved preferable
to the analog MUSE system. Perhaps the biggest advantage
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of these digital systems was the potential for scaling HDTV
signals into a 6 MHz bandwidth allowing transmission by
terrestrial broadcasters. Later various proponents of digital
systems merged their proposals into a compromise hybrid
digital system. The ATSC reevaluated its recommendation
and is now working with various FCC committees, includ-
ing the Advisory Committee on Advanced Television Ser-
vices, to promote an all digital television standard.

—Fritz J. Messere
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THE ADVENTURES OF OZZIE AND HARRIET

U.S. Domestic Comedy
I he Adventures of Ozzie and Harriet was one of the most

enduring family-based situation comedies in American
television. Ozzie and Harriet Nelson and their sons David and
Ricky (ages 16 and 13 respectively at the time of the program’s
debur) portrayed fictional versions of themselves on the pro-
gram. The Nelsons embodied wholesome, “normal” Ameri-
can existence so conscientiously (if blandly) that their name
epitomized upright, happy family life for decades.

Ozzie and Harrietstarted out on radio, a medium to which
bandleader Ozzie Nelson and his singer/actress wife Harriet
Hilliard had gravitated in the late 1930s, hoping to spend more
time together than their conflicting careers would permit. In
1941 they found a permanent spot providing music for Red
Skelton’s program, a position that foundered when Skelton was
drafted in 1944. In that year, the energetic Ozzie Nelson
proposed a show of his own to network CBS and sponsor
International Silver—a show in which the Nelsons would play
themselves. Early in its run, the radio Adventures of Ozzie and
Harriet jettisoned music for situation comedy. Ozzie Nelson
himself directed and co-wrote all the episodes, as he would most
of the video shows.

The Nelsons signed a long-term contract with ABC in
1949 that gave that network the option to move their
program to television. The struggling network needed
proven talent that was not about to defect to the more
established—and wealthier—CBS or NBC.

The television program premiered in 1952. Like its
radio predecessor, it focused on the Nelson family at home,
chronicling the growing pains of the boys and their parents
and dealing with mundane issues like hobbies, rivalries,
schoolwork, club membership, and girlfriends. Eventually
the on-screen David and Ricky (although never the off-
screen David and Ricky) graduated from college and became
lawyers. When the real David and Rick got married, to June
Blairand Kristin Harmon respectively, their wives joined the
cast of Ozzie and Harriet on television as well as in real life.

Ozzie and Harriet lasted 14 years on American televi-
sion, remaining on the air until 1966. Although never in the
top ten of rated programs, it did well throughout its run,
appealing to the family viewing base targeted by ABC. The
program picked up additional fans in April 1957, when Rick
sang Fats Domino’s “I'm Walkin' on an episode titled
“Ricky the Drummer.”

As soon as the Nelsons realized how popular their singing
son was going to be, the televisual Rick was given every
opportunity to croon over the airwaves by his father/direc-
tor/manager. Sometimes his songs fitted into the narrative of
an episode. Sometimes they were just tacked onto the end—
early music videos of Rick Nelson in performance.

Despite this emphasis on Rick’s vocal performances,
and despite the legion of young fans the program picked up
because of its teenage emphasis, the character of Ozzie
dominated the program. The genial, bumbling Ozzie was

the narrative linchpin of Ozzie and Harriet, attempting to
steer his young sons into the proper paths (usually rather
ineffectually) and attempting to assert his ego in a household
in which he was often ill at ease.

That ego, and that household, were held together by
wise homemaker Harriet. Although she may have seemed
something of a cipher to many viewers, clad in the elegant
dresses that defined the housewife on 1950s television,
Harriet represented the voice of reason on Ozzie and Harriet,
rescuing Ozzie—and occasionally David and Rick—from
the consequences of over-impulsive behavior.

Ironically, in view of the weakness of paterfamilias
Ozzie’s character, the program was viewed, during its
lengthy run as now, as an idealized portrait of the American
nuclear family of the postwar years. The Nelsons eventually
shifted their program into color and into the 1960s. Never-
theless, in spirit, and in the popular imagination, they re-
mained black-and-white denizens of the 1950s.

—Tinky “Dakota” Weisblat

CAST

Ozzie Nelson . . . . . ... ... ... ..... Himself
Harriet Nelson . . . . . ... ... ....... Herself
David Nelson . . . ... ... ......... Himself
Eric Ricky Nelson . . . . .. ... .. ...... Himself
Thorny Thornberry (1952-59) . . . . . .. Don DeFore

all

Adventures of Ozzie and Harriet
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Darby(1955-61) . . . . . .. ... ... .. Parley Baer
Joe Randolph (1956-66) . . . ... ..... Lyle Talbot
Clara Randolph (1956-66) . . . . . .. Mary Jane Croft
Doc Williams (1954-65) . . . . ... . ... Frank Cady
Wally(1957-66) . . . . .. ... ... ... Skip Jones
Butch Barton (1958-60) . . . .. . ... Gordon Jones
June (Mrs. David) Nelson (1961-66) . . . . . . June Blair
Kris (Mrs. Rick) Nelson (1964-66) . . . Kristin Harmon
Fred (1958-64) . ... ........... James Stacy
Mr. Kelley (1960-62) . . .. ... ...... Joe Flynn
Connie Edwards (1960-66) . . . . . Constance Harper
Jack (1961-66) . . . .. ... ... .. .. Jack Wagner
Ginger (1962-65) . . . ... ..... Charlene Salerno
Dean Hopkins (1964-66) . . .. ... ... Ivan Bonar
Greg(1965-66) . . . . ... ....... Greg Dawson
Sean (1965-66) . . .. ... ... .... Sean Morgan

PRODUCERS Ouzzie Nelson, Robert Angus, Bill Lewis, Leo
Penn

PROGRAMMING HISTORY 435 Episodes
« ABC

ADVERTISING

During ABC’s broadcast of Super Bowl XXIX in 1995
advertisers were willing to pay roughly $1 million to
secure 30 seconds of airrime. Pepsi-Cola purchased four
game slots, three of them a minute long, to launch its
“NOTHING ELSE IS A PEPSI” campaign. The $8 million
investment was deemed justifiable because Pepsi executives
expected the Superbowl to fulfill its projections: to attract
the largest television audience of the entire year. The exam-
ple is merely one indication of advertising’s central role in
the story of television.

In the beginning the numbers were hardly extraordi-
nary. In 1941, for example, Bulova Watches spent $9 to
buy time on the first advertising spot offered by NBC’s
fledgling New York station. Soon, however, success stories
such as the case of Hazel Bishop cosmetics, whose jump into
TV produced a sales explosion, convinced advertisers that
it was worthile to pay much more to reach the expanding
TV audience. Ad revenue fueled the television boom in the
United States during the 1950s, and by 1960 TV had
become the chief medium of national advertising, earning
$1.5 billion as a resulr. Rating agencies, notably A.C.
Nielsen Company, played a crucial role by measuring the
audience size and estimating the audience composition of
particular shows. Advertising shaped both programming
and the schedule to maximize hits, at that time, largely
sports and entertainment offerings. Indeed, ad agencies
controlled the actual production of many shows, securing
writers, technical personnel, and talent, and overseeing
scripts and production design. It was not until the quiz

Ocrober 1952—June 1956 Friday 8:00-8:30
October 1956-September 1958 ~ Wednesday 9:00-9:30
Seprember 1958-September 1961 Wednesday 8:30-9:00
September 1961-September 1963~ Thursday 7:30-8:00
September 1963—January 1966 Wednesday 7:30-8:00
January 1966-September 1966 Saturday 7:30-8:00
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scandals at the end of the decade led the networks to take
control of their programming that the advertising agencies
focused their work primarily on brokering air time and
producing commercial spots.

The success of commercial television as a medium
linked to the selling of products provoked an outcry. Vance
Packard’s 1957 exposé, The Hidden Persuaders, identified
television as one of the chief villains in the effort to manip-
ulate the American consumer. In 1961 the new FCC chair
Newton Minow told a strunned audience of broadcast exec-
utives that television was “a vast wasteland,” funded by a
seemingly endless supply of commercials.

Initially few countries followed the American example
of supporting their new broadcast media with a commercial,
adverriser supported financial base. Britain, Canada, and
much of western Europe organized television as public ser-
vice systems. Program development and production, as well
as the technical aspects of broadcasting, were funded in part
by taxes. But the expenses of television broadcasting were so
high and the private demand for commercial airtime so great
that some services accommodated advertising: the Canadian
Broadcasting Corporation used ad revenues to finance in-
digenous programming. Both Japan and Australia launched
separate commercial and public services in 1953. A year later
ad agencies, now fully international in scope and influence
(notably the American-based J. Walter Thompson agency)
played a part in convincing the British government to end
the BBC monopoly and allow a new channel, a commercial
service to be placed on the air.
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Kellogg's Tony the Tiger

Maytag’s Lonely Repairman Maytag’s Lonely Repairman
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Pillsbury’s Jolly Green Giant
Photos courtesy of Leo Burnert

Even so, television commercials, the visible artifacts of
advertising in their familiar 30 or 60—and later their 15—
second versions, long retained the imprint of their American
birth. Canadian advertisers hired American talent in New
York. Young and Rubicam, an American agency, created /ce
Mountain for Gibbs toothpaste, the first British television
commercial ever aired (September 1955).

The prevalent strategy of American advertising in the
1950s was the 60-second hard sell: hit the viewer with bits
of information, explain how the product was unique, repeat
this argument to drive home the message. The earnest
enthusiasm might please the advertisers but it disturbed its
victims. If American viewers were largely satisfied with their
television fare, according to a 1960 survey, they were upset
by the frequency, the timing, the loudness, and the style of
commercials. Still, few were ready to pay for noncommercial
television through their taxes or a license fee on the television
receivers that sat in their living rooms.

Television advertising grew more sophisticated and
extravagant during the 1960s. The advent of color TV
accentuated the visual dimension of advertising. The in-
creasing cost of air time fostered a move toward 30-second
commercials which relied on metaphor even more than
logic. Just as important was the “Creative Revolution”
which swept over Madison Avenue, led by newcomers and
new agencies who experimented with the soft sell. Their
emblem was the funny and imaginative Volkswagen cam-

Pillsbury’s Jolly Green Giant
Photos courtesy of Leo Burnert

paign that was widely credited with making the “Beetle” an
American icon. In fact commercials were more important
to Marlboro: sales doubled in the late 1960s, reaching 51.4
billion units, launching the brand on a trajectory that would
make it the American leader. One by-product of the “rev-
olution” was the appearance of spots which pleased viewers:
the bouncy tune and happy images of Coca-Cola’s famous
Hilltop (1971) may not have taught the world to sing, but
it led enthusiastic viewers to phone television stations re-
questing more showings of the ad.

After the mid-1960s, television advertising also became
a significant tool of public power. The free public service
announcement (PSA) won favor as a way of convincing
people to donate moneys, to stop smoking or drinking and
driving, to fight drugs.

Political advertising was transformed by Daisy, a min-
iature horror movie which used visuals to link Republican
candidate Barry Goldwater to a nuclear holocaust. Shown
only once (on CBS, 7 September 1964), the outcry it
provoked amply demonstrated how the political spot could
be an emotional bomb. By 1988 half of the $92.1 million
expended by George Bush and Michael Dukakis went to
advertising, mostly on television. Even if these sums were
much smaller than Coca-Cola or Procter and Gamble
might spend in any given year, political advertising now
challenged the news as the chief source of election dis-
course, evidenced by the attention paid to the “Willie



Horton” attack ads which smeared Dukakis in 1988. By
Campaign ‘94, not only had total ad spending approached
$1 billion but negative advertising had exploded in what
Advertising Age (November 14, 1994) called “the season of
sleaze.” Meanwhile the partial repeal of the Fairness Doc-
trine in 1987 had opened the airwaves to advocacy adver-
tising. In 1993 the Health Insurance Association of
America managed to catalyze public suspicion of the Clin-
ton Health Initiative with its “Harry and Louise” spots,
which eventually contributed to the defeat of health reform.

Americans have remained the masters of political and
advocacy advertising. Not so in other realms, however. The
inventiveness declined in part because the “Creative Revo-
lution” waned in the 1970s. American advertisers came to
favor once more the hard sell. Another reason lay in the
victory of private over public television in country after
country, thereby creating new channels for advertising. In
the Third World, ad revenues were crucial to the expansion
of television, though a fear of excessive commercialism jus-
tified Indonesia’s ban on television ads in 1981. First in [taly
(mid-1970s), then in France (mid-1980s), and soon every-
where, the airwaves of western Europe were opened to
private television. Following the collapse of the Soviet em-
pire, ads swiftly appeared in eastern Europe and Russia—the
Marlboro cowboy, banned from American screens after
1970, could be found riding proudly on Russian television
in the summer 0f 1993. The spread of satellite TV in Europe
after 1990 offered even more time for marketing,

The British were the first to break free from American
tutelage. There, ad-makers refined the ironic sell—one of
the first major successes was the ongoing Heineken “Re-
freshes” campaign launched in 1974 —-which became a key
marketing strategy in Europe and America during the late
1980s. Also in the 1970s, the British government sponsored
social ads to shape public behavior, an initiative that was
pursued in Canada as well, where the state often proved the
largest single advertiser. British ad-makers soon developed
the shock-style of social advertising which used brutal im-
ages of misery, death, and horror to jolt people out of their
complacency. This too became commonplace in the late
1980s and early 1990s, during the global war against AIDS,
drugs, drinking and driving, racism, hunger, and other ills.

Worldwide, the best of television commercials had
become works of art that reflected the tastes, the fears, and
the hopes of their communities. The sums of money spent
on making commercials were enormous: it was estimated
that the ads for Pepsi-Cola’s “New Generation” campaign
of the mid-1980s cost about $20,000 a second to produce,
far more than regular TV programming. European ad-mak-
ers usually eschewed the American passion for the hard sell
and comparative advertising. Many ads acquired a kind of
national signature: bizarre imagery (France), a humorous
emphasis (Britain), gentleness (Canada), sensuality (Brazil
and France), exposé (Germany), or beauty (Japan). Run-of-
the-mill advertising mighe still irritate. But in the 1980s
television networks offered up collections of old and new
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ads, movie houses showed the world’s best (the Cannes
award winners), newspapers and magazines reviewed ads
and advertising trends. There was some truth to the claim
by Marshall McLuhan—-cited once again by Time in
1990—that advertising was “the greatest art form of the
wwentieth century.”

It would, of course, be an exaggeration to apply that
label to every form of television advertising. Consider the
infomercial. American ad-makers pioneered this form dur-
ing the late 1980s. Typically the infomercial is a sponsored
message, 30 minutes long, which masquerades as a regular
program, often as a talk or interview show complete with
commercial inserts. The form has been used to hype hair
restorers, diet plans, memory expanders, real estate tech-
niques, living aids, gym equipment, and so on. The earnest
enthusiasm of the infomercial harks back to the ad style of
the 1950s, while the element of direct response (the insis-
tence on phoning now to purchase the brand) looks forward
to the future of interactive television. The infomercial
proved so successful by the mid-1990s that it had spread into
Britain and western Europe. In the United States and Can-
ada major national marketers such as Ford or Philips were
experimenting with this long-form advertising. It was esti-
mated that infomercials were generating around a billion
dollars worth of ad business a year.

That figure nevertheless remains modest by comparison
with the scale of conventional television advertising. Alto-
gether, television attracted over $34 billion of the total $150
billion of U.S. advertising volume in 1994, which put the
medium roughly on a par with newspapers. Indeed TV beat
out all other media in Japan, Germany, Britain, France, Italy,
Brazil, and Spain. Only in South Korea and Canada were
newspapers ahead, and in Canada that was because advertisers
could reach so many customers via American television.

Yet such success was little comfort to an industry wor-
ried by the future of pay or subscriber-based television. The
record of television advertising as a marketing tool is not
spectacular: people avoid, discount, or disdain most com-
mercials they see. The enormous clutter of ads on television
has made recent campaigns much less memorable than ten
or twenty years ago, or so surveys suggest. In 1994 Edwin
Artzt, then chair of Procter and Gamble, the largest single
TV advertiser in the United States (spending $1,051.2
million in 1993), frightened listeners at the American Asso-
ciation of Advertising Agencies with his warning that ad-
supported television could soon disappear.

Many people would find that welcome, though they
would be less impressed with Artzt’s proposed remedy, a
return to the days of sponsor-controlled programming. The
laments of a Packard or a Minow have been echoed by an
assortment of critics around the world who have blamed
advertising for vulgarizing TV, degrading politics, and em-
phasizing materialism. Indeed, television advertising is often
viewed as the most potent agent of a gospel of consumption.
A central tenent of that gospel preaches that satisfaction is
for sale. “What advertising has done is to seep out beyond
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its proper sphere,” asserted Mark Crispin Miller in a NBC
documentary Sex, Buys, and Advertising (aired July 31,
1990), “and to kind of take over the culture.”

Ultimately such claims rest upon a presumption of the
awesome cultural power of advertising. Advertising has con-
ditioned the character of television programming, some-
times even inspired a program: Coca-Cola’s Mean Joe Greene
(1979) was the model for a later NBC movie. Ad slogans
have entered the common language: “Where’s the beef?”
(Wendy’s) found a place in the 1984 presidential campaign.
Ad critters, notably Kellogg’s Tony the Tiger, have become
kids’ favorites. Ad stars have become famous: the appearance
of Nick Kamen ina Levi’s 501 ad in Britain in the mid-1980s
made him a symbol of male sensuality.

Such examples demonstrate that commercials are an-
other source of popular culture, a vast collection of meanings
and pleasures created by the public to understand and enrich
their ordinary experience. The appropriation, creation, and
manipulation of these meanings and pleaures by those who
assume that they help to sell products continues to be a
source of intense cultural and social scrutiny and debate. All
the while, the variety of effects of TV advertising on our lives
remain contested and unproven.

—Paul Rutherford
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ing seeks a favorable political climate for the expansion of
its sponsors’ commercial activities and interests. One of the
earliest campaigns of its kind dating to 1908, for example,
promoted the “universal service” of the AT and T Bell
System telephone monopoly. By the late 1920s public-
minded “progress” had become the highly advertised hall-
mark of General Electric (GE), General Motors and other
center firms. The practice picked up political significance
during the New Deal and later during World War II, when
all manner of advertising promoted business’s patriotic
sacrifice and struggle on the production front.



After the war, business leaders remained suspicious of
centralized government, confiscatory taxation, politically
powerful labor, and what many believed to be the public’s
outmoded fear of big business. In bringing postwar public
and employee relations to television, business invested in
programs whose objectives ranged from economic education
to outright entertainment. Factory processes and free enter-
prise rhetoric appeared regularly. The National Association
of Manufacturers, for example, launched Industry on Parade,
asyndicated telefilm series that toured the nation’s industrial
centers. Initially produced by the NBC News film unit, the
series ran from 1951 t 1958. Business and trade groups
worked television into training and employee relations.
Drexel Institute of Technology’s University of the Air, for
example, took advantage of marginal television time in the
Philadelphia area for noon-hour panel discussions of labor-
management issues. Designed for in-plant reception by au-
diences of supervisory trainees and managers, the scenes
attracted spouses in the home viewing audience, who, one
publicist proudly noted, had become the new fans of indus-
trial human relations.

Entering television for the first time, major corpora-
tions predicated their public and employee relations activi-
ties upon the experience of entertainment. General Electric
and DuPont, both active in economic education, favored the
editorial control of dramatic anthology programs. The com-
pany voice specialists of the General Electric Theater ruled
out the sponsorship of panel discussions such as Meet the
Press and Youth Wants to Know, because the format posed
the threat of comment inimical to business. DuPont contin-
ued its investment in tightly controlled drama with the
transfer of radio’s Cavalcade of Americato television in 1952.
DuPont specialists justified their television investment with
projected declining costs per-thousand, that by 1954 would
equal radio’s peak year of 1948. Further delineating the
audience for company voice messages, specialists anticipated
the maturity of a generation with no first hand knowledge
of the Depression—or as GE’s Chester H. Lang put it, “no
adult exposure to the violent anti-business propaganda of
the ‘depression’ years. The opinions the young people form
now, as they grow up,” Lang explained, “will determine the
climate in which we will operate in the decades of their
maturity.” “Television offers us the most effective medium
ever created by man for the communication of ideas and
attitudes.” DuPont’s F. Lyman Dewey suggested that his
company’s investment in television affirmed its executives’
appreciation of the fact that there was no longer a question
of “shall we as DuPont representatives use these powerful tools
of communication—but shall we use them well.”

Recoiling from television’s expense and unproved ef-
fect, other company voice advertisers hesitantly incorpo-
rated the new medium into their plans. More than a few
invested in alternating-week sponsorships that further di-
vided commercial breaks between product sales and com-
pany voice messages. U.S. Steel predicated its television
plans in part upon a tax code that allowed deductions for
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product sales and company voice advertising as a business
expense. Its first telecast Christmas night 1952 presented
Dickens” A Christmas Carol. The U.S. Steel Hour later
apportioned commercial breaks between company voice
messages read by “Voice of U.S. Steel” announcer George
Hicks, and industry-wide product sales promotions acted
out by U.S. Steel’s “family team” Mary Kay and Johnny.

Spectacular programs built around light entertainment,
sports and special events presented sponsors as adjuncts of
national life and culture. General Motors, reminiscent of its
massive investments in wartime institutional advertising,
entered television in the 1952/53 season with a weekly
schedule of NCAA Football, followed by the Eisenhower
Inauguration and the Coronation of Elizabeth II. Ford
Motor Company and the electrical industry each invested in
light entertainment. The success of the Ford 50th Anniver-
sary Show simultaneously telecast on NBC and CBS led to
similarly conceived “horizontal saturation” for the 1954
television season. Light’s Diamond Jubilee, for example, a
two-hour spectacular celebrating the 75th anniversary of
Thomas Edison’s invention of the electric light, appeared on
four networks. The David O. Selznick production featured
a filmed talk by President Eisenhower, narration by Joseph
Cotten and sketches and musical numbers with Walter
Brennan, Kim Novak, Helen Hayes, Lauren Bacall, David
Niven, Judith Anderson and Eddie Fisher.

By the mid-1950s nearly every major American corpo-
ration had entered television to build audiences for company
voice advertising. The Aluminum Company of America
sponsored Edward R. Murrow’s See It Now to boost its name
recognition with the public and with manufacturers using
aluminum. Reynolds Aluminum sponsored Mr. Peepers.
while the Aluminum Company of Canada with others spon-
sored Omnibus. Underwritten by the Ford Foundation as a
demonstration of “television at its best,” the Sunday after-
noon series presented diverse entertainments hosted by Al-
istair Cooke. Not averse to commercial sponsorship,
Omnibus anticipated the “making possible” program envi-
ronment of the Public Broadcasting Service.

While politically active corporations embraced the presti-
gious possibilities of drama, light entertainment and special
events, by 1960 many had become willing sponsors of science,
news and documentary programs. The promotion of scientific
and technological competence took on special urgency after the
Soviet launch of the Sputnik spacecraft in1958. The corporate-
cool television presence of the Bell System exemplified the trend.
In 1956 Bell entered television with half-hour dramas entitled
Telephone Time. 110 episodes ran until 1958 dramatizing the
success stories of “little people.” In 1959 Bell returned to the air
with four musical specials that evolved into the Bell Telephone
Hour. Light orchestral music, musical numbers and ballet se-
quences accompanied “Of time and space” company voice
messages. Bell also developed preemptive documentary pro-
grams on weather, genetics, circulation of the blood and cosmic
rays, and the Threshold series treating the American space pro-
gram. Bell also purchased related CBS documentaries such as
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“Why Man in Space?” Adopting a similar strategy, Texaco, Gulf
and Westinghouse each televised network news and special
events laden with scientific and technological news value. Texaco
became an early sponsor of NBC’s Huntley-Brinkley Report. The
“unassuming authenticity and easy informality” of co-anchors
Chetr Huntley and David Brinkley were thought to complement
Texaco’s “dependability” message. Gulf raised its institutional
profile with “instant specials” featuring NBC correspondent
Frank McGee, who covered the events of the 1960 presidential
campaign and the U.S. space program. Documentary films such
as “The Tunnel” rounded out the schedule. Westinghouse Pres-
ents featured documentary specials “Our Man in Vienna” with
David Brinkley, “The Land” with Chet Huntey and “The
Wacky World of Jerry Lewis.” Company voice messages pro-
moted Westinghouse’s “scientific achievements, dedication and
sincere interest in people,” qualities thought to mitigate the
negative public relations impact of 641 civil damage suits stem-
ming from charges of price-fixing.

The multinational aspirations of Xerox Corporation
sought complementary qualities of excellence. Not unlike
the program strategies pursued by steel, automotive and
electrical producers, Xerox embarked upon an aggressive
public relations campaign by purchasing programs that “get
talked about”: Huntley-Brinkley Reports treating the Krem-
lin, Communism, Jimmy Hoffa, Cuba and Korea, the mak-
ing of the president, 1960 and 1964, and a series of
90-minute specials dramatizing the work of United Nations
social agencies. Broadcast without commercial interruption
on NBC and ABC, the U.N. series targeted the international
community identified as key to the expansion of the office
copier market. A model of corporate underwriting, Xerox’s
U.N. dramas won critical acclaim that helped justify the
series’ $4 million expense to stockholders who questioned
its value. The series’ most celebrated program, “Carol for
Another Christmas,” featured a Rod Serling script that
revisited the horrors of Hiroshima, the millions unavailable
to Western abundance, and the bleakest of futures prefig-
ured by the hydrogen bomb. Xerox later sponsored Civilisa-
tion with Kenneth Clark. Thirteen one-hour programs
presented “leading social issues and advanced art forms”
reviewing “1600 years of Western man’s great art and
ideas. . . man at his finest on television at its finest.”

While company voice advertisers of the early 1950s antic-
ipated the maturity of a television generation with no direct
knowledge of the Depression, the company voice advertisers of
the early 1960s bemoaned that generation’s expectation that
business extend its interests beyond the balance sheet to include
social goals in the areas of minority employment, consumer
protection and environmentalism. Public opinion pollster Louis
Harris described the public image of U.S. business as “bight, but
flawed.” Specialists set out to narrow the distance between
corporate claim and performance said to be as great as the
so-called generation gap. Not only had society become more
impersonal and complex, they argued, but increasingly polarized
and problematic. Hoping to erase lingering doubts about
advertising’s impact and effect, specialists sharpened claims for

advocacy advertising as “the one remaining tool with which
business can apply counter pressure in an adversary society.”

John E. O’'Toole, the thoughtful president of the Mad-
ison Avenue agency Foote, Cone and Belding, suggested that
business leaders learn to emulate the “adversary culture” of
intellectual and academic pursuits, political activists and
consumer groups “who seek basic changes in the system.”
O’Toole noted that while each “culture” had necessary and
legitimate functions, the adversary culture dominated the
media. In complex times, O’ Toole argued, business should
make certain that its unique claims of social leadership rose
above the dissident clutter.

Led by the oil industry, the 1970s witnessed significant
investment in company voice television. Reeling from the
public relations fallout of rising energy prices, American-
based petroleum producers became a presence on the Public
Broadcasting Service. Mobil's Masterpiece Theatre with
one-time Omnibus host Alistair Cooke debuted in January
1971. As historian Laurence Jarvik notes, Mobil soon dis-
placed the Ford Foundation as the single largest contributor
to public television, raising its initial program grant of
$390,000 to $12 million by 1990. Masterpiece Theatre,
Mystery! and Upstairs, Downstairs provided cultural cover
for a heavy schedule of combative advocacy ads published
in the op-ed sections of The New York Times and the
Washington Post. In the late 1970s the ad campaign came
to television: elaborately costumed “A Fable for Now” spots
featuring mimes Shields and Yarnell, the Pilobolus Dance
Theatre, the Louis Falco Dance Company, the Richard
Morris Dance Theatre and members of the American Ballet
Theatre enlivened Mobil’s anti-regulatory rhetoric in par-
ables of scarcity and abundance drawn from the animal
kingdom. “Mobil Information Center” spots aired locally
before network newscasts employed an anchorman-corre-
spondent simulation to tout “the freedom of the press,”
along with the pro-growth logic of offshore drilling, nuclear
power plant construction, deregulation of natural gas and
the restriction of environmental regulation.

While sympathetic critics wondered if Mobil could
have carried out its advocacy campaign without the expense
of television drama, others suggested that big oil’s enthusi-
astic underwriting of public television had turned PBS into
the “Petroleum Broadcasting Service.” PBS president Law-
rence K. Grossman urged perspective on the funding issue.
In 1977 Grossman explained that though oil company
funding had increased tenfold since the early 1970s, oil
company moneys represented less than 3% of system in-
come. “What conclusion,” asked Grossman, “do we in pub-
lic television draw from these numbers? Not that oil
companies should contribute /less but rather that corpora-
tions of all other types should be asked to contribute more!”

By 1983 corporate support for PBS had flattened out
at $38 million for the two previous years, presaging a
decade of declining Federal appropriations that left PBS
ever more dependent upon the market for support. In%
1981 newwork officials won congressional approval for an



18-month experiment in “enhanced underwriting.” Two-
minute credits at the beginning and conclusion of pro-
grams telecast by nine PBS affiliates allowed mention of
brand names, slogans and institutional messages beyond
previously restricted verbal mentions and static displays of
logos. The discussion of corporate mascots, animated
logos, product demonstrations and superlatives to tap a
new class of advertising revenue alarmed established un-
derwriters. In an effort to conserve PBS’ unclurtered insti-
tutional character, national program underwriters Mobil,
the Chubb Group of Insurance Companies, Chevron, AT
and T, Exxon, Ford, General Electric, IBM, GTE, J.C.
Penny, Morgan Guaranty Trust, Owens-Corning and oth-
ers formed the Corporations in Support of Public Televi-
sion (CSPT). The CSPT promoted the concept of “quality
demographics” among potential corporate underwriters
who desired to advertise “excellence,” social cause identi-
fication and the occasional product.

AT and T, for example, had recently provided $9
million for expanded one-hour coverage of the Mac-
Neil/Lehrer Report (later News Hour). Emphasizing perfor-
mance and communication, specialists expected the buy to
enhance AT and T’s image as an information provider after
of its breakup into regional “Baby Bells” by the U.S. Justice
Department.

Reviewing their company voice accounts, specialists
themselves perhaps wondered just what effect their long-
term advertising campaigns had bought. Increasingly busi-
ness found itself the subject of critical television news stories
treating the environment, the OPEC oil shock, inflation and
recession. Corporate critics charged that public television
had become a prime example of what Alan Wolfe described
as “logo America,” in which “the only price a company will
charge for its public service activities is the right to display
its logo.” Near the opposite end of the political spectrum,
critic David Horowitz described PBS’ broadcast schedule as
a “monotonous diet of left-wing politics,” though it would
have been hard to find such programs equaling the possibil-
ities, much less access, available to the company voice adver-
tiser. Mobil, for example, financed an hour-long PBS
documentary program criticizing the anti-business thrust of
prime time network television drama. Hosted by writer
Benjamin Stein, Hollywood’s Favorite Heavy: Businessmen on
Prime Time TV used clips from Dallas, Dynasty and Falcon
Crest to contend that television had destroyed youth’s out-
look upon business and business ethics. A peculiar assump-
tion, wrote critic Jay Rosen in Channels magazine, since
television itself was a business, and advertisements had made
consumption “the nearest thing to religion for most Ameri-
cans.” Mobil, however, had decided that it could not coun-
tenance Blake Carrington, J.R. Ewing and other stereotypes
of rapacious businessman in prime time. Interestingly, Gen-
eral Electric declined to join Mobil as a Hollywood's Favorite
Heavy underwriter, preferring instead to stick with its “We
Bring Good Things to Life” spot campaign. Having re-

thought its aversion to panel discussions, GE aired its “Good
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Things” campaign on ABC’s This Week with David Brinkley
and The McLaughlin Group. The latter appeared commer-
cially on NBC'’s five owned and operated stations, and
publicly on a 230 station PBS network.

As the century draws to a close and funding for all forms
of television continues to be squeezed by new outlets and
new technologies such as computer access to the Internet,
corporations continue to seek new connections to media.
The trend that began with the origins of mass media shows
no sign of abating.

—William L. Bird Jr.
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ADVERTISING AGENCY

n the early years of U.S. broadcasting it did not take long

for advertising agencies to embrace new media. Fortu-
nately for advertisers, the ability to reach a mass audience
with radio intersected with an expansion of the American
economy in the 1920s. The techniques of mass production
championed by Henry Ford, the rise of Taylorism, and an
increase in disposable income in the years following World
War [ sustained an ideology of consumption that advertising
both reflected and nurtured. NBC President Merlin H.
Aylesworth proclaimed that radio was “an open gateway to
national markets, to millions of consumers, and to thou-
sands upon thousands of retailers.”

The vision of eager consumers gathered around this
remarkable appliance was irresistible to potential sponsors.
The expansion of commercial broadcasting came with such
astonishing speed that by 1931 radio was an enormous
industry, accounting for $36 million in time sales on the
networks alone. Larger agencies such as N.W. Ayer, BBDO,
and J. Walter Thompson set up broadcasting departments
and actively encouraged clients to pursue the medium.

The emergence of radio as an economic force was
reflected in a crucial change regarding program development
at the agency level. Through the 1920s most commercial
programming originated with networks or local stations,
with the agency serving as broker, casting about for clients
willing to purchase the rights to a broadcaster-produced
show. By the eatly 1930s, however, the agencies had reversed
the equation—they were developing shows in-house for
clients, then purchasing air time from the broadcasters. The
key function for the agency thus became to analyze a client’s
particular needs and design an entire program around it, an
enormously complex and financially risky undertaking, yet
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one in which Madison Avenue was entirely successful. By
the end of the 1930s, agencies produced more than 80% of
all network commercial programming,.

With the advent of commercial television in 1946, there
was considerable sentiment within the networks that pro-
gram creation and execution would best be left in their
hands, although the personnel demands and expense of
video production made it impossible for any network to
produce all its programming in-house. Thus, as in radio,
agencies assumed a major role in the evolution of the televi-
sion schedule. There was not, however, a wholesale rush of
sponsors begging to enter the medium, and the networks
were compelled to offer time slots at bargain rates to attract
customers. Companies such as Thompson, and Young and
Rubicam, had already developed some television expertise,
but the vast majority of agencies found themselves at the
bottom of a very steep learning curve. Still, Madison Avenue
produced some of the most enduring programs of the
“golden age” of television, including Texaco Star Theater,
Kraft Television Theatre, and The Goldbergs.

As more stations began operation—particularly after
1952—the cost of purchasing air time on the networks and
local stations increased dramatically, as did production bud-
gets. Most agencies accepted as an economic fact that they
could no longer afford to create and produce their own
shows as they had in radio, and the recognition on Madison
Avenue that complete control of television production was
unprofirable to the agencies themselves contributed to the
evolution in programming hegemony away from the agen-
cies to the networks. Thus, agencies never assumed the kind
of production control in television they enjoyed in radio;
they could never put into play the same economies of scale



as the networks and independent producers. The 15% com-
mission that served as the source of agency revenue simply
was not enough to cover the ever-increasing expenses asso-
ciated with television production. Many agencies subse-
quently shifted their emphasis to the production of
commercial spots, while others moved aggressively into syn-
dication, forming partnerships with Hollywood producers
to create filmed series that could be sold to a variety of
sponsors.

As costs rose during the 1950s, the gap between agency
income and expenses narrowed considerably, forcing a re-
consideration of organizational structure, leading to the
emergence of what was termed the “all-media strategy,”
which remains the dominant paradigm. Most agencies had
relied on specialists in a strict division of labor such that a
client’s advertising might be divided up between three or
four different departments. The all-mediaapproach rejected
this diffusion of responsibility, placing a single person or
team in charge of a client’s overall needs. By eliminating
specialists and fostering cooperation between divisions,
agencies could streamline personnel, coordinate functions,
improve efficiency and thereby reduce overhead.

Advertising agencies had an agenda distinct from that
of their clients. Although publicly they represented the
clients’ interests, many Madison Avenue executives also
promoted network control of programming in the trade
press. Because of their concerns over the increasing costs
and complexities of program production, and their frus-
tration with mediating disputes between advertisers and
networks, many hoped television would not continue the
radio model of sponsor ownership of time slots. Con-
cerned that the expense of television programming far
outstripped that of radio production, agency executives
sought ways to develop television as a mass advertising
medium while also seeking to avoid draining agency reve-
nues with television program costs. In this sense, the
evolution of the all-media strategy is illustrative of how the

ADVOCACY GROUPS

dvocacy groups—also called public interest groups, cit-

izen groups, consumer activist groups, and media re-
form groups—have existed in the United States since the
1930s as consumer checks on a broadcast industry where
decisions quite often have been based not on public interest
standards but rather on economic incentives and regulatory
mandates. Advocacy groups have carved a niche for themselves
in the broadcast industry’s policy-making apparatus by first
defining key public interest issues and then by advocating ways
by which broadcasters may address these issues.

Advocacy group characteristics have varied widely.
Some have operated nationally with or without local chap-
ters, and some have operated only locally. Some have re-
mained active for many years, whereas the life span of others
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economic pressures brought to bear on agencies during the
1950s changed the way Madison Avenue approached pro-
gramming, from an advertising vehicle to one (albeit pri-
mary) component of a marketing plan.

Today, the advertising agency is primarily responsible
for the production of commercial spots as well as the pur-
chasing of air time on behalf of clients. The situation has
become murkier in recent years, however, as some large
companies (Coca-Cola, for example) have begun producing
much of their own advertising in-house, bypassing Madison
Avenue. Further, the networks now frequently approach
potential advertisers directly rather than going through the
client’s agency. In an era when even large shops such as
Chiat/Day are acquired by enormous multinational holding
companies, the role of the agency is now focused more on
using powers of persuasion in many different media than
merely in creating a single great advertisement.

—Michael Mashon
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has been brief. Some advocacy groups have been well-fi-
nanced, often receiving substantial foundation funding,
while others have operated with little financial support.
Practically all advocacy groups have relied on newsletter
subscriptions, video purchases, and lectures as means of
raising money. Finally, some advocacy groups have devoted
exclusive attention to the broadcast industry, whereas other
groups with a more varied menu of concerns have developed
subsidiary units to deal with broadcast-related issues.

The total number of advocacy groups, past or present, is
difficult to determine, given their ephemeral nature. However,
a 1980 publication listed some 60 national and 140 local
advocacy groups. Some of the more prominent groups have
included the National Association for Better Broadcasting, the
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National Citizens Committee for Broadcasting, Action for
Children’s Television, Accuracy in Media, the National Black
Media Coalition, and the Coalition for Better Television.
Besides these, the Office of Communication of the United
Church of Christ has been a particularly effective advocacy
group as have the Media Task Force of the National Organi-
zation for Women and the National Parent Teachers Associa-
tion. Assisting these groups in legal, regulatory, and legislative
matters have been pro bono public interest law firms such as
the Citizens Communication Center.

Early advocacy groups such as the Radio Council on
Children’s Programming and the Women’s National Radio
Committee, both formed in the 1930s, were concerned with
program content. Group members monitored radio pro-
grams, reported their opinions on acceptable and unaccept-
able content in newsletters, and gave awards to radio stations
and networks airing exceptional programs. That practice
and mode of consumer/broadcaster interaction continued
until the 1960s when the broadcast industry became caught-
up in a sweeping consumers’ movement. During the latter
part of the 1960s, advocacy groups, led most effectively by
the United Church of Christ, began challenging television
station license renewals through a legal instrument called a
“petition to deny.” Such petitions were aimed at denying
license renewal for television stations whose programming
or employment practices were considered discriminatory.
Advocacy groups also were successful in forcing broadcasters
to accede to programming and minority employment de-
mands contained in “citizen agreements.” When such un-
precedented public access into the regulatory and station
decision-making process won approval of both the federal
courts and the Federal Communications Commission
(FCC), advocacy groups blossomed.

The most common targets of advocacy groups during
the 1970s continued to be minority programming and em-
ployment practices. However, violent program content,
children’s programming, and general public access to the
airwaves also took on significance. Advocacy group tactics
during this period included the petitions to deny and citizens
agreements noted above as well as participation in FCC rule
making and congressional hearings, actual or threatened
program sponsor boycotts, and publicity. Advocacy group
achievements during the 1970s usually came in small doses,
but major successes included the improvement in broadcast
station employment opportunities for women and minori-
ties, greater public participation in the broadcast regulatory
process, improvement in children’s programming, and the
banishment of cigarette advertising from the airwaves.

The nature of advocacy groups began to change during
the 1980s. A more conservative political agenda derailed the
consumers’ movement that had bolstered the more liberal-
minded advocacy groups of the 1970s. Moreover, public
interest law firms and foundations that had funded many of
the more prominent advocacy groups during the 1970s
began either disappearing or turning their attention else-
where. Changes in the broadcast industry itself—

deregulation, the rise of cable television, and changing sta-
tion/network ownership patterns—also reversed many of
the early advocacy group achievements and left the leader-
ship as well as membership of many of the groups in disarray.

Advocacy groups did not disappear; rather their issue em-
phasis took a decidedly conservative turn. Groups such as Accu-
racy in Media and the Coalition for Better Television gained
momentum in the 1980s with a large constituency, substantial
funding, and a focus on ridding the airwaves of programs that
either were biased in news reporting or contained an excess of
sex and violence. Extensive mailing lists also helped these groups
to quickly galvanize public support for their causes.

Advocacy groups promoting a liberal agenda and with
sights set on molding public opinion on a more tightly
focused set of special interests than in the past also began
appearing in the 1990s. These interests included gun con-
trol, AIDS awareness and prevention, abortion rights, world
hunger, and the environment. Led by Amnesty Interna-
tional, the Environmental Media Association, and Center
for Population Options, these advocacy groups succeeded to
some extent by convincing a number of television network
producers to insert messages in prime-time entertainment
programs that addressed the advocacy groups’ concerns.

The role of advocacy groups through the years has
engendered a mixture of praise and criticism. While the
objectives, methods and zealotry of some groups have met
with scorn, the efforts of others have been viewed as benefi-
cial for, at the very least, making the broadcast industry
sensitive to public needs and concerns.

—Ronald Garay
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AILES, ROGER

U.S. Media Consultant/Producer/Executive
Roger Eugene Ailes is one of television’s most versatile,

outspoken, and successful producers and consultants.
He has been described as “the amusingly ferocious Repub-
lican media genius” and a “pit-bull Republican media strat-
egist turned television tycoon.” He has had a variety of
careers, including producer of television shows, Shakespear-
ean plays, and Off-Broadway, and president of the cable
television channels CNBC and America’s Talking.

Ailes’ career in television began in Cleveland, Ohio,
where he was a producer and director for KYW-TV, for a
then-locally produced talk-variety show, The Mike Douglas
Show. He later became executive producer for The Mike
Douglas Show, which syndicated nationally. He received two
Emmy Awards for The Mike Douglas Show (1967, 1968). It
was in this position, in 1967, that he had a spirited discussion
about television in politics with one of the show’s guests,
Richard Nixon, who took the view that television was a
gimmick. Later, Nixon called on Ailes to serve as his execu-
tive producer of TV. Nixon’s election victory was only Ailes’
first venture into presidential television.

Ailes founded Ailes Communications, Inc., in New
York in 1969, and consulted for various businesses and
politicians, including WCBS-TV in New York. He also tried
his hand in theater production with the Broadway musical
Mother Earth (1972) and the off-Broadway hit play Hot-L
Baltimore (1973-76), for which Ailes received 4 Obie
Awards. He was executive producer for a television special
The Last Frontier in 1974. He produced and directed a
television special, Fellini: Wizards, Clowns and Honest Liars,
for which he received an Emmy Award nomination in 1977,

Ailes carried out political consulting for many candi-
dates during the 1970s and 1980s, but returned to presiden-
tial campaigning as a consultant to Ronald Reagan in 1984.
He is widely credited with having coached Ronald Reagan
to victory in the second presidential debate with Walter
Mondale after Reagan had disappointed his partisans with a
lackluster effort in the first debate. In 1984, Ailes won an
Emmy Award as executive producer and director of a televi-
sion special, Television and the Presidency. In 1988, Ailes
wrote a book with Jon Kraushar, You Are the Message: Secrets
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of the Master Communicators, in which he discusses some of
his philosophies and strategies for successful performance in
the public media eye.

Ailes also won acclaim for his work in the 1988 presi-
dential election, in which he helped guide George Bush to a
come-from-behind victory over Michael Dukakis. He did
not work on the losing 1992 Bush campaign against Bill
Clinton. In 1991, Ailes convinced a syndicator to bring
Rush Limbaugh from radio to television and became exec-
utive producer of the late-night show. He announced his
withdrawal from political consulting in 1992.

In 1993, Ailes became president of NBC’s cable chan-
nel CNBC and began planning another NBC cable channel,
America’s Talking. The new channel debuted on 4 July
1994. Ailes also hosts his own nightly show, Straight For-
ward. Since Ailes took over at CNBC, ratings have increased
50% and profits have tripled.

—Lynda Lee Kaid

Roger Ailes
Photo courtesy of CNBC
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ROGER (EUGENE) AILES. Born in Warren, Ohio, U.S.A,, 15
May 1940. Graduated from Ohio University, Athens, Ohio,
B.A. 1962. Began television career as property assistant, 7he
Mike Douglas Show, KYW-TV, Cleveland, Ohio, 1962;
producer, 1965; executive producer, 1967-68; media ad-
viser to Richard M. Nixon Presidential Campaign, 1968;
founder Ailes Communication, a media production and
consulting firm, 1969; producer, Broadway plays, Mother
Earth, 1972, The Hot L Baltimore, 1973-76; producer,
various television specials, 1974-82; media consultant, Ron-
ald Reagan Presidential Campaign, 1984; George W. Bush
Presidential Campaign, 1988; various senatorial and con-
gressional campaigns; president, CNBC, cable television
network, 1993-96; president and program host, America’s
Talking, and all-talk cable television network, 1994-96;
chair and chief executive officer of FOX News and the FOX
News Channel, from January 1996. Honorary Doctorate,
Ohio University. Recipient: Obie Award, Best Off-Broad-
way Show, 1973; Emmy Award, 1984.

TELEVISION
1991 An All-Star Tribute to Our Troops (producer)

PUBLICATIONS

“Attorney Style: Charisma in a Court Counts.” The National
Law Journal (New York), 21 July 1986.

You Are the Message. Garden City, New York: Doubleday,
1987.

“The Importance of Being Likeable.” Reader’s Digest
(Pleasantville, New York), May 1988.

THE ALCOA HOUR

U.S. Anthology Drama

he Alcoa Hour was a 60-minute live anthology drama

which replaced The Philco Television Playhouse and
began alternating broadcasts with The Goodyear Theatre in
the fall of 1955. (For a few months Philco, Alcoa, and
Goodyear shared a three-way alternation of the Sunday eve-
ning 9:00 to 10:00 P.M. slot on NBC. Philco withdrew
sponsorship in early 1956.) The program was sponsored by
the Aluminum Corporation of America and was produced
by Herbert Brodkin, formerly of ABC-TV. Among the
program’s directors, many of whom went on to distin-
guished careers in television and film, were Dan Petrie,
Robert Mulligan, Sidney Lumet, and Ralph Nelson. Com-
ing near the end of the “golden age” of live television
anthology drama, The Alcoa Hour had a relatively short run
of just under two years, but this was despite generally high
quality programs and mostly favorable reviews.

The first broadcast of The Alcoa Hour was on 16 Octo-
ber 1955. An original teleplay by Joseph Schull entitled “The
Black Wings,” the production starred Wendell Corey and
Ann Todd and was directed by Norman Felton. Both Variezy
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York), 21 August 1989.

“How to Make a Good Impression.” Reader’s Digest
(Pleasantville, New York), September 1989.

“A Few Kind Words for Presenter Tip O'Neill.” Advertising
Age (New York), 8 January 1990.

“They Told the Truth...Occasionally.” Adweek’s Marketing
Week (New York), 29 January 1990.

“How to Make an Audience Love You.” Working Woman
(New York), November 1990.

“Campaign Strategy.” Time (New York), 11 May 1992.

“Lighten Up! Stuffed Shirts Have Short Careers.” Newsweek
(New York), 18 May 1992.
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and The New York Times praised the high quality of acting
and the attractive sets bur criticized the script. Times re-
viewer ].P. Shanley went so far as to say thart the story was
“melodramatic hogwash.” Schull’s narrative dealt with a
German physician (Corey) who had been a Luftwaffe pilot
during World War II. He secretly endows a clinic for the
treatment of victims of a bombing raid he led over England,
then falls in love with an English girl (Todd) who was
crippled by the bombing. In spite of the script’s weaknesses,
the program was deemed a success because of the excellent
performances and fine directing, and critics felt that 7he
Alcoa Hour would become a worthy successor to the famous
Philco Television Playhouse.

During its two years, The Alcoa Hour broadcast a wide
variety of dramas, including the sixth consecutive Christmas
season airing of Gian Carlo Menotti’s television opera
Amabl and the Night Visitorson 25 December 1955. During
the Christmas season of 1956, The Alcoa Hour broadcast a
musical version of Charles Dickens’ A Christmas Carol enti-
tled “The Stingiest Man in Town.” The adaptation featured



Basil Rathbone in a singing role, crooner Vic Damone,
songwriter Johnny Desmond, opera singer Patrice Munsel,
and the Four Lads, a popular singing group.

Typical programs were “Thunder in Washington” (27
November 1955), and “Mrs. Gilling and the Skyscraper” (9
June 1957). “Thunder in Washington” was an original script
by David Davidson, directed by Robert Mulligan. The
broadcast featured Melvyn Douglas and Ed Begley in a story
about a competent business executive, Charles Turner, who
answers a call from the president of the United States to
introduce efficiency into numerous sprawling governmental
agencies. Turner’s efforts at reform offend almost everyone
and he finds himself defending his actions before a House
Appropriations Committee. The program ends with Turner
vowing to continue his crusade to clean up Washington and
the committee chair promising to stop him. New York Times
reviewer Jack Gould praised the broadcast by saying that it
was “a play of uncommon timeliness, power, and contro-
versy. With one more scene, it could have been a genuine
tour de force of contemporary political drama.” Actor Luis
van Rooten, hired to play the part of the president of the
United States, spent hours studying the voice and manner-
isms of then President Dwight D. Eisenhower to make sure
his performance was authentic, even though the president
was to be seen only in a head and shoulders shot from
behind.

“Mrs. Gilling and the Skyscraper” was a very different
sort of play. An original script by Sumner Locke Elliot, it
was a vehicle for distinguished actress Helen Hayes who
played the part of an elderly lady who tries to save her
apartment from the owners of her building who intend to
demolish it to make way for a skyscraper. The script was
noted for how it dealt with the generational clashes between
the old lady and new tenants in her building. Confrontations
between the old and new were becoming increasingly com-
mon during the 1950s as large stretches of turn-of-the-cen-
tury dwellings were leveled to make way for modern
buildings. The plight of Mrs. Gillings was a familiar one for
many older Americans and their families.

Perhaps the most noteworthy Alcoz Hour was the
broadcast of 19 February 1956 entitled “Tragedy in a Tem-
porary Town.” The script by Reginald Rose told the story
of a vigilante group formed after a girl is assaulted at a
construction camp. According to Jack Gould, “Mr. Rose’s
final scene—the mob descending on an innocent Puerto
Rican victim—did make the viewer’s flesh creep. And the
raw vigor of the hero’s denunciation of the mob—the man’s
language had uncommon pungency—was extraordinarily
vivid video drama.” Directed by Sidney Lumet and staring
Lloyd Bridges as the man who opposed the mob, “Tragedy
in a Temporary Town” won a Robert E. Sherwood Televi-
sion Award and a citation from the Anti Defamation League
of B’nai B’rith as the best dramatic program of the year
dealing with intergroup relations.

The 1956-57 season saw the networks shifting away
from live broadcasts and rurning more to the use of film.

THE ALCOA HOUR 31

Faced with this change and competition from a new crop of
popular programs, The Alcoa Hour went off the air after its
22 September 1957 broadcast of “Night” starring Franchot
Tone, Jason Robards, Jr., and E. G. Marshall. As of 30
September 1957, both The Alcoa Hour and its companion
program The Goodyear Theatrebecame thirty-minute filmed
programs and were moved to Monday nights at 9:30 P.M.
Other Alcoa shows followed in the late 1950s and early
1960s: Alcoa Premiere, Alcoa Presents, and Alcoa Theatre.
—Henry B. Aldridge

PROGRAMMING HISTORY

* NBC

October 1955-September 1957 Sunday 9:00-10:00
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ALDA, ALAN
U.S. Actor

lan Alda is a television and film star best known for his

work in the long-running CBS television series
M*A*S*H. He has been well honored for that role, having
garnered twenty-eight Emmy nominations, two Writers
Guild Awards, three Directors Guild Awards, six Golden
Globes from the Hollywood Foreign Press Association, and
seven People’s Choice Awards. Alda is the only person to
have been honored by the Television Academy as top per-
former, writer and director.

The son of actor Robert Alda, he traveled with his father
on the vaudeville circuit, and began performing in summer
stock theater as a teenager. During his junior year at
Fordham University, Alda studied in Europe where he per-
formed on the stage in Rome and on television in Amster-
dam with his father. After college he acted at the Cleveland
Playhouse on a Ford Foundation grant. Upon returning to
New York, Alda worked on Broadway, off-Broadway and on
television. He later acquired improvisational training with
Second City and Compass in Hyannis Port, and that back-
ground in political and social satire led to his work as a
regular on television’s Thar Was the Week That Was.

Alda found fame on M*A4*S*H, where his depiction of
sensitive surgeon Hawkeye Pierce won him five Emmy
Awards. Set in the Korean War of the 1950s, and broadcast
in part during the Vietnam War in the 1970s, M*A*S*H
won acclaim for its broad and irreverent humor, its ability
to effectively combine drama with comedy, and its overall
liberal humanist stance. In adapting the show from the
1970 Robert Altman film, producer and director Gene
Reynolds and writer Larry Gelbart used distinctive telefilm
aesthetics and a complex narrative structure that set the
show apart from the proscenium style series that dominated
television in the 1960s. The show’s influence was broad—
traceable perhaps most directly in the large number of
multi-character “dramedies” (such as Hill Street Blues and
St. Elsewhere) in the 1980s whose narratives also centered
around a tightly knit workplace group who became like
family to one another.

Alda, who also wrote and directed many episodes of the
show, has become indelibly associated with M*4*S*H,
which continues to be watched as one of the most successful
comedies in syndication. His “sensitive male” persona, de-
rived in large part from his characterization on M*A*S*H,
has lingered into the 1990s and continues to be sustained by
public awareness of his efforts on behalf of women’s rights.

Wicking, Christopher, and Tise Vahimagi. The American
Vein: Directors and Directions in Television. New York:
Dutton, 1979.

Wilk, Max. The Golden Age of Television: Notes from the
Survivors. New York: Dell, 1977.

An ardent feminist, Alda campaigned extensively for ten
years for the passage of the Equal Rights Amendment, and
in 1976, was appointed by President Ford to serve on the
National Commission for the Observance of International
Women’s Year. Alda’s status as a feminist led a writer in The
Boston Globe to dub him “the quintessential Honorary
Woman: a feminist icon.” Despite such associations, Alda’s
most acclaimed recent performance was his portrayal of a
conniving producer in the 1989 Woody Allen film Crimes
and Misdemeanors. Alda won the D.W. Griffith Award, the
New York Film Critics Award, and was nominated for a
BAFTA award as Best Supporting Actor for his work in the
film. Perhaps Alda seeks to alter, or at least add other
dimensions to his “character type” following this success. He
has more recently continued this exploration of a “darker
side” with his portrayal of a driven corporate executive in the
HBO original production, White Mile. The more familiar,

inquisitive, humorous Alda is currently host of the series

Alan Alda
Photo courtesy of Alan Alda



Scientific American Frontierson the U.S. Public Broadcasting
Service, since 1993.

—Diane M. Negra

ALAN ALDA. Born in New York City, U.S.A., 28 January
1936. Graduated from Fordham University, Bronx, New
York, 1956; studied acting at the Cleveland Playhouse,
Ohio, 1956-59. Married: Arlene Weiss, 1957; children:
Eve, Elizabeth, and Beatrice. Appeared in off-Broadway
productions and television guest roles through 1960s;
worked with improvisational groups, Second City, Chicago,
Illinois, and Compass, Hyannis Port, Massachusetts; ap-
peared in movies, 1960s and 1970s; began role as
“Hawkeye” Pierce in the television series M*4*S*H, 1972,
also wrote and directed episodes of the series; actor, writer,
and director of films, since 1983. Presidential appointee,
National Commission for the Observance of International
Women’s Year, 1976; co-chair, National Equal Rights
Amendment Countdown Campaign, 1982. Trustee: Mu-
seum of Television and Radio, 1985; Rockefeller Founda-
tion, 1989. Member: American Federation of Television
and Radio Artists; Directors Guild of America; Writers
Guild of America; Actors Equity Association. Recipient: five
Emmy Awards; five Golden Globe Awards; Humanitas
Award for Writing; D.W. Griffith Award; New York Film
Critics Award; seven People’s Choice Awards.

TELEVISION SERIES
1964-65 That Was the Week That Was
1972-83 M*A*S*H

MADE-FOR-TELEVISION MOVIES

1972 Playmates

1972 The Glass House

1973 Isn’t It Shocking?

1974 6 Rms Riv Vu

1977 Kill Me If You Can

1984 The Four Seasons

1993 And the Band Played On
1994 White Mile

ALL CHANNEL LEGISLATION

U.S. Communications Policy Legislation

n July 1962 President John F. Kennedy signed into law

legislation that required all television receiving sets
shipped across state lines be able to adequately receive all
UHEF as well as VHF frequencies. The goal of this law was
to put UHF channels (channels 14 through 83) on a more
equal technological footing with the VHF channels (2
through 13). Until this time, virtually all sets manufactured
in or imported into the United States were equipped to
receive the VHF channels only. Viewers interested in watch-
ing UHF channels were required to purchase a cumbersome
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FILMS

Gone Are the Days, 1963; Paper Lion, 1968; Jenny, 1969; The
Extraordinary Seaman, 1969; The Moonshine War, 1970;
Catch-22,1970; The Mephisto Waltz, 1971; To Kill a Clown,
1972; Same Time, Next Year, 1978; California Suite, 1978;
The Seduction of Joe Tynan (also writer), 1979; The Four
Seasons (also director and writer), 1981; Sweet Liberty (also
director and writer), 1986; A New Life (also director and
writer), 1988; Crimes and Misdemeanors, 1989; Betsy’s Wed-
ding (also director and writer), 1990; Whispers in the Dark,
1992; Manhattan Murder Mystery, 1993; Canadian Bacon,
1994; Flirting With Disaster, 1995.
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UHF converter and attach it to their sets. These converters,
which resembled metal bow ties and sat atop the receiver,
did not allow viewers to “click in” the desired channel. The
tuning dial operated fluidly, like a radio tuning knob, and
viewers had to literally “tune in” the desired channel. With
the commercial networks occupying the VHF channels and
viewers disadvantaged in receiving the UHF frequencies, the
UHF channels (primarily independent commercial and ed-
ucational or non-commercial stations) were in danger of
extinction. The immediate goal, then, of all-channel legisla-
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tion was the preservation of these channels. The longer-term
goal was the encouragement of diversity (or the creation of
“a multitude of tongues”) which was a guiding force behind
much Federal Communications Commission (FCC) rule-
making at the time.

Therefore, on 12 September 1962, the commission
proposed that any set manufactured in or imported into the
United States after 30 April 1964 be all-channel equipped.
The proposal became an official FCC order on 21 Novem-

ALL IN THE FAMILY

U.S. Situation Comedy

For five years, All in the Family, which aired on CBS from
1971 to 1983 (in its last four seasons under the title
Archie Bunker’s Place ), was the top-rated show on American
television, and the winner of four consecutive Emmy Awards
as Outstanding Comedy Series. All in the Family was not
only one of the most successful sitcoms in history, it was also
one of the most important and influential series ever to air,
for it ushered in a new era in American television character-
ized by programs that did not shy away from addressing
controversial or socially relevant subject matters.

All in the Family’s storylines centered on the domestic
concerns of the Bunker household in Queens, New York.
Family patriarch and breadwinner Archie Bunker (Carroll
O’Connor) was a bigoted loading dock worker disturbed
by the changes occurring in the American society he once
knew. To Archie, gains by the “Spades,” “Spics,” or
“Hebes” of America (as he referred to Blacks, Hispanics,
and Jews, respectively), came at his expense and that of
other lower-middle-class whites. Countering Archie’s harsh
demeanor was his sweet but flighty “dingbat” wife, Edith.
Played by Jean Stapleton, Edith usually endured Archie’s
tirades in a manner meant to avoid confrontation. But that
was hardly the case with Archie’s live-in son-in-law Mike
Stivic (Rob Reiner), a liberal college student who was
married to the Bunkers’ daughter, Gloria (Sally Struthers).
The confrontations between Archie and Mike (“Meat-
head”) served as the basis for much of All in the Family’s
comedy. As surely as Archie could be counted upon 1o be
politically conservative and socially misguided, Mike was
equally liberal and sensitive to the concerns of minorities
and the oppressed, and, because both characters were ex-
tremely vocal in their viewpoints, heated conflict between
the two was assured.

Producers Norman Lear and Alan (Bud) Yorkin
brought A/l in the Family into being by obtaining the U.S.
rights to the hit British comedy series, Till Death Us Do
Part, which aired on the BBC in the mid-1960s and
featured the character of bigoted dock worker Alf Garnett.
Lear developed two pilots based on the conceprt for ABC,
with O’Connor (Mickey Rooney had been Lear’s first
choice to play Archie) and Stapleton in the lead roles. But

ber 1962. Later amendments to FCC rules and regulations
specified performance standards for the UHF circuit in the
new receivers relating to sound and picture quality.

—Kimberly B. Massey
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when ABC turned down the series, then known as Those
Were the Days, it appeared that it would never get off the
ground. Luckily for Lear and Yorkin, CBS President Rob-
ert D. Wood was in the market for new shows that would
appeal to the more affluent, urban audience the network’s
entrenched lineup of top-rated but aging series failed to
attract. As a result, CBS jeutisoned highly rated programs
like The Red Skelton Show and Green Acres in an effort 1o
improve the demographic profile of its audiences, and Al
in the Familyseemed a perfect, though risky, vehicle to put
in their place. CBS therefore made a 13-episode commit-
ment to air the series beginning in January 1971, as a
midseason replacement.

The network had good reason to be wary of reaction 1o
its new show. All in the Family seemed to revel in breaking
prime time’s previously unbreakable taboos. Archie’s fre-
quent diatribes laced with degrading racial and ethnic epi-
thets, Mike and Gloria’s obviously active sex life, the sounds
of Archie’s belching and of flushing toilets—all broke with
sitcom convention. They also and made people sit up and
take notice of the new CBS series. In fact, its unconvention-
ality caused A/l in the Family’s pilot episode to consistently
rate below average in research tests conducted by both ABC
and CBS. Nevertheless, CBS went ahead and debuted the
show on 12 January 1971, though with relatively litde
fanfare or network promotion.

Viewer response 1o A/l in the Family was at first tepid.
CBS’ switchboards were prepared for an avalanche of calls
in response to the show’s initial airing, but this onslaught
never materialized, in part because of the poor 15% audi-
ence share garnered by the first episode, which put it a
distant third in its time period behind movies on NBC and
ABC. Burt while the show continued to languish in the
Nielsen ratings in its first few months, TV critics began to
take notice. Despite the negative reviews of a small number
of critics, such as Lifes John Leonard (“a wretched pro-
gram”), the critical response was generally positive. Com-
bined with strong word-of-mouth among viewers these
evaluations helped the show’s audience to slowly grow.
The May 1971 Emmy Awards helped to cap All in the

Family’s climb. The midseason replacement was featured
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All in the Family

in the opening skit of the Emmy telecast, and earned
awards in three categories, including Outstanding Com-
edy Series. All in the Family shortly thereafter became the
top-rated show in prime time, and held onto that position
for each of the following five seasons.

The program was able to keep an especially sharp edge
over its first half dozen years thanks to the evolving character
development of the series’ primary cast members and the
infusion of strong supporting characters. Both the Bunkers’
African American next-door neighbors, the Jeffersons, and
Edith’s visiting cousin, Maude Findlay, eventually went on
to star in successful spin-off series of their own. A/ in the
Family also benefited from an occasional one-shot guest
appearance, the most memorable of which featured enter-
tainer Sammy Davis, Jr.

All in the Family’s impact went beyond the world of
television. The show became the focus of a heated national
debate on whether the use of comedy was an appropriate
means by which to combat prejudice and social inequality.
In addition, the character of Archie Bunker became nothing

short of an American icon. While 77/l Death Us Do Part’s
Alf Garnett was generally unlikable, producer Lear chose to
soften the character for American TV, patterning him in
many ways after his own father. As a result, Carroll
O’Connor’s characterization of Archie contained notable
sympathetic qualities, allowing many viewers to see Archie
in a favorable light despite his obvious foibles.

By the late 1970s, however, it was becoming clear that
the show had lost much of its earlier spark. Major cast
changes occurred in 1978, when Struthers and Reiner left
the series, and again in 1980, when Stapleton departed. (The
fact that this contractual arrangement was written into the
show as Edith’s death allowed Lear and company to show
once again what had made this series truly memorable.)
Archie quit his job in 1977 to buy and run a neighborhood
tavern, and the series was retitled Archie Bunker’s Place in
1979 to reflect the changed nature of the program. By that
point, however, though still highly rated, the show no longer
stood out as unique, and had become what seemed to many
a rather conventional sitcom.
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All in the Family’s lasting impact on American tele-
vision is difficult to overestimare. It helped to usher in a
new generation of comedic programs that abandoned the
light domestic plotlines of television’s early years in favor
of topical themes with important social significance. In
this sense, its influence on prime time programming con-
tinues to be felt decades later.

—David Gunzerath

CAST
Archie Bunker . . ... . ... ... Carroll O’Connor
Edith Bunker (1971-80) . . . .. ... .. Jean Stapleton
Gloria Bunker Stivic (1971-78) . . . . .. Sally Struthers
Mike Stivic (Meathead) (1971-78) . . . . . . Rob Reiner
Lionel Jefferson (1971-75) . . . . ... ... Mike Evans
Louise Jefferson (1971-75) . . . ... ... Isabel Sanford
Henry Jefferson (1971-73) . . ... ... .. Mel Stewart
George Jefferson (1973-75) . . . . . . Sherman Hemsley
Irene Lorenzo (1973-75) . . . ... ... Betty Garrett
Frank Lorenzo (1973-74) . . ... .. Vincent Gardenia
Bert Munson (1972-77) . . . . . ... ... Billy Halop
Tommy Kelsey (1972-73) . . . . . . . .. Brendon Dillon
Tommy Kelsey (1973-77) . . . . .. .. .. Bob Hastings
Justin Quigley (1973-76) . . . . . ... .. Burt Mustin
Barney Hefner (1973-83) . . . ... ... Allan Melvin
Jo Nelson (1973-75) . . . . .. ... .. Ruth McDevitt
Stretch Cunningham (1974) . . . . . . James Cromwell
Teresa Betancourt 1976-77) . . . . . .. .. Liz Torres
Stephanie Mills (1978-83) . . . . . .. Danielle Brisebois
Harry Snowden (1977-83) . . .. ... Jason Wingreen
Hank Pivnik (1977-81) . . ... .... Danny Dayton
Murray Klein (1979-81) . . . ... .. Martin Balsam
Mpr. Van Ranseleer (1978-83) . . ... ... Bill Quinn
Veronica Rooney (1979-82) . . . ... ... Anne Meara
Jose(1979-83) . . . . ... ... ... Abraham Alvarez
Linda (1980-81) . ... ........ Heidi Hagman
Raoul(1980-83) ... ........... Joe Rosario
Ellen Canby (1980-82) . .. ... .. .. Barbara Meek
Polly Swanson (1980-81) . .. .. .. Janet MacLachlan
Ed Swanson (1980-81) . ... ... .. .. Mel Bryant
Billie Bunker (1981-83) . . .. ... ... Denise Miller
Gary Rabinowitz(1981-83) . . . . .. .. Barry Gordon
Bruce(1982-83) . . . . ... ... .... Bob Okazaki
Marsha(1982-83) . . . . ... ... ... Jessica Nelson

PRODUCERS Norman Lear, Woody Kling, Hal Kanter,
Mort Lachman, Don Nicholl, Lou Derman, Brigit Jensen
Drake, John Rich, Milt Josefberg, Michael Ross, Bernie
West, Bill Danoff

PROGRAMMING HISTORY 204 Episodes

* CBS

January 1971-July 1971
September 1971-September 1975
September 1975-September 1976

Tuesday 9:30-10:00
Saturday 8:00-8:30
Monday 9:00-9:30

September 1976-October 1976
November 1976-September 1977
October 1977-October 1978
October 1978-March 1983

Mar 1983-May 1983

Wednesday 9:00-9:30
Saturday 9:00-9:30
Sunday 9:00-9:30
Sunday 8:00-8:30
Monday 8:00-8:30

May 1983 Sunday 8:00-8:30
June 1983 Monday 9:30-10:00
June 1983-Septembery 1983 Wednesday 8:00-8:30
June 1991 Sunday 8:30-9:00

June 1991-July 1991
September 1991

Sunday 8:00-8:30
Friday 8:30-9:00
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Years. New York: Viking, 1981.
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Times, 12 January 1971.
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Metz, Robert. CBS: Reflections in a Bloodshot Eye. Chicago:
Playboy, 1975.

O’Neil, Thomas. The Emmys. New York: Penguin, 1992.

Shayon, Robert Lewis. “Archie’s Other Side.” Saturday Re-
view (New York), 8 January 1972.

. “Love that Hate.” Saturday Review (New York), 27
March 1971.

Waldron, Vince. Classic Sitcoms. New York: Macmillan,
1987.

Wander, Philip. “Counters in the Social Drama: Some
Notes on All in the Family.” In, Newcomb, Hotrace,
editor. Television: The Critical View. New York: Oxford
University Press, 1976.

See also Comedy, Domestic Settings; Lear, Norman;

O’Connor, Carroll



ALLEN, DEBBIE

U.S. Actor/Director/Producer/Choreographer

Debbie Allen began her show business career on Broad-
way in the 1970s. Her debut in the chorus of Purlie
and her performance in A Raisin in the Sun were noted by
stage critics, and in a 1979 production of West Side Story her
performance as Anita earned her a Tony Award nomination
and a Drama Desk Award. Allen later returned to Broadway
as a star, and garnered her second Tony nomination, with a
198687 performance in Sweet Charity. In 1988, she cho-
reographed Carrie, a newly composed American musical,
with the Royal Shakespeare Company.

Allen’s stage presence and choreography quickly moved
her from the Broadway stage to the larger venue of television.
Through the 1970s she made guest appearances on popular
programs such as Good Times, The Love Boat and The Jim
Stafford Show. Her roles in the miniseries Roots: The Next
Generation and the special Ben Vereen—His Roots allowed
her to work with some of the most prominent African-Amer-
ican performers in show business and to demonstrate her
dramatic and comedic acting range. She also appeared in the
short-lived 1977 NBC series 3 Girls 3. Her latest television
role was in the NBC situation comedy, In the House. In this
series, which first aired in April 1995, Allen played a newly
divorced mother of two who shares her house with a former
football star, played by rap artist L.L. Cool .

In the early 1980s, a portrayal of a dance instructor,
Lydia Grant, on the hit series Fame brought Debbie Allen
to international prominence. Although the NBC show was
canceled after one season, the program went on to first-run
syndication for four more years. Its popularity in Britain
prompted a special cast tour there and spurred a “Fame-
mania” fan phenomena.

Allen’s success as a dancer and actor allowed her to move
behind the camera to direct and produce. While still a cast
member of Fame she became the first African-American
woman hired by a television network as a director in prime
time. In 1989, after directing episodes of Fame, she co-wrote,
produced, directed, choreographed and starred in The Debbie
Allen Special for ABC. She received two Emmy nominations,
for direction and choreography, of this variety show.

In 1988, Allen solidified her reputation as a television
director and producer by turning a flawed television series,
A Different World, into a long-running popular program.
Under her leadership the program addressed political issues
such as apartheid, date rape, the war in the Persian Gulf,
economic discrimination, and the 1992 Los Angeles riot.
The highest rated episode focused on sexual maturity and
AIDS and guest starred Whoopi Goldberg, who was nomi-
nated for an Emmy award. Allen was awarded the first
Responsibility in Television award from the Los Angeles
Film Teachers Association for consistently representing im-
portant social issues on A Different World.

In 1989, Allen made her debut as a director of made-
for-television movies with a remake of the 1960 film,
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Pollyanna. The telefilm, titled Polly, starred two players from
The Cosby Show, Phylicia Rashad and Keshia Knight Pull-
man. Set in 1955, Polly is a musical tale of an orphan who
brings happiness to a tyrannical aunt and a small Alabama
town. The film was produced by Disney and NBC. Televi-
sion critics hailed the display of Allen’s keen sense of inno-
vative camera work, stemming from her ability to
choreograph. The film is also notable for its all-black cast
and for succeeding in a genre, the musical film, rarely
popular on television. Allen followed Polly with a sequel
which aired in November 1990.

In the 1990-91 season, Allen directed the pilot and
debut episode of Fresh Prince of Bel-Air, a series which had
high ratings on NBC. That same season, she directed a
highly rated episode of Quantum Leap in which she co-
starred. In October 1991, Allen received her star on the
Hollywood Walk of Fame for her achievements in television.

In 1992, Allen directed Stompin’ at the Savoy for the
CBS network. This program included a cast of prominent
African-American performers: Lynn Whitfield, Vanessa
Williams, Jasmine Guy, Vanessa Bell Calloway and Mario
Van Peebles.

Complementing Allen’s versatility as a television actor
is a repertoire of critically acclaimed film roles. In 1986 she
played Richard Pryor’s feisty wife in his semi-autobiograph-

Debbie Allen
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ical film Jo Jo Dancer, Your Life Is Calling, and she co-starred
with Howard E. Rollins and James Cagney in Milos
Foreman’s Ragtime in 1981. Allen’s debur as a feature film
director will be the upcoming film Out of Sync starring L.L.
Cool ], Vicroria Dillard, and Yaphert Kotto.

Allen is one of the few African-American women work-
ing as a director and producer in television and film. Her
success in TV and film production has not deterred her from
her love of dance and she continues to dazzle television
viewers with her choreography. In 1982, she choreographed
the dance numbers for the Academy Awards and for the past
consecutive five years, her unique style of choreography has
been featured on the worldwide broadcast of the award
ceremony. For over twenty years, Allen’s contributions to
television, on the three major networks and in syndicared
programming, have highlighted the maturity of a performer
and artistic producer with an impressive spectrum of talents
in the performing arts.

—Marla L. Shelton

DEBBIE ALLEN. Born in Houston, Texas, U.S.A., 16 January
1950. Educated at Howard University, Washington, D.C.,
BFA (with honors) 1971; studied with Ballet Nacional and
Ballet Folklorico (Mexico); Houston Ballet Foundation,
Houston, Texas; New York School of Ballet. Married: 1)
Wim Wilford (divorced); 2) Norm Nixon; children: Vivian
Nicole and Norm, Jr. Began career as dancer with George
Faison Universal Dance Experience; AMAS Repertory The-
atre; taught dance, Duke Ellington School of Performing
Arts; actor in television, from 1973; actor/producer/direc-
tor/coreographer of various television shows, miniseries, and
specials. Recipient: three Emmy Awards; one Golden Globe
Award; Ford Foundation Grant; Black Filmmakers Hall of
Fame Clarence Muse Youth Award, 1978; Drama Desk
Award, 1979; Out Critics Circle Award, 1980.

TELEVISION SERIES

1977 3 Girls 3

1982 Fame

1987 Bronx Zoo (director)

1987-93 A Different World (producer, director)

1990-96 Fresh Prince of Bel-Air (director)
1990 Quantum Leap (also director)
1995 In the House (also director)

ALLEN, FRED
U.S. Comedian

red Allen hated television. Allen was a radio comedian
for nearly two decades who, as early as 1936, had a
weekly radio audience of about 20 million. When he
visited The Jack Benny Show to continue their long run-
ning comedy feud, they had the largest audience in the
history of radio, only to be later outdone by President

TELEVISION MINISERIES

1979 Roots: The Next Generation

1984 Celebrity

MADE-FOR-TELEVISION MOVIES

1977 The Greatest Thing That Almost Happened
1980 Ebony, Ivory and Jade

1983 Women of San Quentin

1989 Polly (director and choreographer)

1990 Polly—Comin’ Home!

1992 Stompin’ at the Savoy

TELEVISION SPECIALS
1982, 1991-95 The Academy Awards (choreographer)

1983 The Kids from Fame

1989 The Debbie Allen Special (co-writer, producer,
director, choreographer)

1992 Stompin’ at the Savoy (director)

FILMS

The Fish that Saved Pittsburgh, 1979; Ragtime , 1981; Jo Jo
Dancer, Your Life Is Calling, 1986; Mona Must Die, 1994;
Blank Check, 1994; Forget Paris (choreographer), 1995;
Our-of-Sync (director), 1996.

STAGE

Purlie, 1971; Ti-Jean and His Brothers,1972; Raisin in the
Sun, 1973; Ain’t Misbehavin’, 1978; The Illusion and Holi-
day, 1979; West Side Story, 1979; Louis, 1981; The Song is
Kern!, 1981; Parade of Stars at the Palace, 1983; Sweet
Charity, 1986; Carrie, 1988.

FURTHER READING

“Doing It All—Her Way! Versatility Reaps Multiple Suc-
cesses for this Exciting Entertainer.” Ebony (New York),
November 1989.

Dunning, Jennifer. “Debbie Allen Chips Away At the Glass
Ceiling.” The New York Times, 29 March 1992.

Randolph, Laura B. “Debbie Allen on Power, Pain, Pas-
sion and Prime Time.” Ebony (New York), March
1991.

Stark, John. “It’s a Different World for Dancer and Chore-
ographer Debbie Allen: She’s Moved to Prime-Time
Directing.” People (New York), 14 November 1988.

Franklin Roosevelt during a Fireside Chat. The writer
Herman Wouk said that Allen was the best comic writer
in radio. His humor was literate, urbane, intelligent, and
contemporary. Allen came to radio from vaudeville where
he performed as a juggler. He was primarily self-educated
and was extraordinarily well read.



Allen began his network radio career in 1932 after
working vaudeville and Broadway with such comedy icons
as Al Jolson, Ed Wynn, George Jessel, and Jack Benny. This
was a time when the United States was in a deep economic
depression, and radio in its infancy. In his autobiography
Treadmill to Oblivion, Allen wrote that he thought radio
should provide complete stories, series of episodes, and
comedy situations instead of monotonous unrelated jokes
then popular on vaudeville. With this idea in hand, he began
his first radio program on NBC called The Linit Bath Club
Review (named after the sponsor).

Allen’s world of radio was highly competitive and
commercial, just as TV would be many years later. He
wrote most of the material for his weekly shows himself,
usually working 12-hour days, 6 days a week. Most come-
dians, like Bob Hope, had an office filled with writers, but
Allen used only a few assistants in writing his comedy. And
some of these assistants went on to have successful careers
in literature and comedy, such as Herman Wouk, author
of The Caine Mutiny and The Winds of War, and Nat
Hiken, who created Phil Silver’s The Phil Silvers Show for
TV. Allen’s program was imbued with literate, verbal
slapstick. He had ethnic comedy routines in Allen’s Alley,
appearances by celebrities such as Alfred Hitchcock, mu-
sical numbers with talent from the likes of Richard Rod-
gers and Oscar Hammerstein, and social commentaries on
every conceivable subject, especially criticisms of the ad-
vertising and radio industry. His radio producer, Sylvester
“Pat” Weaver (later to become head of NBC-TV program-
ming), observed that Allen’s humor was so popular that
three out of four homes in the country were listening to
Allen at the zenith of his popularity. In writing his comedy
scripts, Allen compiled a personal library of over 4,000
books of humor, and read 9 newspapers (plus magazines)
daily. According to the scholar Alan Havig, Allen’s style of
comedy had more in common with literary giants like
Robert Benchley and James Thurber than with media
comedians like Jack Benny and Bob Hope.

In the 1946-47 season Allen was ranked the number
one show on network radio. World War II was over, Ameri-
cans were beginning a new era of consumerism. And a very
few consumers had recently purchased a new entertainment
device called television. When Fred Allen was asked what he
thought of television, he said he didn’t like furniture that
talked. He also said television was called a medium because
“nothing on it is ever well done.” Allen dismissed TV as
permitting “people who haven’t anything to do to watch
people who can’t do anything.” But, after nearly two decades
on radio, he fell in the ratings from number 1 to number 38
in just a few months. Such a sudden loss of audience was due
toa new ABC radio give-away show called Name That Tune,
starring Bert Parks, as well as a general decline in listeners
for all of radio. Listeners of radio were rapidly becoming
viewers of TV. And where the audience went, so went the
advertisers. In a few short years the bottom fell out of radio.
Fred Allen quickly, but not quietly, left radio in 1949.
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Fred Allen

Allen was first to leave radio, but Bob Hope, Jack
Benny, George Burns and Gracie Allen soon followed. They
all went to star in their own TV shows. All but Fred Allen.
He made a few attempts at TV, but nothing more. He first
appeared on the Colgate Comedy Theater, where he at-
tempted to bring to TV his Allen’s Alley from radio. For
example, the characters of the Alley were performed with
puppets. Such attempts seldom successfully made the tran-
sition to the new medium. On the quiz show Judge for
Yourself (1953-54), he was supposed to carry on witty
ad-libbed conversations with guests. But as Havig states,
Allen’s “ad libbing was lost in the confusion of a half hour
filled with too many people and too much activity”. In short,
Allen’s humor needed more time and more language than
TV allowed. He then was on a short-lived Fred Allen’s
Sketchbook (1954), and finally a became a panelist on What'’s
My Line? in 1955 until his death in 1956.

Fred Allen’s contributions to TV has taken two forms.
First, he became one of the true critics of TV. He has
remained, many decades after his death, the intellectual
conscience of TV. His barbs at network TV censorship still
hit at the heart of contemporary media (Allen: “Heck...is a
place invented by [NBC]. NBC does not recognize hell or
[CBS]”). Second, his comedy style has become part of the
institution of TV comedy. His Allen’s Alley created the
character Titus Moody who turned up on TV as the Pep-
peridge Farm cookie man. His Senator Claghorn, also of the
Alley, was transfigured into Warner Brothers TV cartoon
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character Foghorn Leghorn the rooster. And later, the “Sen-
ator” appeared on the Kentucky Fried Chicken TV commer-
cial. A variety of TV comedians have done direct take-offs
of Allen’s performances. For example, Red Skelton’s
“Gussler’s Gin” routine and Johnny Carson’s “Mighty Car-
son Art Players” can be traced back to Fred Allen. And
Allen’s “People You Didn’t Expect to Meet” is an idea that
has worked for David Letterman. And of course, radio’s
Garrison Keeler’s “Lake Wobegan” is a throw-back to
Allen’s style of comedy.

Allen wrote in Treadmill to Oblivion, “Ability, merit
and talent were not requirements of writers and actors
working in the industry. Audiences had to be attracted, for
advertising purposes, at any cost and by any artifice. Stan-
dards were gradually lowered. A medium that demands
entertainment eighteen hours a day, seven days every week,
has to exhaust the conscientious craftsman and performer.”
He was talking about radio, but his remarks could apply just
as well to television many decades later.

—Clayland H. Waite

FRED ALLEN (Fred St. James, Fred James, Freddie James).
Born John Florence Sullivan in Cambridge, Massachussetts,
U.S.A., 31 May 1894. Married: Portland Hoffa, 1928.
Served in Army, World War 1. Began performing on stage
as an amateur teenage juggler, eventually adding patter and
turning pro with the billing of the “World’s Worst Juggler”;
for ten years as humorist toured the vaudeville circuit, in-
cluding 14 months in Australia, Tasmania, New Zealand
and Honolulu, 1914-15; dropped juggling, settled on the

professional name of “Fred Allen,” and moved up from

ALLEN, GRACIE

U.S. Comedienne

racie Allen transferred her popular fictional persona

from vaudeville, film, and radio, to American televi-
sion in the 1950s. Allen had performed with her husband
and partner, George Burns, for nearly 30 years when the
pair debuted in The George Burns and Gracie Allen Show
on CBS in October 1950. They had enjoyed particular
success in radio, popularizing their audio program with a
series of stunts that involved Allen in fictitious man hunts,
art exhibits, and even a candidacy for the presidency of the
United States. The transfer of their program to the small
screen both extended their career (the couple were becom-
ing too expensive for radio) and helped to legitimate the
new medium.

The Burns and Allen act, a classic vaudeville routine
involving a “Dumb Dora” and a “straight man,” proved
infinitely malleable. Initially a flirtation act, by the time it
was transferred to television, it was housed in a standard
situation-comedy frame: Burns and Allen played themselves,
a celebrity couple, enduring various matrimonial mix-ups.

vaudeville to Broadway revues, early 1920s; worked on
radio, notably Allen’s Alley and Texaco Star Theatre, from
1932; a panel regular on the television quiz show Whaz'’s My
Line?, 1955-56. Died in New York City, 17 March 1956.

TELEVISION SERIES

1953 Fred Allen’s Sketchbook
1953-54 Judge For Yourself
1955-56 What's My Line?
FILMS

Some film shorts, 1920s; Thanksa Million, 1935; Sally, Irene
and Mary, 1938; Love Thy Neighbor, 1940; It’s in the Bag,
1945; We're Not Married, 1952; Full House, 1953.

RADIO

The Linit Bath Club Review, 1932; Allen’s Alley, 1932-49 ;
The Salad Bow! Revue, 1933; Town Hall Tonight, 1934 ;
Texaco Star Theatre, 1940—41.

PUBLICATIONS

Treadmill to Oblivion. Boston: Little Brown, 1954.

Much Ado about Me. Boston: Little Brown, 1956.

Fred Allens Letters, edited by Joe McCarthy. Garden City,
New York: Doubleday, 1965.

FURTHER READING

Havig, A. Fred Allen’s Radio Comedy. Philadelphia: Temple
University Press, 1990.

Taylor, R. Fred Allen: His Life and Wit. New York: Interna-
tional Polygonics, 1989.

The impetus to comedy within the program was the
character portrayed by Allen. Her humor was almost entirely
linguistic. Often an entire episode hinged on her confusion
of antecedents in a sentence, as when the couple’s announcer
(who also took part in the program’s narrative) informed her
that Burns had worked with another performer until he
(meaning the other performer) had married, moved to San
Diego, and had two sons—at which point she concluded
that her husband was a bigamist.

The onscreen Gracie’s reinterpretations of the televisio-
nal world proved extremely disruptive to people and events
around her, although the disruptions were generally playful
rather than serious, and were quickly settled (usually by her
husband, the straight man) at the end of each episode. Allen’s
character thus challenged the rational order of things with-
out ever actually threatening it.

The character’s success on the program, and popularity
with the viewing public, depended in large part on her total
unawareness of the comic effects of her “zaniness.” The



onscreen Gracie was a sweet soul who on the surface embod-
ied many of the feminine norms of the day—domesticity,
reliance on her man, gentleness—even as she took symbolic
pot shots at the gender order by subverting her husband’s
logical, masculine world.

The program, and Allen’s character, were always framed
by audience knowledge about the “real” George Burns and
Gracie Allen. Audience members were aware, partly from
well orchestrated publicity for the show and partly from
observation, that only a talented and intelligent actress could
manage to seem as dumb as Allen did onscreen.

The offscreen Burns and Allen were sometimes also
invoked explicitly within episodes, when characters re-
minded the fictional George that he was financially depen-
dent upon his co-star/spouse, who had always been the
greater star of the two.

The strongest link between on- and offscreen Burns and
Allen, however, was the marital bond both pairs shared—
and the affection they displayed as actors and as people.
Burns’ first autobiography, I Love Her, That’s Why!, placed
the couple’s relationship at the center of his life, reflecting
its centrality to the program in which the two starred.

Burns and Allen went off the air upon Allen’s retire-
ment in 1958. Burns tried for a number of years to sustain
programs and acts of his own, but it took him almost a
decade to emerge as a performer in his own right. Much
of his stage act for the rest of his life featured numerous
jokes and stories about his wife, perpetuating the memory
of her comedic energy even for those who had never seen
her perform.

—Tinky “Dakota” Weisblat

GRACIE ALLEN. Born in San Francisco, California, U.S.A.,
26 July 1895. Attended Star of the Sea Convent School.
Married: George Burns, 1926; children: Sandra Jean and
Ronald John. Joined sister Bessie in vaudeville act, Chicago,
Illinois, 1909; played vaudeville as “single” act, from 1911;
teamed with George Burns, 1922; toured Orpheum vaude-
ville circuit; toured United States and Europe in the Keith
theater circuit, from 1926; played BBC radio for twenty
weeks, 1926; first United States radio appearance, with
Burns, on The Rudy Vallee Show, 1930; premiered as star
of The Adventures of Gracie on CBS radio, 15 February
1932; starred, with Burns, in The Burns and Allen Show on
NBC radio, 1945-50; performed in movies, 1930s; starred,
with Burns, in The George Burns and Gracie Allen Show,
CBS television, 1950-58; retired from show business in

1958. Died in Los Angeles, California, 27 August 1964.

TELEVISION SERIES
1950-58 The George Burns and Gracie Allen Show

FILMS

100% Service, 1931; The Antique Shop, 1931; Fit to Be Tied,
1931; Once Over, Light, 1931; Pulling a Bone, 1931; Oh, My
Operation, 1932; The Big Broadcast, 1932; International
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House, 1933; We're Not Dressing, 1934; Six of a Kind, 1934;
Many Happy Returns, 1934; The Big Broadcast of 1936, 1935;
College Holiday, 1936; The Big Broadcast of 1937, 1936; A
Damsel in Distress, 1937; College Swing, 1938; Honolulu,
1939; Gracie Allen Murder Case, 1939; Mr. and Mrs. North,
1941; Two Girls and a Sailor, 1944.

PUBLICATION
“Inside Me,” as told to Jane Kesner Morris. Woman'’s Home

Companion, March 1953.

FURTHER READING

Blythe, Cheryl, and Susan Sackett. Say Goodnight Gracie!
The Story of Burns and Allen. New York: Dutton, 1986.

Burns, George. Gracie: A Love Story. New York: Putnam,
1988.

Burns, George, with Cynthia Hobart. I Love Her, Thats Why!
An Autobiography. New York: Simon and Schuster, 1955.

“...Burns and Allen...” Newsweek (New York), 24 June
1957.

“How Gracie Gets That Way.” TV Guide (Radnor, Penn-
sylvania), 8 October 1955.

Hubbard, Kim. “George Burns Writes a Final Loving Tribute
to Gracie Allen...” People Weekly(New York), 31 October
1988.

See also Comedy, Domestic Settings; Burns, George; George
Burns and Gracie Allen Show
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ALLEN, STEVE
U.S. Comedian/Host/Composer/Writer
Steve Allen has appropriately been termed television’s

renaissance man. He has hosted numerous television
programs, appeared in several motion pictures, written more
than forty books, and composed several thousand songs. He
once won a $1,000 bet that he couldn’t compose fifty songs
a day for a week.

Allen began his career as a radio announcer in 1942. In
1946 he joined the Mutual Broadcasting System as a come-
dian and two years later signed with CBS as a late-night disc
jockey on KNX in Hollywood. He first gained national
attention when his program was booked as a thirteen-week
substitute for Our Miss Brooks during the summer of 1950.
This led to his first television program, The Steve Allen Show
which debuted on Christmas Day 1950 on CBS. The show
was later moved to Thursday nights where it alternated with
the popular Ames n’ Andy.

In 1954 Allen began hosting a daily late-night show on
NBC, The Tonight Show. During the next three years, he
introduced many television innovations continued by his
successors. Most of these involved his audience. Using a
hand microphone, he went into the audience to talk with
individuals; he answered questions submitted by the audi-
ence; members of the audience would attempt to “stump the
band” by requesting songs the band couldn’t play. Allen
involved his announcer Gene Rayburn in nighty chit chat
and he spoke with the band leaders, Skitch Henderson and
Bobby Byrne. These techniques epitomized Allen’s belief
that “people will laugh at things that happen before their
eyes much more readily than they will at incidents they’re
merely told about.”

In 1956 Allen became a part-time host on Tonight
because he was appearing in a new version of The Steve Allen
Show. Still on NBC, he was now programmed on Sunday
nights—opposite The Ed Sullivan Show on CBS. Thus
began one of the most famous ratings wars in television
history. Steve Allen and Ed Sullivan were perhaps as distinct
from one another as two men could be. Allen was a witty,
innovative performer, willing to try virtually anything. Sul-
livan was a stiff master of ceremonies who compelled his
guests to conform to rigid standards of decorum. Although
Allen occasionally received higher ratings, Sullivan eventu-
ally won the war and after the 1960 season NBC moved The
Steve Allen Show to Mondays. A year later Allen took the
show into syndication and continued for three more years.
From 1964 to 1967 he hosted the highly successful game
show ['ve Got a Secret on CBS.

Steve Allen’s most innovative television offering was
Meeting of Minds. The format was an hour-long dramatized
discussion of social issues. Allen would act as the moderator
accompanied by his “guests” in this imaginative exercise,
historical characters such as Galileo, Attila the Hun, Charles
Darwin, Aristotle, Hegel or Dostoevski. The idea for this
program came in 1960, following Allen’s reading of Morti-

mer Adler’s The Syntopicon. Rejected by the major networks,
the series was accepted by the Public Broadcasting Service in
1977 and ran until 1981.

Through his long career as an entertainer Allen also devel-
oped a reputation as a social activist. He considered running for
Congress as a Democrat from California; he actively opposed
capital punishment; he openly supported the controversial
comedian Lenny Bruce. He wrote about the plight of migrant
farm workers in The Ground is Our Table (1966) and what he
considered the collapse of ethics in America in Ripaff (1979).
Allen still occasionally appears on television but spends most of
his time operating Meadowlane Music and Rosemeadow Pub-
lishing, located in Van Nuys, California.

—Lindsay E. Pack

STEPHEN (VALENTINE PATRICK WILLIAM) ALLEN. Born in New
York City, U.S.A., 26 December 1921. Artended Drake Uni-
versity, 1941; Arizona State Teacher’s College, 1942. Married:
1) Dorothy Goodman, 1943 (divorced, 1952); children: Ste-
phen, Brian, and David; 2) Jayne Meadows, 1954; child:
William Christopher. Worked as radio announcer at stations
KOY, Phoenix, 1942; KFAC and KMTR, Los Angeles, 1944;
entertainer-comedian, Mutual Network, 1946—47; enter-
tainer-comedian and disc jockey, CBS television, 1948-50;
created and hosted The Tonight Show, NBC television, 1954
56; created and hosted Meeting of Minds, Public Broadcasting

Service, 1977-81; continued television guest appearances,
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Steve Allen
Photo courtesy of Steve Allen



1970s-90s; composed more than 5,700 songs, several musicals;
author of 46 books; vocalist, pianist, over 40 albums/CDs.
Recipient: Grammy Award, 1964; Emmy Award, 1981;
named to Academy of Television Arts and Sciences Hall of
Fame, 1986.

TELEVISION SERIES

1950-52 The Steve Allen Show

1950-52 Songs for Sale

1953-55 Talent Patrol

1954-56 The Tonight Show

1956-61 The Steve Allen Show

196467 T've Got a Secret

1967 The Steve Allen Comedy Hour
1977-81 Meeting of Minds

1980-81 The Steve Allen Comedy Hour
1985-86 The Start of Something Big (host)

TELEVISION MINISERIES
1976 Rich Man, Poor Man

MADE-FOR-TELEVISION MOVIES

1972 Now You See It, Now You Don't

1979 Stone

1979 The Gossip Columnist

1984 The Ratings Game

1985 Alice in Wonderland

1996 James Dean: A Portrait

TELEVISION SPECIALS

1954 Fanfare

1954 The Follies of Suzy

1954 Sunday in Town (co-host)

1955 Good Times (host)

1957 The Timex All-Star Jazz Show I (host)
1966 The Hollywood Deb Stars of 1966 (co-host)
1976 The Good Old Days of Radio (host)

1981 I've Had it Up to Here (host)

1982 Boop Oovp a Doop (narrator)

1983-86 Life’s Most Embarrassing Moments (host)
1984 Stooge Snapshots

ALLISON, FRAN

U.S. Television Personality

ran Allison is perhaps best known for playing the warm-

hearted human foil to the Kuklapolitan Players, a
troupe of puppets familiar to almost every viewer in the early
days of U.S. television. Allison appeared with the puppets
on the children’s program Kukla, Fran and Ollie, which aired
regularly from 1948 to 1957, and in subsequent reunions in
the late 1960s and mid-1970s.

Born in Iowa, Allison began working as a songstress on
local Waterloo, lowa, radio programs and eventually moved
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FILMS

Down Memory Lane, 1949; The Benny Goodman Story, 1955;
College Confidential, 1960; Warning Shot, 1967; Where Were
You When the Lights Went Out?, 1968; The Funny Farm,
1982; Amazon Women on the Moon, 1987; Great Balls of
Firel, 1989; The Player, 1992; Casino, 1995.

PUBLICATIONS (selection)

The Funny Men. New York: Simon and Schuster, 1956.

Mark it and Strike it: An Autobiography. New York: Holt,
1960.

Dialogues in Americanism, with William F. Buckley; Robert
Maynard Hutchins; Brent L. Bozell; and James
MacGregor Burns. Chicago: H. Regnery, 1964.

The Ground is Our Table. Garden City, New York: Double-
day, 1966.

Bigger than a Breadbox. Garden City, New York: Doubleday,
1967.

Ripoff, with Roslyn Bernstein and Donald H. Dunn. Secau-
cus, New Jersey: L. Stuart, 1979.

How To Be Funny: Discovering the Comic You, with Jane
Wollman. New York: McGraw-Hill, 1987.

The Passionate Non-smokers Bill of Rights: The First Guide to
Enacting Non-smoking Legislation, with Bill Adler, Jr.
New York: Morrow, 1989.

Hi-ho, Steverinol: My Adventures in the Wonderful Wacky World
of TV. Fort Lee, New Jersey: Barricade Books, 1992.

Matke ‘em Laugh. Buffalo, New York: Prometheus, 1993,

More Steve Allen on the Bible, Religion and Morality. Buffalo,
New York: Prometheus, 1993.
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Carter, Bill. “Steve Allen: The Father of All Talk Show
Hosts.” The New York Times, 14 April 1994.

Gould, Jack. “TV Comedians on Serious Side.” The New
York Times, 3 February 1960.

“Steve Allen’s Nonsense is Pure Gold on NBC Radio.”
Television-Radio Age (New York), 7 March 1988.
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to Chicago in 1937, where she was hired asa staff singer and
personality on NBC-Radio. Audiences became familiar with
her from numerous radio appearances, first as a singer on
such programs as Smile Parade, and Uncle Ezra’s Radio
Station (also known as Station EZRA), and later on The
Breakfast Club as the gossipy spinster Aunt Fanny—who
loved to dish gossip about such fictitious townsfolk as Bert
Beerbower, Orphie Hackett and Ott Ort—based on a char-

acter she first created for a local lowa radio program. Allison
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appeared on both the radio and television versions of Don
McNeill’s The Breakfast Club for more than 25 years. The
Aunt Fanny character was briefly spun off on her own
30-minute radio program in 1939, Sunday Dinner at Aunt
Fanny’s. But it was on Kukla, Fran and Ollie that Allison
became the “First Lady of Chicago Broadcasting.”

While her husband, Archie Levington, was serving in the
army, Allison worked on bond-selling tours, during which she
met and became good friends with puppeteer Burr Tillstrom.
When the time came to choose an appropriate sidekick for his
new television series, Tillstrom wanted to work with “a pretty
girl, someone who preferably could sing,” someone who could
improvise along with Tillstrom and with the show’s informal
structure. According to Tillstrom, when he and Allison met
four days later, she was so enthusiastic about the show and
working with her friend that she never asked how much the job
paid. With only a handshake, they went on the air live for the
first time that very afternoon.

Shortly before his death in 1985, Tillstrom tried to
capture the nature of the unique relationship that Allison
had with his puppets: “She laughed, she sympathized, loved
them, sang songs to them. She became their big sister,
favorite teacher, babysitter, gitlfriend, mother.” More than
just the “girl who talks to Burr [Tillstrom]’s puppets,”
Allison treated each character as an individual personality,
considered each her friend, and, by expressing genuine
warmth and affection for them, made the audience feel the
same way. She once remarked that she believed in them so
implicitly that it would take a few days to become accus-
tomed to a new version of one of the puppets.

It was through Allison that the Kuklapolitans came to
life as individual personalities with life histories. Each show
was entirely improvised. The only prior planning was a basic
storyline. Characters discussed their backgrounds, where
they attended school, and their relatives. Allison was the first
to mention Ollie’s mother Olivia and niece Dolores, and
Tillstrom added them to their growing number of
Kuklapolitans. In addition to prompting the characters to
talk about themselves, Allison herself invented some of the
characters’ histories, such as announcing that Buelah
Witch’s alma mater was Witch Normal.

Allison’s radio and television work continued after the
initial run of Kukla, Fran and Ollie. In the late-1950s,
Allison hosted The Fran Allison Show, a panel discussion
program on local Chicago television, telecast in color and
considered, at that time, “the most ambitious show in
Chicago’s decade of television.” She also continued to ap-
pear on television musical specials over the years, including
Many Moons (1954), Pinocchio (with Mickey Rooney in
1957), Damn Yankees (1967) and Miss Pickerell (1972).
Allison was reunited with Burr Tillstrom and the
Kuklapolitans for the series’ return in 1969 on Public Broad-
casting and as the hosts of the CBS Children’s Film Festival
on Saturday afternoons from 1971 to 1979. In the 1980s,
Allison hosted a local Los Angeles (KHJ-TV) program,

Prime Time, a show for senior citizens.

Fran Allison

Allison was nominated once for an Emmy Award as “Most
Outstanding Kinescope Personality” in 1949, but lost to Mil-
ton Berle. In 1988, she was inducted into Miami Children’s
Hospital’s Ambassador David M. Walters International Pedi-
atrics Hall of Fame, which honors men and women of medicine
and laypersons who have made a significant contribution to the
health and happiness of children everywhere.

—Susan R. Gibberman

FRAN ALLISON. Born in La Porte City, lowa, U.S.A. At-
tended Coe College, Cedar Rapids, Iowa. Married: Archie
Levington. Began career as radio singer, Waterloo, Iowa;
staff singer, various shows on NBC Radio, Chicago, from
1937; star of radio show, Sunday Dinner at Aunt Fanny’,
1939; regular guest, Dor McNeill's Breakfast Club, radio and
television program, through 1940s and 1950s; joined Burr
Tillstrom, puppeteer, with Kukla, Fran and Ollie television
program, Chicago, 1947; host, with Tillstrom’s puppets,
Children’s Film Festival, PBS, 1971-79; in local radio and
television from 1970s. Died in Sherman Oaks, California,
13 June 1989.

TELEVISION (selection)
1948-52, 1954-57

19 61-62, 1969-71

1976-76 Kukla, Fran, and Ollie (host)
1950-51 Don McNeill's TV Club




TELEVISION SPECIALS

1954 Many Moons
1957 Pinocchio

1967 Damn Yankees
1972 Miss Pickerell
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Anderson, Susan Heller. “Fran Allison, 81, the Human Side
of ‘Kukla, Fran and Ollie’ Show, Dies.” The New York
Times, 14 June 1989.

Fay, B. “Allison in Wonderland.” Colliers (New York), 4
March 1950.

ALLOCATION

U.S. Broadcast Policy
I he Federal Communications Commission’s (FCC)

methods of allocating broadcasting frequencies in the
United States have long been a subject of debate and con-
troversy. The key issues have been: first, whether television
should be controlled by the few strongest networks; second,
whether the FCC is responsible for setting aside frequencies
for non-commercial or educational broadcasters, even
though the media operate within a privately held system; and
third, whether spectrum allocations should change when
new technologies, requiring use of the airwaves, are intro-
duced. The Communication Act of 1934 provides for a way
to maintain federal control over all channels of interstate and
foreign radio transmission, and to provide for the use of such
channels, but not their ownership.

The act outlines a four-step process for allocating fre-
quencies. An entity that applies for a construction permit
(the right to build a broadcast station) must seek a specific
channel, antenna location, coverage area, times of operation
and power level of preference. If that applicant is selected for
an allocation, the FCC then issues the construction permit.
When the station is built, the owners must prove their
transmitter and antenna can perform to FCC standards. The
aspirant can then apply for a station license. Usually, appli-
cants must also prove U.S. citizenship, good character free
of criminal records, sufficient financial resources and proof
of expert technical abilities.

When a few experimenters first put voice over wireless
telegraphy at the turn of the century, there was no immediate
need for a system of allocation. Many “broadcasters” were
amateurs working with low-power systems. Even so, other
uses were apparent and growth of radio use was rapid. It was
interrupted, however, by World War I, when the govern-
ment chose to take over all domestic frequencies to insure
control of airwave communication. After the war, when the
British government chose to retain political power of its
broadcast frequencies and form a public broadcasting sys-
tem, the U.S. government instead decided to rely upon the
entrepreneurial spirit and allow private profit from broad-
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“Fran Allison.” Variety (Los Angeles), 21 June 1989.

Hughes, C. “Kukla and Ollie’s Real-Life Heroine.” Coronet
(Chicago), October 1951.

Kogan, Rick. “Fran Allison, of ‘Kukla, Fran and Ollie.””
Chicago Tribune, 14 June 1987.

Long, J. “Dragon’s Girlfriend.” American Magazine, March
1950.

“Triple Life of Fran Allison.” McCall’s (New York), March
1953.

See also Chicago School of Television; Children and Tele-
vision; Kukla, Fran, and Ollie; Tillstrom, Burr

casting. The technology and the industry were regulated
under the provisions of the Radio Act of 1912 which placed
control in the U.S. Department of Commerce, then admin-
istered by Secretary Herbert Hoover.

The Second National Radio Conference, 20 March 1923,
addressed problems associated with increasing the number of
signals on the broadcast spectrum. The Conference recommen-
dations included the equitable distribution of frequencies to
local areas and discussed wavelengths, power, time of operation
and apparatus. More importantly, the Conference suggested
three concepts that have not changed with time and technology.
The first recognized that broadcasting usually covers a limited
area and sanctioned local community involvement in the licens-
ing process. The second concept acknowledged the limited
amount of frequency space in the electromagnetic spectrum and
supported the assignment of one consistent wavelength to
broadcasters. The third concept proposed that once a broadcast-
ing organization was assigned a certain frequency, it should not
have to move that placement due to new regulation.

These recommendations died in the U.S. House Com-
mittee on the Merchant Marine and Fisheries and in Senate
committee. No action was taken. Commerce Secretary Hoo-
ver believed government control had no place in American
broadcasting; those using the airwaves should join together
and regulate themselves.

Congress reflected the conflicting views. Though litigation
against the government rendered the Radio Actof 1912 virtually
inoperable, 50 separate bills failed in Congress before the federal
legislature passed the Radio Act of 1927. Cases such as Hoover
v. Intercity Radio (1923) held that the government could not
refuse a license to an interested party, but could designate a
frequency and police interferences. In the next major case,
United States vs. Zenith Radio Corporation(1926), a federal judge
ruled the Commerce Department had no jurisdiction to regulate
radio. Other rulings by the U.S. Attorney General completely
nullified Department of Commerce control.

Yet more radio broadcasters wanted frequencies and
with 716 radio stations on the air, national regulation was
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more and more necessary. With the Radio Act of 1927, the
federal government decided to retain ownership of the air-
waves but allow private interests to hold continuing licenses.
The licenses were renewable after three years, depending on
the holder’s ability to serve the “public interest, convenience,
and necessity.”

Networks had grown substantially after 1926. Reli-
gious, educational, cultural, civil liberties and labor organi-
zations also sought a voice amidst the privately held,
commercially supported licensees. Yet the 1927 Act did not
successfully regulate the system. It was replaced seven years
later by the Communications Act of 1934.

The two acts had many similarities and neither altered
the allocations already in place for the burgeoning broadcast
networks CBS and NBC. Among existing non-profit broad-
casters, many educational institutions were still forced to
share frequencies and in the end most educators dropped
their partial licenses and chose to be silent. Yet the lobbying
efforts of Paulist Priest John B. Harney made Congress
realize the airwaves could be used for social good by non-
profit interests and the 1934 Act included a provision to
study such allocations. Still, the conflict was not resolved
until 1945 when 20 FM channels between 88 and 92 MHz
were reserved for non-commercial and educational broad-
casting. These frequencies represented 20 percent of the
broadcast band.

Among the commercial networks, each had consider-
able power over its affiliate stations until an FCC ruling
limited the degree of contractual control over affiliate oper-
ations. But practical authority over the dependent affiliates
persisted since networks supplied most programming.

By 1938 NBC and CBS commanded the great majority
of licensed wattage through owned stations or affiliates. In
1941 the FCC’s Report on Chain Broadcasting was accepted
by the Supreme Court in NBCv. U.S.(1943). The ruling led
to a separation of NBC into two radio networks, one of
which was later sold and became ABC. Four way network
competition began in the radio marketplace among Mutual,
the fledgling ABC, and the dominators, CBS and NBC.

As of 1941, six television stations had been approved
and two were in operation; CBS and RCA stepped in early
to receive construction permits and licenses. The major
networks were joined by receiver maker Allen B. DuMont
and each ventured into television as network programmers
in the 1940s. The three networks divided the week, each
programming two or three nights without competition.

The FCC settled the placement of the radio bandwidth
in 1945, but allocation problems did not end. Television’s
impending maturity created more spectrum confusion. As it
had done with radio, the government had issued experimen-
tal and early frequency allocations for television on the VHF
and UHF spectrums. Large broadcasting corporations ob-
tained early signal assignments both to monopolize the new
medium and to sell a new product, television receivers.

The problem with television allocations was the limited
amount of bandwidth compared to radio signal space. The

FCC had planned eighteen channels, each six megacycles
wide between 50 and 294 megacycles. In the VHF spectrum
space, only 13 channels existed which could support televi-
sion signals. Cities 150 miles apart could share a channel;
towns 75 miles apart could have consecutively placed station
signals. When the commission considered rules in Septem-
ber of 1945, it was decided that 140 metropolitan districts
would be allocated VHF broadcasting channels.

The Television Broadcast Association supported
shorter distances between localities using the same spectrum
space for signal transmission. ABC and CBS believed the
future of television existed in the more generous UHF
spectrum space. Several network leaders argued either to
transfer all television delivery to the more capacious UHF or
to allow existing stations to slowly move to UHF. Instead,
the FCC approved a VHF delivery plan in November 1945.
500 stations would be allocated to the 140 communities,
with no allocations planned for channel 1. The FCC plan
did not move any previously granted station frequencies. It
did, however, allow shorter distances between eastern U.S.
station assignments. New York City was given seven chan-
nels; smaller towns were allocated limited coverage and
lower powered television signals.

By 1948, the FCC realized the November 1945 plan
would not work and advocated moving all television to
UHF. By then fifteen stations were on the air. While a final
plan could be developed, the FCC added some VHF signal
restrictions and completely eliminated use of channel one.
Also thar year, the FCC again held further allocation hear-
ings. The resulting ruling increased the number of stations
but questioned the use of UHF for television delivery. The
new plan now placed 900 stations in more than 500 com-
munities, still utilizing only the VHF band. Confusion,
conflict, and controversy continued and on 29 September
1948 the FCC halted further allocation of station licenses.
Only 108 stations were on the air. This action became
known as the Freeze of 1948.

Construction of the stations previously approved, but
not built, continued and more VHF stations did begin
broadcasting between 1948 and the end of the freeze in April
1952. Many television industry interests still supported
UHEF utilization, but manufacturers had not yet developed
transmission equipment for UHF. Television sets were not
being built to receive the higher signals. Potential problems
with UHF included signal strength and interference. Nev-
ertheless, the FCC decided to begin UHF television without
additional testing.

With regard to station allocations, the FCC'’s Sixth
Report and Order was a most salient document. There the
Commission decided to maintain placement of the existing
VHF stations, though a few were ordered to change
bandwidth within the VHF spectrum. The new plan created
2,053 allotments in 1,291 communities.

The FCC aggressively assigned UHF stations to smaller
towns and left VHF for large cities. The number of stations per
community depended upon population. For example, a com-



munity with 250,000 to one million people received four to six
stations. Except for Los Angeles and New York which secured
seven stations in the VHF spectrum, the FCC allocated no
more than four VHF stations per locality. Spacing of the same
channel between communities depended on such factors as
geographical location, population density, and tropospheric
interference. Cities at least 170 miles apart could have received
allotment of the same channel.

The FCC made a historically significant ruling when it
chose to enter UHF broadcasting without materially altering
existing allocations. Since many sets had no UHF equip-
ment, the stations with VHF station assignments had the
upper hand over new UHF stations. It would be years before
any large population could receive UHF. More importantly,
the decision created a situation of the early bird catching the
worm. The companies with the first granted allocations,
namely NBC and CBS, also had the best signal positions.
The FCC chose to maintain network dominance of televi-
sion and essentially gave the large networks control over the
future of the new medium. For most viewers, it was easier
to tune to the broadcasting giants than to new networks or
independent stations.

Allocation of non-commercial stations was another im-
portant provision of the Sixth Report and Order. FCC
Commissioner Frieda Hennock, a New York attorney, ar-
gued for spectrum space for educational television. She
established her place in broadcasting history when the FCC
decided to make 252 non-commercial assignments, includ-
ing 68 VHF and 174 UHF stations. This was one tenth of
all stations assigned. Any community with one or two VHF
stations in operation won a VHF educational television
frequency. The first non-commercial station reached the
airwaves in 1954.

Television station allocations moved slowly until the
middle 1970s. ABC, operating largely on UHF stations,
jockeyed for positioning against the stronger networks, CBS
and NBC. In 1975, in a period of government deregulation,
the FCC liberalized both frequency allocations and methods
of television delivery. The large fees required for satellite
receiving stations had diminished, enhancing the possibili-
ties for both satellite and cable delivery of television to homes
and businesses.

The FCC again began an aggressive period of television
station allocations between 1975 and 1988, primarily as-
signing UHF spectrum licenses. During this period, more
than 300 stations began telecasting. In 1975, 513 VHF and
198 UHF stations were on the air. By 1988, 543 VHF and
501 UHF stations broadcasted shows. The advent of cable
somewhat leveled the competitive lead of lower-numbered
VHEF stations; the reception of each station was equal when
provided through the wire and many homes now subscribed
to cable systems. The added popularity of remote controlled,
hundred-plus channel, cable-ready receivers made any signal
a finger-press away.

Deregulation also created still more television signal
competition, all governed through FCC allocations. Low
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power television, or short range signals serving communities
within cities and smaller towns in rural areas, grew as addi-
tional licenses were granted in the 1980s. Though these
stations were originally expected to handle either home
shopping or community access programs, many low power
stations became competitive with other television stations
by becoming cable carriers.

Because the major networks already held affiliate contracts
in most markets, these new UHF and LPTV stations were
largely independently owned. The existence of more and more
unaffiliated stations opened a door for the creation of new
television networks and new program providers. In 1985, the
FOX Broadcasting Network was created as a fourth network
by linking a number of the new, largely independent stations.
Specialty networks, such as the Spanish-language Univision
and Telemundo networks, and broadcast-cable hybrid net-
works such as Home Shopping Nerwork and Trinity Broadcast
Network (religious) developed in the late 1980s. In 1994,
Paramount and Warner Brothers Studios entered the arena
with networks of broadcast stations airing new programming.
The shows presented on these alternative networks have most
often been outside the scope of the large networks. Some have
challenged traditional network notions of “taste” or program-
ming standards and have presented new types of shows. Others
have focused on a selected audience such as Spanish-speakers
or home shoppers.

In 1994, FOX Broadcasting Company became con-
cerned with the signal power, and resulting audience reach,
of its affiliates. The network made a series of contract
changes, in essence trading several of its UHF outlets for
stronger VHF stations. In those deals, many independent
broadcasters were pushed aside for stations owned by
broadcast groups such as New World Entertainment. The
end result was an increase in VHF placements for FOX
shows without resort to issues or problems related to
allocation.

The future of station allocation is unclear. In the early
1990s, when High Definition Television (HDTV) was
expected to overtake U.S. television, skeptics pointed to
the history of U.S. television allocations. HDTV could
have required more extensive bandwidth, and therefore,
the reordering of spectrum allocations. But in the past,
except for the shifting of some VHF stations required by
the Sixth Report and Order, the FCC has not changed a
previously granted allocation no matter how compelling
or leveling the reason. The dominance of the major net-
works has always been preserved. The channel positions
have never changed materially, and audiences have re-
mained comfortable with familiar placements. It is un-
likely that the FCC will dabble with allocations in the
future. Yet, as viewers grow increasingly dependent on
cable as their television provider, the role of station place-
ment may decrease in importance. Future station assign-
ments and changes will hardly affect either cable channel
placement or the social routines of the television viewer.

—Joan Stuller-giglione
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ALMOND, PAUL

Canadian Producer/Director
Paul Almond is the producer and director of more than

100 television dramas in Toronto, London, and Los
Angeles between 1954 and 1967. Almond has produced and
direcred dramas for such Canadian Broadcasting Corpora-
tion (CBC) shows as Folio, The Unforeseen, and Wojeck.

Among his many accomplishments in “live” or “live
to tape” television are the early experimental religious
drama The Hill, which used simple wooden platforms, a
cyclorama and improvisation; Arthur Hailey’s realistic
early drama abourt the threats of nuclear technology, Seeds
of Power; the fascinating, televisual adaptation of Dylan
Thomas’ radio piece Under Milk Wood, which alternated
between stylized shots of elements of the set with realistic
shots of the actors; Harold Pinter’s controversial Birthday
Party; A Close Prisoner, the self-reflexive and chilling satire
by Clive Exton; and television versions of Christopher
Fry’s Sleep of Prisoners, Venus Observed, and A Phoenix too
Frequent, and Jean Anouilh’s Antigone. He also produced
and directed a chilling adaptation of Crime and Punish-
ment, called The Murderer; the dark, anti-war comedy The
Neutron and the Olive and his creative partner, designer
Rudy Dorn’s drama about World War II from the point
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Paul Almond




of view of a German soldier, The Broken Sky. Other
successful adaptations included Macbeth, with Sean Con-
nery and Zoe Caldwell, using only a flight of steps and a
huge throne, and Julius Caesar, using one 12-foot deco-
rative column. At the time of these “experimental” pro-
ductions Dorn and Almond shared a theory that the “only
real thing was the emotion expressed on the face of a really
good actor”.

Almond directed for the most successful series in CBC
television history, Wojeck, including the prescient episode
on drug abuse (“All Aboard for Candyland”), at a time
when such subjects were rarely seen on television.

Two of his 1960s dramas were censored by the CBC:
Anouilh’s Point of Departure, which showed two unmar-
ried people in bed together, and Shadow of a Pale Horse, a
vivid anti-war drama which depicted, according to the
broadcaster, a too explicit hanging in one scene. In in-
stances such as these, when the CBC management threat-
ened to cancel a programme (which became easier when
tape came into use), the corporation, under pressure from
its creative staff, sometimes compromised by scheduling
the drama at 11:30 P.M. when it was hoped that everyone
likely to complain was in bed. In the case of Michael Tait’s
Fellowship the CBC canceled the show altogether, but
relented and broadcast it at a later date. In a rare return to
television in 1978 Almond directed the award-winning
docudrama Every Person Is Guilty, on the anthology For the
Record.

Television critics and colleagues said of Paul Almond
that he was “the mystic”, “the romantic”, “the man with an
eye for symbolic levels of meaning”, an “actor’s director”.
Camera-man and well-known television writer Grahame
Woods said, “he’s very responsive and creates a lot of energy.
He had a passion for what he was doing and it’s infectious.”
The actor and director David Gardner characterised
Almond’s work as “moody... The camera moved a great deal.
He was a very volatile director. But once you got to know
Paul it was terrific.”

Paul Almond himself has said that in some ways he
preferred live television to any other form, because it had
not only an excitement but a flow of action. In his view,
live television allowed both the camera-man and the direc-
tor more freedom to respond to the performance itself and
literally “call the shots” in unforeseen patterns and
rhythms. Early television did not require three people to
run a camera. Almond was one of the most influential of
the generation of producers and directors in the 1950s and
1960s who were discovering what could be done with the
huge, clumsy and unreliable cameras of live television. He
and his co-conspirators took “live-to-tape” drama, which
was supposed to be taped with minimum interruption
because it was very difficult to edit into territory which
demanded many pauses for change of scene, costume, or
special effects. From those early experiments and the even-
tual discovery of cleaner easier ways to edit tape came true
electronic drama.
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With limited CBC experience of filmed TV drama,
Almond adapted to film so well that his first full-length
feature film Isabelin 1968 (shown on the CBC in 1969) was
a critical success and was followed by such films as 7he Act
of the Heart, Final Assignmentand Captive Hearts. He is still
producing and directing feature films.

—DMary Jane Miller

PAULALMOND. Born in Montreal, Quebec, Canada, 1931.
Artended Bishop’s College School, Lennoxville, Quebec;
McGill University, Montreal, B.A.; Balliol College Ox-
ford, M.A.. Married: Geneviéve Bujold, 1967. Director
for a Shakespearean repertory company, England; re-
turned to join the CBC in Toronto, 1954; directed or
produced various drama, action, comedy and horror series
and specials for TV until 1967; independent producer
since 1967. Recipient: Bronze Prize, Houston Film Festi-
val, 1981.

TELEVISION (selection)
1955-67 Folio

1958-60 The Unforeseen

1959-67 Festival

1960-61 RCMP

1960-61 First Person (producer)
1961-64 Playdate

1963-66 The Forest Rangers

1966 Wojeck (director)
MADE-FOR-TELEVISION MOVIES (selection)
1956 The Queen of Spades (producer)
1957 Who Destroyed the Earth

1963 The Rose Tattoo (producer)
1967 La Roulotte aux Poupées (director)
1979 Every Person Is Guilty

FILM (selection)

Isabel, 1968; The Act of the Heart, 1969; Journey, 1971; Final
Assignment, 1979; Ups and Downs, 1981; Kiss Me Better,
1981; Eye of the Falcon, 1985; Captive Hearts, 1987; The
Dance Goes On, 1991; Freedom Had a Price (narrator),
1994,
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AMEN

U.S. Situation Comedy
From 1986 to 1991, Amen aired on NBC. Set around a

Philadelphia parish, this was the first hit situation-com-
edy to focus upon religion, an African-American church in
particular, depicting, as a Jet magazine article put it, “the
political as well as humorous side of [this] centuries-old
institution.” Emphasizing the relationship between the
church’s virtuous minister, played by Clifton Davis, and its
shrewd, quick witted deacon, played by Sherman Hemsley,
this comedy highlighted the continuous conflicts between
these contrasting principals. By centralizing these characters’
comedic struggles, Amen proved a successful parody, satiriz-
ing as well as exploring the everyday workings of their
church, from service to choir to congregation. Produced by
Carson Productions, Amen gained top-ratings throughout
much of its prime-time life.

Focusing primarily on the apparently endless conflict
between Deacon Ernest Frye and the Reverend Reuben
Gregory, Amen was able to capitalize on the humorous
dissimilariries separating these perpetually arguing charac-
ters. Frye, played expertly by Hemsley, was not unlike
George Jefferson, Hemsley’s arrogant, determined character
for eleven seasons on The Jeffersons. The deacon was stub-
born, aggressive and extremely vocal. He had taken over the
church from his father, the founder of the First Community
Church of Philadelphia, and resisted giving up his control
and decision making power, especially to Reverend Gregory.
Ironically, however, Deacon Frye’s melodramatic antics usu-
ally lost more control then they gained, leaving a situation
Reverend Gregory was often forced to resolve, and opening
Frye to the sarcastic ridicule of the congregation.

Gregory, on the other hand, was a kind-hearted, ethical
pastor with the church’s best interests at heart. Mild-man-
nered in action and even-toned in voice, Reverend Gregory
was a distinct contrast to the boisterous, authoritarian
Deacon Frye. Played by Davis (star of the 1974 series That’s
My Mama), who was an established real-life minister, Rev-
erend Reuben Gregory slowly and patiently established an
influence over the church, the deacon, of course, fighting
him throughout. A rational voice amid the deacon’s fiery
outbursts, Reverend Gregory helped to temper Frye’s melo-
dramatic excitement, aiding in the resolution of the
program’s various episodes.

Thelma Frye, the deacon’s adult, socially awkward
daughter, also played an important role in many episodes
of Amen. Thelma, a romantically distraught thirty-year-
old who still lived with her “Daddy,” provided a constant
source of humor, her own childlike naiveté a comical
contrast to the clever, often scheming Deacon Frye. Later
episodes focused on the developing romantic relationship,
and eventual marriage berween Thelma and the Reverend
Gregory, a marriage which signaled Thelma’s coming into
adulthood as well as lessened the distance between the
reverend and Deacon Frye. Additional characters included

Rolly Forbes, the church’s spunky elder church board
member and sisters Casietta and Amelia Hetebrink, all
adult church members who frequently made humorous
and sarcastic contributions to the show, most often at the
expense of Deacon Frye.

Throughout its five years, Amen offered a light-
hearted look ar an African-American church, playfully
satirizing its day to day activities. Focusing humorously on
this everyday conflict between Reverend Gregory and Dea-
con Frye, as well as these other familiar characters, Amen
proved a satiric, yet human, portrait of ordinary church
life and people.

—Brent Malin
CAST
Deacon Ernest Frye . . . . ... ... Sherman Hemsley
Reverend Reuben Gregory . . . . . . . . .. Clifton Davis
Thelma Frye. . . . . . ... ... Anna Maria Horsford
Casietta Hetebrink (1986-90) . . . Barbara Montgomery
Amelia Hetebrink . . . . .. ... ... .... Roz Ryan
Rolly Forbes . . . . ... ......... Jester Hairston
Lorenzo Hollingsworth (1986-87) . . . . Franklyn Seales
Leola Forbes (1987-89) . . . . . .. .. Rosetta LeNoire
Inga(1988-90) . .. ... ......... Elsa Raven
Chris (1988-90) . . .. ... ..... Tony T. Johnson
Clarence (1990-91) . . . . . ... .. Bumper Robinson

Amen
Photo courtesy of Carson Productions



PRODUCERS Ed Weinberger, Michael Leeson, Marcia
Govons, Reuben Cannon, Kim Johnston, Arthur Julian,

Lloyd David, James Stein, Robert llles

PROGRAMMING HISTORY 110 Episodes

* NBC

September 1986-April 1987
June 1987-September 1988
October 1988—July 1989
August 1989

September 1989—-July 1990
August 1990

December 1990-July 1991

Saturday 9:30-10:00
Saturday 9:30-10:00
Saturday 8:30-9:00
Saturday 8:00-8:30
Saturday 8:30-9:00
Saturday 8:00-8:30
Saturday 8:00-8:30

AMERICAN BANDSTAND

U.S. Music Program
Like the soap opera, American Bandstand represents the

transference of a successful radio format to burgeoning
arena of American television. Unlike the soap opera, how-
ever, the radio broadcast format of playing recorded music
developed as popular entertainers from radio migrated to the
newer medium of television. Initially located in the margins
of broadcast schedules, the format of a live disk jockey
spinning records targeted toward and embraced by teenagers
soon evolved into the economic salvation of many radio
stations. For one thing, the programs were relatively inex-
pensive to produce. In addition, the increased spending
power of American teenagers in the 1950s attracted adver-
tisers and companies marketing products specifically target-
ing that social group. Not the least of these were the
recording companies who supplied the records without cost
to stations, often including economic incentives to disk
jockeys to play their products. In effect, the recorded music
was a commercial for itself. Given the convergence of these
factors, the teen record party became entrenched as a radio
format during the 1950s and throughout the 1960s, even-
tually developing into Top Forty Radio.

For these same reasons, this format became highly
lucrative for local television stations to produce as well.
While the three networks provided the majority of prime-
time programming and some early afternoon soap operas,
local television stations had to fill marginal broadcast periods
themselves. Since the primary audience for television view-
ing in the late afternoons included teenagers just out of
school for the day, the teen record party apparently made
sense to station managers as a way to generate advertising
revenue during that broadcast period. As a result, a number
of teen dance party programs found their way into television
schedules during the early 1950s.

Bandstand, one of these, appeared on WFIL-TV in
Philadelphia during September 1952. Hosted by Bob
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Horn, a popular local disk jockey, the show was presented
“live” and included teenagers dancing to the records that
were played. As the success of the televised Bandstand
grew, Dick Clark took over the disk jockey duties of the

radio program while Bob Horn was broadcasting in front

of the cameras. In 1956, Horn was arrested for driving
under the influence of alcohol, in the middle of an anti-

BANDSTAND

Dick Clark
Photo courtesy of Dick Clark Productions, Inc.
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drunk driving campaign by WFIL. Soon thereafter, Dick
Clark replaced him as the host of the televised program.
Clark’s clean-cut boy-next-door image seemed to offset
any unsavory fallout from Horn’s arrest, because the show
increased in its popularity. By the fall of 1957, Clark, who
had been shepherding kinescopes of the show to New
York, convinced the programmers at ABC to include the
show in its network lineup.

Adapting the name of the program to its new stature
(and the nerwork identity), American Bandstand first aired
on the ABC network on Monday, 5 August 1957, becoming
one of a handful of local origination programs to broadcast
nationally. Initially, the program ran Monday through Fri-
day from 3:00 to 4:30 P.M., EST. Almost immediarely, the
show became a hit for the struggling network. In retrospect,
American Bandstand fit in nicely with the programming
strategy that evolved at ABC during the 1950s. As the third
television network, ABC could not afford the high-priced
radio celebrity talent or live dramatic programming that
generated the predominantly adulc viewership of NBC and
CBS. Therefore, ABC counterprogrammed its scheduled
with shows that appealed to 2 younger audience. Along with
programs such as The Mickey Mouse Club, ABC used Amer-
ican Bandstand 1o build a loyal audience base in the 1950s
that would catapult the network to the top of the prime-time
ratings in the mid-1970s.

From a cultural and social standpoint, the impact of
American Bandstand should not be underrated. Even if the
show diffused some of the more raucous elements of rock
'n’ roll music, it helped to solidify the growing youth
culture which centered around this phenomenon. Bur the
show was important in another way as well. Once Clark
took over the helm of Bandstand in 1956, he insisted on
racially integrating the show, since much of the music was
performed by black recording artists. When the show
moved to the network schedule, it maintained its racially
mixed image, thus providing American television broad-
casting with its most visible ongoing image of ethnic
diversity until the 1970s.

In 1964, Clark moved the production of American
Bandstand ro California, cutting broadcasts to once a week.
In part, the move was made to facilitate Clark’s expansion
into other program production. Additionally, it became
easier to tap into the American recording industry, the
center of which had shifted to Los Angeles by that time.
The show’s popularity with teenagers continued until the
late 1960s.

At that point, white, middle-class American youth
culture moved away from the rock ’n’ roll dance music that
had become the staple of American Bandstand, opting in-
stead for the drug-influenced psychedelia of the Vietnam
War era. As a response to the specialized tastes of perceived
diverse target audiences, radio formats began to fragment
at this time, segregating popular music into distinct catego-
ries. While American Bandstand attempted to integrate
many of these styles into its format throughout the 1970s,

the show relied heavily on disco, the emerging alternative
to psychedelic art rock. Though often denigrated at the
time because of disco’s emergence in working class and
ethnic communities, the musical style was the logical focus
for the show, given its historic reliance on presenting teen-
agers dancing. Consequently, American Bandstand became
even more ethnically mixed at a time when the predomi-
nant face of the aging youth culture in the United States
acquired a social pallor.

The foundation of American Bandstands success rested
with its ability to adapt to shifting musical tends while
maintaining the basic format developed in the 1950s. As a
result, Dick Clark helmed the longest running broadcast
program aimed at mainstream youth to air on American
network broadcast television. After thirty years of broadcast-
ing, ABC finally dropped the show from its network sched-
ule in 1987. In its later years, American Bandstandwas often
preempted by various sporting events. Given the commer-
cial profits generated from sports presentations, apparently
it was only a matter of time before the network replaced the
dance party entirely. Additionally, the rise of MTV and
other music video channels in the 1980s also helped to seal
American Bandstands fate. The show began to look like an
anachronism when compared to the slick production values
of expensively produced music videos. Nevertheless, the
music video channels owe a debt of gratitude to American
Bandstand, the network prototype that shaped the formar
which they have exploited so well.

—Rodney A. Buxton

HOST
Dick Clark (1956-1989),
David Hirsch (1989)

PRODUCER Dick Clark

PROGRAMMING HISTORY

» ABC
5 August—5 September 1957

» SYNDICATED

1957-1963 Daily, Various Local Non-Prime Time Hours
1963-1969

Saturday, Various Local Non-Prime Time Hours

» USA Cable
8 April-7 October 1989

Sarurday, Non-Prime Time
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AMERICAN BROADCASTING COMPANY

U.S. Network
I he American Broadcasting Company, more commonly

referred to as ABC, has been a forerunner in the
evolution of television network history. Although often
recognized as the third-place network in ratings, behind
CBS and NBC, ABC has several times been a “first,” with
bold decisions and changes that often served as catalysts to
its competitors.

The following headline from the Los Angeles Times
describes ABC’s most memorable “first”: “Merger of Top
TV Network and Media Giant with Premier Movie Pro-
ducer to Create One-Of-A-Kind Global Powerhouse.” This
notice referred to the Walt Disney Company’s surprising
purchase of Capital Cities/ABC for $19 billion in cash and
stock in August 1995. While the merger is recognized by
media executives and Wall Street investors as a landmark in
network television, historians tell of ABC’s beginnings more
than four decades ago as much less dramatic.

ABC grew out of a Federal Communications Commis-
sion (FCC) “monopoly” probe. The 1938—41 radio-net-
work investigation resulted in a highly publicized and
controversial report which included specific proposals for
reform. The FCC reported cited several problems with CBS
and NBC, the two then-existing radio networks. The first
problem cited was that NBC owned two networks, NBC-
Blue and NBC-Red. The report proposed “divorcement,”
and on 12 October 1943, ABC was born, the offspring of
the separation of NBC. As a result of the FCC report RCA
sold the Blue Network Company, Inc., for $8,000,000. The
buyer was the American Broadcasting System, Inc., owned
by Edward ]. Noble, who had made his fortune with Life-
savers candy.

By the mid-1940s, it was clear that the struggle for
power in the broadcasting arena was now a three-network
battle involving ABC, CBS and NBC. All had substantial
radio earnings, but television technology developments
loomed before them, threatening to change the face of the
radio landscape forever.

By 1948, the FCC had issued approximately a hundred
television-station licenses. By 1952, with sponsorship declin-
ing, death seemed imminent for network radio. The years
between 1948 and 1955 for network television were a period
of industry transition comparable to the mid-1920s for net-
work radio. The FCC needed to develop a comprehensive plan
for allocating TV frequencies and until it was completed the
transition from radio would be incomplete.

As networks focused on the transition into television, a
battle to takeover ABC, the weak sister of the Big Three,
ensued. Noble’s network was overextended and nearly bank-
rupt. And in 1951, Leonard Goldenson and United Para-
mount Theaters bought ABC for $25 million. Goldenson
had begun his career at Paramount Pictures in 1933 as a
27-year-old Harvard Law School graduate. Eventually, how-
ever, he gave up law and became chief executive of United

Courtesy of ABC

Paramount Theaters and after spending the first half of his
career at Paramount, he gambled his way to the top of ABC.

A new era in American broadcasting, another “first”,
began with that merger. With the help of the television industry
the silver screen entered the home. In 1954, Walt and Roy
Disney approached Goldenson with the idea of building a new
theme park in California. The brothers needed financing and
they offered to supply Goldenson with new programming. He
lent them $15 million in return for 35% of Disneyland. ABC
also agreed to pay $35 million in license fees over seven years
for a new Walt Disney TV series. Disneyland, which premiered
in the fall of 1954 was the network’s first Nielsen Top Ten Hit.
A year later in the fall of 1955, ABC had another successful
“first.” Cheyenne, the first prime-time series produced by a
major studio, Warner Brothers, aired on ABC the show and
also became a network hit.

Still, it took nearly another decade for ABC to be
Number One in the Nielsen ratings. But in 1964, ABC
won the ratings race in the fifty largest U.S. markets with
such successful series as Peyton Place, Bewitched, The Ad-
dams Family, McHale’s Navy, Combat, and My Three Sons.
But this success was short-lived and lasted a few weeks.
Seven years later during the 1970-71 season, ABC had its
first Number One show in all of television with Marcus
Welby, M.D.

Even with this success, however, there were still many
problems with ABC’s programming that season, startingand
ending with A/l in the Family. After financing the develop-
ment of two pilot shows of All in the Family, Goldenson
decided, in what has been hailed as the worst programming
decision of his career, to turn down the Norman Lear show.
He was worried that this new brand of realistic comedy
would offend conservative affiliates.

All in the Family went to CBS—replacing The Beverly
Hillbillies as American’s leading comedy. To make matrters
worse, CBS’ chief programmer, Fred Silverman, developed

such spinoffs as Maude and The Jefferson for the network.
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The effects on ABC's ratings were disastrous. Welbydropped
from first to thirteenth place in one year.

ABC wooed Fred Silverman away from CBS in the
mid-1970s. Six months after Silverman’s arrival at ABC, two
events took ABC to first place in the ratings: Roone Arledge’s
Winter Olympics in Innsbruck and a mini-series, a twelve-
hour TV adaptation of Irwin Shaw’s Rich Man, Poor Man.
It was network TV’s first big miniseries.

At the end of the 1975-76 season, ABC's Silverman sched-
uled a new show, Charlies Angels. On the edge of a new
programming wave in which sex would replace violence as the
preferred “quick fix” for American television audiences, Charlie’s
Angels and other similarly cast ABC series came to be known as
the “jiggle” shows. CBS and NBC executives labeled them “tits
and ass” programming. These shows were Silverman’s specialty
and the cornerstone of a new entertainment creed.

The new programming resulted in a flood of advertising
demand and surging Nielsen ratings for ABC. ABC'’s profits
in 1975 toraled more than $29 million; in 1976, they were
$83 million; and in 1977, $165. Not all the successes fell
into the more exploitative categories, however. ABC aired
another miniseries in 1977. A twelve-hour adaptation of
Alex Haley’s Roots attracted 130 million viewers, scored the
largest Nielsen ratings in broadcast history, solidified the role
of the miniseries in network programming, opened a na-
tional discussion of the history of American race relations,
and garnered high praise for the network.

But the bulk of ABC programming was still highly
conventional. During the 1977-78 season, ABC'’s successful
lineup included The Six Million Dollar Man, The ABC
Sunday Night Movie, NFL games, Happy Days, Laverne and
Shirley, Three’s Company, Soap, Eight Is Enough, Charlie’s
Angels, Baretta, Welcome Back, Kotter, Barney Miller, The
Love Boat, and Operation Petticoat. The nerwork had twelve
programs in the Nielsen Top Twenty.

Taxi, Mork and Mindy, and Happy Days headlined ABC’s
1978-79 season of fourteen Top Twenty shows including the
best five shows of the season. ABC made history again. It was
the first time that a TV network had broken the billion-dollar
revenue mark. Bur it was the last year of ABC'’s success streak.
That year, Fred Silverman left the programming empire he had
built at ABC and took over NBC. For the first time since 1975,
ABC finished second in the November sweeps.

A year later, ABC was a “first” again. This time, as the
first nerwork to hire a woman as its evening anchor, bringing
the nerwork an avalanche of publicity. ABC hired Barbara
Walters from NBC with a contract worth $1 million in
1976. Hired to co-anchor the ABC Evening Newswith Harry
Reasoner, Walters, then forty-six, was the most celebrared
woman in television news. The Reasoner and Walters
merger was not successful, however, and Walters went on to
her highly acclaimed series of interview programs and a
regular spot on the ABC news magazine, 20/20.

The mid-to-late 1970s also saw the era of satellite
television developing strength with such newcomers to the
television industry as cable nerworks HBO, CNN and

WTBS. Taking advantage of this trend in the early 1980s,
ABC purchased ESPN, a cable sports network, with hopes
that it would give the nerwork a window on pay-per-view
sports and help it bid for big sporting events.

Innovative programming in the early 1980s was not in
prime-time series but made-for-TV movie programming, day-
time shows, long-form miniseries and news. The most lucrative
part of the ABC schedule in 1981 was daytime television which
generated almost three-fourths of its profit. ABC, unlike CBS
and NBC, owned most of its soap operas so the high daytime
ratings of shows such as General Hospital, All My Children, and
Ryan’s Hope could be converted directly into profit. But the
profits were matched by the network’s burden of high expenses
and sagging ratings. Once again ABC found itself lagging its
competitors at NBC and CBS.

In 1986, Capital Cities Communication engineered the
first television nerwork takeover since Leonard Goldenson’s
merger of United Paramount Theaters and ABC. The $3.5
billion merger signaled the start of the purchase of all major
networks in 1980s, but the resulting Capital Cities/ABC
Inc. became what was widely considered by investors as one
of the best run of media companies. Capital Cities cut costs
dramatically while continuing to invest in news and enter-
tainment programming. ABC rebounded to become Num-
ber One in the ratings.

A decade later, ABC was in the forefront of nerwork
financial news once more setting the way for a flurry of
media corporate buyouts that would make network history.
In 1995 Walt Disney Company acquired Capital Cit-
ies/ABC for $19 billion, the second-highest price ever paid
for a U.S. Company in U.S. history. The biggest media
merger in history, touted as one of the best-kept secrets in
the industry, “sparked a flurry of buying activity in other
entertainment stocks,” said the Los Angeles Times. Shortly
after the Disney/Capital Cities/ ABC merger, Westinghouse
merged with CBS and Time Warner with Ted Turner’s
cable network empire including CNN, TBS, TNT, and
Turner Classic Movies.

The future of Disney/Capital Cities/ ABC will be closely
watched by media observers and critics. In many ways, the
conglomerate suggests a model for a new era in media indus-
tries, an era in which global communication and economic
strategies may override national and local concerns.

—Gayle Noyes
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AMERICAN MOVIE CLASSICS

U.S. Cable Network

D uring the final sixth of the 20th century the television
cable channel American Movie Classics (AMC), qu-
ietly became one of the fastest growing television nerworks
in the United States. Half owned by Cablevision Systems
and mammoth TeleCommunications, Inc., AMC is one of
the great success stories in the emergence of cable TV in the
United States. Film fans loved AMC for showing classic,
uncut, uncolorized Hollywood films of the 1930s, 1940s,
and 1950s, with no interruptions for advertisements.

Opver-the-air television had already served as the princi-
ple second run showcase for Hollywood films from the
mid-1950s into the 1970s. But the number of over-the-air
TV stations in any one market limited the possible show-
cases for classic Hollywood films. Film buffs in major mar-
kets did have independent television stations which
frequently counter-programmed with Hollywood movies,
but they hated the ways in which stations sanitized the
presentations of theatrical films, cut them to fit them into
prescribed time slots, and interrupted moving moments
with blaring advertisements. With the emergence of cable
television in the 1980s, AMC offered a niche for these fans,
who sometimes referred to the channel as the “Metropolitan
Museum of classic movies.” Indeed, AMC created a “reper-
tory” cinema easily operated by a remote control.

AMC began in October 1984 as a pay service, but
switched onrto cable’s “basic tier” in 1987 when it had grown
to seven million subscribers in one thousand systems across
the United States. This growth curve continued and by the
end of 1989 AMC had doubled its subscriber base. Two
years later it could count 39 million subscribers.

No cable service in the United States ever received more
favorable reviews. Critics raved at AMC’s around-the-clock
presentation of Hollywood favorites and undiscovered
gems, a stark relief from the sensory overload of MTV. AMC
bragged about its sedate pseudo-PBS pacing.

AMC also has created first run documentaries thar focus
on some part of the movie business, such as a corporate
profile of Republic Studios, a compilation history entitled
“Stars and Stripes: Hollywood and World War 11,” and a
history of boxing movies labeled “Knockout: Hollywood’s
Love Affair with Boxing.” AMC regularly fearures interviews
by Richard Brown, professor at the New School of Social
Research, as part of its on-going series “Reflections on the
Silver Screen,” and also cablecasts Ralph Edwards’ 7his Is
Your Life episodes from the 1950s.

American Movie Classics regularly fills slots between
films with old 20th-Century-Fox Movietone Newsreels.
Fans can once again watch as a bored John Barrymore puts
his profile into the cement in front of Grauman’s Chinese
Theatre or Shirley Temple accepts her special Oscar, then
asks her mother if it is time to go home. In short here is the
perfect nostalgia mix for anyone who lived through (or
wished they had) the “simpler” time of the 1930s and 1940s.
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AMC unabashedly promotes its nostalgic escape. Con-
sider a typical stunt. The room, painted black and white (the
purity of American Movie Classics), is filled with the sounds
of Gordy Kilgore’s big band playing Glenn Miller’s “I:: the
Mood” as more than two hundred couples spin, remember-
ing a better time. The celebration of the fiftieth anniversary
of Pearl Harbor? No, this was a late 1980s marketing device
by American Movie Classics and the local cable system
(owned by Time Warner), in Wichita Falls, Texas, a mo-
ment designed to launch AMC in that market.

By June 1988 American Movie Classics was successful
enough to begin a colorful magazine. An old time classic star
graces the cover of each issue; the first featured Katharine
Hepburn, later came James Stewart, Marilyn Monroe, Gregory
Peck, John Wayne, and Henry Fonda. Inside the cover comes
a short, picture laden piece about a classic movie palace. Then
comes a table of contents filled with articles about the stars of
the Golden Age of Hollywood (keyed to American Movie
Classic showings). The core of the magazine is the listings of
that month’s American Movie Classics offerings, highlighting
festivals constructed around stars, series (such as Charlie Chan)
and themes (“Super Sleuths,” for example).

But there are limitations to the successes and benefits
of AMC. Unless a new preservation print has been made
(as was the case with the silent 1927 classic Wings), Amer-
ican Movie Classics runs television prints. These versions
of the films are often incomplete, having been edited
during the 1950s and 1960s to eliminate possibly offensive
languages and images. Often TV prints have been cut to
run a standard 88 minutes, timed to fit into two hour slots,
with advertisements. American Movie Classics runs these
incomplete prints, deciding not to spend the necessary
moneys to create a complete version.

Fans rarely complain about the TV prints, however, and
cable operators herald American Movie Classics as what is

Courtesy of American Movie Classics
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best about cable television. The channel has replaced the
repertory cinemas which used to dot America’s largest cities
and college towns and serves as a fine example of specialized
niche programming in cable TV of the 1990s.

—Douglas Gomery
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AMERICAN WOMEN IN RADIO AND TELEVISION

merican Women in Radio and Television (AWRT) is

a nonprofit organization headquartered in Washing-
ton, D.C. Originally conceived as the women’s division of
the National Association of Broadcasters, AWRT became an
independent entity in 1950. At its first convention, AWRT
had 282 women members. Today, the group maintains
more than 2,300 men and women members, largely em-
ployed by television and radio stations nationwide.

Although people of both genders can join and serve as
officers, the organization’s mission is to advance the im-
pact of women’s careers in broadcasting and related fields.
The group furthers community service, member employ-
ment and education. The organization also has a definite
social consciousness. AWRT produces an award-winning
series of public service announcements which have focused
upon preventing sexual harassment in the workplace. Its
agenda has also included, as an issue for study, a concern
for indecency in broadcast content.

The organization serves many functions for its mem-
bers. Its nearly 50 local chapters provide a place for social
and professional networking. Some chapters are an import-
ant force in their local broadcast communities; others are
merely meeting places for people in similar professions.
Local activities vary, but often include “Soaring Spirits”
benefits to help children’s hospitals, scholarship fundraising
for area college students, awards for local media profession-
als, educational seminars, career development and job listing
dispersal. Local chapter members also mentor meetings of
the affiliated College Students in Broadcasting, a club com-
posed of dues paying students organized at university cam-
pus chapters.

On the national level, the organization provides many
services. The main office is helmed by full-time employees
and directed by both nationally elected officers and an
advisory board. Within the organization, the most essential
activity is an annual convention held each spring. Conven-
tion activities have included lobbying in Washington, recre-
ation in Phoenix and education in Florida. The organization
also houses the AWRT Foundation, which is designed to
help fund research, publication, institutes, lectures and the
general advancement of the electronic media and allied

fields. The Washington office sponsors AWRT’s annual Star

merican women in
radio and television inc.

Courtesy of American Women in Radio and Television, Inc.

Awards which recognize media professionals or companies
facilitating women’s issues and concerns, and the Silver
Satellite and the Achievement Awards commend success or
advancements in electronic media fields.

The chapters differ greatly from each other. For example,
the Austin, Texas chapter’s monthly luncheon serves as the
primary local meeting place for executives and managers in
cable, broadcasting and advertising. Its activities include speak-
ers with the latest news on industry developments, a preview
night for each network’s new fall programs in September, a
Soaring Spirits 5K run, sponsorship of student scholarships and
the definitive Austin media Christmas party.

In contrast, the Southern California chapter hasa large
sampling of television producers, on-air talent, network
executives, educators, screenwriters and actresses in its
ranks. Its main annual fundraising event is the Genii
Awards luncheon, which honors an outstanding broadcast
executive and a performer. Past winners have included
producers Marian Rees and Linda Bloodworth Thomason
and actresses Tyne Daly and Candace Bergen. Other activ-
ities include a “Meeting of the Minds” seminar updating
the legal and technical knowledge in communication oper-
ations, a “Boot Camp” night where teams wearing military
gear attempt to rearrange network programming schedules
to maximize competition, and the more typical mixers and
guest speakers. The chapter gives more than five scholar-
ships annually, each awarded to a College Students in
Broadcasting member.

Though different in membership, clout and structure,
each local chapter uses the services of the national office to



disseminate industry knowledge and job information.
American Women in Radio and Television helps keep its
members up to date in a rapidly changing industrial setting.

—TJoan Stuller-Giglione
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American Women in Radio and Television, Inc. AWRT
1992 Resource Directory. Washington, D.C.: AWRT,
1992.

AMERICANIZATION

D uring a nightly newscast of CBC (Canadian Broadcast-
ing Corporation) Prime Time News, the anchorman,
in the last news item before the public affairs portion of the
program, presented words to this effect: How would you like
to have a house that would cost next to nothing to build and
to maintain, no electrical, and no heating bills? Viewers were
then shown four young Inuit adults building an igloo. They
were born in the Arctic region, said the spokeswoman of the
group, but had not learned the ancestral skills of carving
(literally) a human shelter out of this harsh environment
(-35 Celsius at night). It was a broad hint that the spin on
this story would be “Young Aboriginals in search of their
past.” The real twist, however, was thar their instructors, a
middle-aged man and woman, were Caucasian and that the
man was born in Detroit. The American had studied some-
thing which sounded like environmental architecture and
was teaching this particular technique to the young Inuirs.

When asked if they were embarrassed by this arrange-
ment, the spokeswoman answered, “No. If he teaches us
what we need to know then that’s all right.” When asked if
he found the situation a bit strange, the Detroit born man
also answered in the negative, “I was born in Detroit but [
do not know how to build a car.” In fact it was one of the
Inuit hunters who had taught him how to repair his snow-
mobile. So why shouldn’t he teach young Inuits to build
igloos? In the last scene the igloo builders lay out their seal
rugs and light a small fire using seal oil, enabling the hear to
ice the inside walls, thus insulating the dwelling from the
outside cold and creating warmth within. A final shot shows
the lighted igloos against the black night sky.

Many things can be read into this short narrative. First,
the typical, white, Canadian anchorman, by referring to
concerns of Southern Canadians (low building and mainte-
nance costs, no taxes, clear air and quiet neighborhoods),
trivializes a technology which, over thousands of years, has
allowed populations to survive and create specific societies
and cultures in this particular environment. Secondly, we
are made aware of the benefits of international trade: an
Inuit teaches a Detroit born American how to repaira motor
vehicle and, in return learns how to build an igloo. Thirdly,
we are led to understand that what the students expect from
the teacher is basic working skills.
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The temptation to build a case denouncing cultural im-
perialism, bemoaning the alienation of aboriginal cultures and
the shredding of their social fabric, is strong here. On the basis
of this one example, however, the argument would at best be
flawed, at worst biased. But for students of popular culture,
national identity, and cultural industries this is but one of the
many thousand daily occurrences which exemplify the dynamic
complexity of the concept of “americanization.”

Embedded within it are at least two notions; the Amer-
ican presence and the presence of an American. In this news
story, both notions are at work. On the one hand, the viewer
is made aware of the American presence, the influence of
American technology on this remote society, through the
reference to the snowmobile. (Although the inventor lived
and worked in Quebec, Canada, the fact that the Detroit
born American puts the snowmobile on the same footing as
the automobile implicitly makes it an American invention.)
On the other hand, the viewer sees and hears the American
instructor.

It is the first form of presence that usually defines the
concept of americanization. It usually refers to the presence
of American products and technology and it is against this
presence that most critics argue. Surprisingly, few argue
against the presence of Americans. As individuals, Americans
are well liked and friendly; it is the presence of their way of
life, of their culture, that makes americanization such an ugly
word. Others like them but do not want to be like them; this
is the basic atritude in opposition to americanization.

One is led to believe that s/he will become an American,
will be americanized, not by interacting with citizens of the
United States but by using American products, eating Amer-
ican (fast) food, and enjoying American cultural artifacts.
One can go so far as to live and work in the United States
while remaining staunchly Canadian or Australian or Brit-
ish, as many artists who have succeeded in the American
music and film industries remind us. The danger of becom-
ing americanized seems greater, however, if one stays in the
comfort of home enjoying American cultural products such
as magazines, novels, movies, music, comics, television
shows and news, or computer software and games.

While these two embedded notions, the presence of
Americans and the American presence, make for a fascinat-
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ing debate, the concept of americanization conceals the
parallel dual notion of “the host.” Hosting the American
presence seems to be more prevalent and more americanizing
than hosting Americans themselves. To be a host is to make
the visitor feel welcome, to make the visitor seem familiar,
non-threatening, at home. In this case, to be a host is to be
a consumer, to be a friendly user. To become americanized
it is presumed not only that one consumes a steady diet of
readily accessible made-in-the-U.S. products, but also con-
sumes these cultural products with ease, i.e. as would any
American.

American products are distributed internationally but
are not made for international markets: they are made for
the U.S. market, by, for, and about Americans. Thus, one
can conclude, to enjoy these easily accessible products one
must be or become American and the more one consumes,
the more one becomes American, thereby enabling increas-
ing pleasure and ease in this consumption. Americanization
is a case in point of a basic process of acculturation. It results
in sounding the alarms of cultural imperialism and culcural
alienation: you become what you consume, because in order
to consume you must become the targeted consumer. This
is the equivalent of saying: because science (as we believe we
know it) is a product of Western European civilization, then
to become a scientist one must become westernized, i.e.
adopt Western mores, values, and ways of thinking.

In most host countries in the world there is an over-
whelming presence of American products. The pull and
pressure of those products must not be underestimated. Still,
the news story of the Inuit mechanic and the Detroit igloo
builder serves as a reminder that culture, or at least certain
types of culture, are less bound by the economics of their
technological environment and modes of production than
was once assumed and theorized.

The fact that the Inuit travel on snowmobiles, live in
suburban dwellings, watch a great deal of television, and
have forgotten how to build igloos does not necessarily make
them more americanized when compared with the Detroit
born teacher, who is made no less American by his ability to
build an igloo. Skills, products, and ideas take root in
historically given contexts: they bear witness to their times.
When they travel, they bring with them elements of their
place of origin. To use these ideas and products, one must
have an understanding of their historical background or
context, of their original intent and of their mode of opera-
tion. If the invention and the corresponding mode of pro-
duction of goods and ideas are context bound, so too are
their uses and in many cases these have an impact on the very
nature of products and ideas. This perspective leads to a
better understanding of americanization.

Undoubtedly American composers, playwrights, and
various other artists have affected the popular arts of the
world. With the same degree of certitude, one can proclaim
that American entrepreneurs and American entrepreneur-
ship have affected the cultural industries the world over.
But perhaps the most profound impact of this particular

historical culture and its modes of production, is found in
the social uses American society has made of these cultural
products. If one wishes to speak of americanization in the
realm of popular (or mass) culture, one must focus on the
social uses of industrially produced and commercially dis-
tributed sounds and images. To show American-made mov-
ies in local theaters, to watch American sitcoms on the
television set, to listen to American music on the radio—or
to use copycat versions of any of these materials—is not,
necessarily, to become americanized. To build into the local
social fabric a permanent presence of these sounds and
images, s to become americanized but not necessarily
American.

To have a permanent background of American images and
sounds (for example, television sets turned on all day, ads
overflowing in print, on buses, on T-shirts, talk radio,
Walkmans, etc.) means to live and work and play in a perma-
nent kaleidoscope world plugged into a never ending
soundtrack. 7%is, it can be argued, is to become americanized.

The Dallas imperialism syndrome, and its legitimate
heir, the O.]. Simpson Trial, are good illustrations of this.
The debate surrounding Dallas rekindles the debate which
greeted the American penny press and Hollywood cinema.
Its central question: is communication technology a threat
to basic (Western) values, local cultures, and the human
psyche? Dallas symbolized this ongoing debate, a debate
central to Western culture. But Dallas also symbolized a
social evolution which has not received the attention it
deserves. The worldwide popularity of Dallas revived the
paradigm of the “magic bullet” theory of direct media ef-
fects, a theory suggesting that media content and style can
be “injected” into the cultural life system, infecting and
contaminating the “healthy” cultural body. It also revived
discussions of cultural imperialism, but in a more sophisti-
cated fashion and on a much grander scale. And it also raised
the counter paradigm of the uses and gratifications model in
communication studies.

Many researchers were eager to publish their claims that
Dallas did not magically turn all its viewers into Americans,
but that the program signified many things to many viewers.
Moreover, they pointed out that, on the whole, national
cultural products (including television programs) still out-
sold imported American ones. And if they did not, they
certainly enjoyed more popular support and provided more
enjoyment.

Forgotten in this foray was the fact that Dallas symbolized
the popularization and the banalization of television viewing,
its normal integration within the activities of everyday life, its
quiet nestling in the central foyer of the household environ-
ment. Television viewing, a remarkable new social practice in
many locations, quickly and quietly became, inside and outside
academia, a major source of everyday conversation, the mea-
suring stick of many moral debates, the epitome of modern
living. In so doing television viewing displaced the boundaries
of centuries-old institutions such as family, work, school and

religion. The Dallas syndrome symbolized the fact that in a



large number of host countries, communication technology
had become a permanent part of the everyday social environ-
ment, that its messages had become a permanent part of the
social fabric and that its spokepersons had joined the public
club of opinion makers.

While one can debate the pros and cons of this social
fact, one can also speculate that television is not the revolu-
tion that many of its critics as well as admirers had hoped or
feared. It did not destroy a sacred treasure of Western values
based on the technology of the written word. Rather it
revealed a blind spot among many social thinkers: the con-
structed centrality of the spoken word in modern societies.
Television possibly revealed to the most industrialized soci-
ety of the postwar era, the United States, that it was and still
is, by and large, an oral society.

Communication technology did not trigger a revolu-
tion, social, moral, or sexual; it became part of the establish-
ment in every way, shape, and form. And just as U.S. cultural
industries have become an American institution, a part of
the social order and a sustainer of culture in American
society, so too have cultural industries in many other socie-
ties. In this sense, other societies have become americanized.
Americanization is not to be found in the consumption of
American cultural products. It lies in the establishment of a
particular social formation. This formation is, to be sure,
defined in part by the use of the products of national cultural
industries. But it is also defined by alterations in patterns of
everyday life and by the emergence of “new” voices that take
their place among existing relations and structures of power.
The uses of television throughout the world are both cause
and effect within these cultural and social shifts

Thus americanization is neither a boon nor a threat—it
is a cultural and economic fact of life in most (Western)
countries. The debate then, is not over whether to stop or
to hasten the consumption of American cultural products.
It should instead be centered on the impact of specific social
uses of industrially mass-produced cultural products,
whether foreign or national. For better or worse, the social-
ization of sounds and images, and socialization through
sounds and images, have made more visible, and more
mainstream, the oral traditions and the tradition of orality
not only in American society but also in all (Western)
americanized societies.

It matters little whether television, and other techno-
logically based cultural industries, were invented by the
Americans or not. What they invented was a particular
social use of these technologies: the massification of pro-
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duction, distribution, and consumption and the com-
modification of industrially produced cultural products. In
return, this particular social use revealed to American soci-
ety, and to other industrialized societies which followed
suit, the forgotten presence of traditional, non-national,
oral cultures. Cultural industries, and television in parricu-
lar, revealed that print technology (the written word) had
not subverted oral technology (the spoken word); it had
only partially silenced it by making it less “visible.” Televi-
sion made words and sound once again “visible” and “au-
dible” to the eyes and ears of the mind. In doing so it also
revealed to the heavily industrialized, print oriented, West-
ern societies that they were blinded by their most popular
visual aid, television.

—Roger De La Garde
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AMERICA’'S FUNNIEST HOME VIDEOS

U.S. Reality Program/Comedy

A peculiar variant of reality-based television programming,
America’s Funniest Home Videos (AFHV), first aired as a
Thanksgiving special in 1989, and later debuted on 14 January

1990 as a regular series on ABC. The show still maintains
respectable ratings in its sixth season and is due for syndication

in 1995 by MTM Television Distribution. The program’s
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simple premise—to solicit and exhibit a series of humorous
video clips shot by amateurs who compete for cash prizes—has
had a surprisingly enduring run in its half-hour slot at 7:00
P.M. in the Sunday night schedule.

Rooted generally in the sub-gente of its comical, voyeuristic
predecessors, such as Candid Camera, TV's Bloopers and Practical
Jokes, and Lifes Most Embarrassing Moments, AFHV more par-
ticularly owes its genesis to a weekly variety show produced by
the Tokyo Broadcasting Company, Fun with Ken and Kato
Chan, which featured a segment in which viewers were invited
to mail in their home video clips. Vin Di Bona, who had earlier
success with other TBC properties, eventually purchased U.S.
rights to the Japanese concept. As executive producer, Di Bona
expanded the segment into a half-hour hybrid of home video,
variety show, stand up comedy, and audience participation
synthesized to fit the ABC profile of family viewing,

Although indebred to a prevalence of reality-based pro-
grams when it debuted, AFHV had a far greater and more
immediate impact on weekly ratings than any of its prede-
cessors or imitators. Cracking the Nielsen Top 5 after only
six episodes, by March 1990 it had become the number one
ranked series, temporarily unseating CBS’ 60 Minutes, a feat
no other ABC program had been able to achieve in twelve
years. Since then, it has regularly won its time period among
children, teenagers, and women and men ages 18 to 34.

At the series’ peak of popularity, producers reported receiv-
ing close to 2,000 video submissions a day. These tapes, eventu-
ally sorted out by screeners for broadcast approval, must meet
criteria that render them suitable for family audiences. First and
foremost, qualifying videos should portray funny, amazing, or
unexpected events in everyday life, such as animal antics, blun-
ders at birthday parties, bloopers during wedding ceremonies,
and fouled playsat sporting events. Because the series emphasizes
the supposed universality and spontaneity of slapstick humor,
tapes that depict extreme violence, offensive conduct, and seri-
ous physical injury, or that encourage imitative behavior, are
strictly forbidden. Deliberately staged videos, such as parodies
of advertisements or lip-synching of popular songs, may be
accepted, but in general events rigged to look accidental or
spontaneous are disqualified (or were reserved for Di Bona’s
follow-up program, America’s Funniest People, now defunct, but
created especially to accommodate staged video performances).

Once a dlip is approved, its creators and performers
must sign releases for broadcast authorization. Then follows
a process during which clips are adjusted for uniform quality
and matched in terms of production values; are embellished
with sound effects and wisecracking voice-overs by host Bob
Saget; are organized as a monrage related to a loose theme
(e.g. dogs, talent shows, skiing); and finally, are nestled into
the formar of the program. Each episode is first taped before
a live studio audience, during which the clips are broadcast
upon studio monitors so that the series’ producers can gauge
audience reaction. After subsequent reviews of the taping,
producers pass on their recommendations to the staff, who
edit our the less successful moments before the program is
broadcast nationwide. Although labor-intensive, this

Bob Saget
Photo courtesy of Vin Di Bona Productions

method of television production is a relative bargain, costing
less per episode than the average sitcom, and of course was
soon imitated (for example, by FOX’s Totally Hidden Video).

Television critics have been somewhat puzzled by the
continued success of AFHV, many having panned the series
as yet another illustration of the American public’s increas-
ing willingness to broadcast their most private and embar-
rassing moments. Several hypotheses for the series’
popularity have been cited: the urge of the viewing public to
get on television in order to secure their fifteen minutes of
fame; the possibility of winning a $10,000 cash prize; the all
expenses paid weekend trip to Hollywood to attend studio
tapings; the charisma of host Bob Sage, the first performer
since Arthur Godfrey to star in two concurrent, high-rated
series (the other being Full House); the universal identifica-
tion with everyday life fundamental to home movies and
home video; and the sheer fun of producing television about
and for oneself. The series’ producers, however, cite the
program’s humor as the key to its success. Taking the
“Bullwinkle approach” that provokes different kinds of
laughter from both children and their parents, AFHV not
only seeks to attract a wide demographic, but self-con-
sciously mocks itself as insignificant, harmless fun.

Despite its overt lack of pretension, AFHV remains
significant on several accounts, especially its international
origins and appeal. Banking upon the perceived cross-cul-
tural universality of home video productions, Di Bona had
conceived of the series as international from its inception.




AFHV can be seen in at least 70 countries and in more than
a dozen languages (it is rumored to be the favorite show of
the sultan of Brunei). Di Bona has subsequently sold the
format rights to producers in other nations, at least 16 of
which have created their own versions, while others merely
replace Saget with indigenous hosts. Most international
affiliates also have clip trade agreements; AFHV itself liber-
ally blends domestic and imported clips (blurring the title’s
empbhasis on “America” and pointing to television’s partner-
ship in global capitalism).

Also significant is the series’ premise that the typical
consumers of television may become its producers—thar the
modes of television reception and production are more dialogic
than unidirectional. This inversion, as well as the formar’s
unique hybridization of genres, results in peculiar effects wor-
thy of investigation: the professional’s commissioning of the
amateur for commercial exploitation; the home video’s simul-
taneous status as folk artand mass media; the promise of reward
through competition that re-inflects the home mode of
production’s typical naiveté and non-commercial motivation
with formal contrivance and financial incentives; the stress on
comedy which excludes the banal everyday activities most
typical of home video; and, finally, the format’s allowance for
a studio audience to vote for and reward their favorite video
clip, maintaining the illusion of home video’s folksy character,
while the ten thousand dollar first prize reifies the slapstick
conventions which the producers seek and that keep home
viewers tuning in.

—James Moran

HOST
Bob Saget

PRODUCERS Vin Di Bona, Steve Paskay

PROGRAMMING HISTORY

* ABC

January 1990 Sunday 8:00-8:30
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AMERICA'S MOST WANTED

U.S. Reality Program/Public Service

First aired on the seven FOX Stations in February 1988,
America’s Most Wanted is a U.S. reality program featur-
ing segments which reenact crimes of wanted fugitives. Two
months later, the show moved to the FOX Broadcasting
Corporation and its affiliates. Produced by FOX Television
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Stations Productions (a unit of FOX Television Stations,
Inc.), America’s Most Wanted may be cited as the first exam-
ple of the “manhunt” type of reality shows. Consistently
winning solid ratings throughout its history, it has also been
credited as a television show which doubles as both enter-
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tainmentand “public-service.” Through the use of a toll-free
“hotline,” it elicits the participation of viewers in helping to
capture known suspects depicted on the programme, thus
garnering praise and cooperation from law enforcement
officials.

As a reality program, the style and content of America’s
Meost Wanted closely follows that of other programme types
gathered under this broad industry label (e.g., “tabloid”
newsmagazines, video-verite and reenacted crime, rescue
and manhunt shows, and family amateur video pro-
grammes). Central to each of these genres is a visible refer-
ence to, or dramatization of, real events and occupations.
Thus, while the stories told on America’s Most Wanted stem
from ‘real life” incidents, they are not comprised of “actual”
live footage (with the exception of recorded testimony from
the “real” people involved). Rather, incidents of criminality
and victimization are reenacted, and in an often intense and
involving manner. This dramatic component, particularly as
it entails a subjective appeal, is a dominant feature of reality
program, which tend to accentuate the emotional for their
effectivity. Viewers are thus asked to empathize and identify
with the experiences of the people represented on the show,
especially insofar as these experiences involve social or moral
dilemmas.

Relying upon a structure similar to that used by televi-
sion newsmagazines—which move back and forth from
promotional trailer to anchor to report—each episode of
America’s Most Wantedis divided into a number of segments
which retell and reenact a particular crime. Beginning with
an up-date on how many viewers’ tips have thus far led to
the capture of fugitives featured on the show, the program
then moves to the host or “anchor,” who introduces the
program and the first story segment. Using both actors and
live footage of the “real people” involved, these story seg-
ments are highly dramatized, making liberal use of quick
edits, rock music underscoring, sophisticated camera effects
and voice-overs. In addition to supplying a narrative func-
tion, the voice-overs also include actual testimony of the
event from police, victims and the criminals involved, thus
emphasizing and appealing to the subjective.

The program resembles the tabloid newsmagazine
genre in its often exaggerated language, also used in promo-
tional trailers and by the host to describe the crimes depicted
on the show (e.g., “Next, a tragic tale of obsession”). Addi-
tionally, and again paralleling qualities of tabloid TV, there
are noticeable efforts towards self-promotion or congratula-
tion; the host, law enforcement officials, and even captured
fugitives repeatedly hype the policing and surveillance func-
tions of the show. And yet, despite these consistencies with
a denigrated tabloid TV genre, America’s Most Wanted is
distinct in its appeal to and affiliation with both “the public”
and the police.

The program is hosted by John Walsh, who “anchors”
America’s Most Wanted from Washington, D.C. Given the
show’s cooperation with federal law agencies, such as the FBI
and the U.S. Marshall Service, its broadcast from this loca-

John Walsh
Photo courtesy of John Walsh

tion acts to further associate it with law enforcement insti-
tutions. Walsh, whose son was abducted and murdered in
1981, is a nationally-known advocate for missing and ex-
ploited children. As part of its program format, America’s
Most Wanted airs a weekly feature on missing children, and
has created “The Missing Child Alert,” a series of public
service bulletins which are made available to all television
stations, regardless of network affiliation.

Through its toll-free hotline (1-800-CRIME-TV),
which operates seven days and averages 2,500 calls a week,
the program has assisted in the apprehension of hundreds of
fugitives, and thus earned the appreciation of law enforce-
ment agencies. Additionally, America’s Most Wanted sees
itself as enabling a cathartic process, offering not only legal
justice, but psychological resolution to victims of crime. In
both these respects, America’s Most Wanted may be said to
move away from much of the fixed voyeurism of reality
shows, towards a more active “public” function. And yet, do
manhunt shows such as America’s Most Wanted simply tem-
per the tabloid’s spectacle into a new form of “vigilante
voyeurism?” Do such shows not only feed into, but actively
promote, a public’s fears regarding an ever present criminal
threat? Such questions, regarding the aims, the intended
audience and the effectivity of America’s Most Wanted’s
public function, must be addressed.

—Beth Seaton

HOST
John Walsh
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AMERIKA

U.S. Miniseries

roadcast on ABC over the course of seven nights in the

middle of February 1987, Amerika was a controversial
14-and-1/2 hour miniseries. Tom Shales of The Washington
Post wrote in December 1986 that Amerika “could be the
hottest political potato in the history of television.” It was
produced by ABC Circle Films, and written and directed by
Donald Wrye, who was also executive producer. This series
depicted life as imagined in the United Stares in the late 1990s,
ten years after the Soviet Union took control of America
employing a Russian controlled U.N. peace-keeping force.

Some have contended that Amerika was produced to
provide a television counter to the controversial ABC movie
The Day After, which depicted nuclear holocaust between
the United States and Russia in 1983. The ABC executive
responsible for both programs denied this view. Brandon
Stoddard, president of ABC Circle films, said on 16 October
1986 at a press tour at the U.N. Plaza Hotel in New York
that the idea for Amerika “never occurred during the con-
troversy of The Day After, had nothing to do with The Day
After. It happened...the birth of this idea happened substan-
tially later.” Stoddard went on to say that a critic of The Day
After, Ben Stein from the Herald Examiner had written
something, “at a much later point, a line...that had to do
with what would life be like in America in a Russian occu-
pation.” Stoddard was stuck, however, thinking about how
to do such a television program withourt getting caught up
in the acrual struggle of the takeover. Some time later,
Stoddard’s spouse suggested doing the project at a point in
time ten years after the takeover.

At the time, Amerika was the most controversial televi-
sion event ever broadcast by ABC. The network received
more mail and phone calls about Amerika before it was on
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the air than the total pre- and post-broadcast viewer reaction
of any other program in the history of ABC, including the
end-of-the-world story, The Day Afier.

The critics of Amerika came from all sides of the polit-
ical spectrum. Liberals feared the program would antagonize
the Kremlin, jeopardize arms control and détente. The right
thought the miniseries inadequately portrayed the brurality
of the U.S.S.R. The United Nations thought the movie

would erode its image.
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Despite the pre-broadcast level of controversy, most of
the public did not object to the miniseries. Research con-
ducted by ABC before the broadcast indicated that 96% of
the population over 18 years old did not object to the
program. Most Americans felt strongly that they should have
the right to decide for themselves whether they would watch
the program.

While almost half the country watched The Day After (46.0
rating), Amerikawas seen in 19% of all TV households. Despite
lots of publicity, controversy and viewers, research conducted by
Professor William Adams at George Washington University
showed that attitudes about the things most critics thought
would be influenced by Amerika did not change. What Ameri-
cans thought about the Soviet Union, the United Nations, or
U.S.-Sovier relations did not change in before and after surveys.

—Guy E. Lometti

CAST

Devin Milford . . . . ... ...... Kris Kristofferson
Marion Milford . . . . . ... ... ... Wendy Hughes
General Samanov . . . . . ... .. Armin Mueller-Stahl
Peter Bradford . . . .. .. ... .. ... Robert Urich
Amanda Bradford. . . . . ... ... ... Cindy Pickett

AMOS ‘N’ ANDY SHOW

U.S. Domestic Comedy

Like many of its early television counterparts, the Amos
‘n’ Andy television program was a direct descendent of
the radio show that originated on WMAQ in Chicago on 19
March 1928, and eventually became the longest-running
radio program in broadcast history. Amos n’ Andy was
conceived by Freeman Gosden and Charles Correll, two
white actors who portrayed the characters Amos Jones and
Andy Brown by mimicking so-called Negro dialect.

The significance of Amos n’ Andy, with its almost
thirty-year history as a highly successful radio show, its
brief, contentious years on network television, its banish-
ment from prime-time and subsequent years in syndica-
tion, and its reappearance in video cassette format is
difficult to summarize in a few paragraphs. The position
of the Amos n’ Andy show in television history is still
debated by media scholars in recent books on the cultural
history of American television.

Amos ‘n’ Andy, was first broadcast on CBS television in
June 1951, and lasted some two years before the program
was canceled in the midst of growing protest by the black
community in 1953, It was the first television series with an
ali-black cast (the only one of its kind to appear on prime-
time, network television for nearly another twenty years).

The adventures of Amos n’ Andy presented the antics of
Amos Jones, an Uncle Tom-like conservative; Andy Brown,
his zany business associate; Kingfish Stevens, a scheming
smoothie; Lawyer Calhoun, an underhanded crook that no

Colonel Andrei Denisov . . . . . . .. .. ... Sam Neill
Kimberly Ballard . . . . . . .. ... Mariel Hemingway
Althea Milford . . . . .. .. ... ... Christine Lahti
Ward Milford . . . . .. ... ... .. Richard Bradford
Helmut Gurtman . . . . . . . ... ... Reiner Schoene
Herbert Lister . . . . . . .. ... John Madden Towney
Will Milford . . . ... .......... Ford Rainey

PRODUCER David Wrye
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one trusted; Lightnin’, a slow-moving janitor; Sapphire
Stevens, a nosey loud-mouth; Mama, a domineering
mother-in-law; and the infamous Madame Queen. The basis
for these characters was derived largely from the stereotypic
caricatures of African-Americans that had been communi-
cated through several decades of popular American culture,
most notably, motion pictures.

The program’s portrayal of black life and culture was
deemed by the black community of the period as an
insulting return to the days of blackface and minstrelsy.
Eventually, the controversy surrounding the television ver-
sion of Amos ‘n’ Andy would almost equal that of the
popularity of the radio version.

Contemporary television viewers might find it difficult
to understand what all the clamor was about. Why did the
Amos ‘n’ Andy show go on to become one of the most
protested of television programs?

Media historian Donald Bogel notes, “Neither CBS
nor the programs’ creators were prepared for the change in
national temperament after the Second World
War....Within black America, a new political consciousness
and a new awareness of the importance of image had
emerged.” Though hardly void of the cruel insults and
disparaging imagery of the past, Hollywood of the post-
World War II period ushered in an era of better roles and
improved images for African-American performers in Hol-
lywood. American motion pictures presented its first
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Amos ‘n’ Andy

glimpses of black soldiers fighting alongside their white
comrades; black entertainers appeared in sequined gowns
and tuxedos instead of bandannas and calico dresses. Black
characters could be lawyers, teachers and contributing
members of society.

Post World War II African-Americans looked upon the
new medium of television with hopeful excitement. To
them, the medium could nullify the decades of offensive
caricatures and ethnic stereotyping so prevalent throughout
decades of motion picture history. The frequent appearance
of black stars on early television variety shows was met with
approval from black leadership.

African-Americans were still exuberant over recent im-
portant gains in civil rights brought on by World War II.
They were determined to realize improved images of them-
selves in popular culture. To some, the characters in Amos
n’ Andy, including rude, aggressive women and weak black
men were offensive. Neither the Kingfish nor Sapphire
Stevens could engage in a conversation without peppering
their speech with faulty grammar and mispronunciations.

Especially abhorred was the portrayal of black professionals.
The NAACP, bolstered by its 1951 summer convention,
mandated an official protest of the program. The organiza-
tion outlined a list of specific items it felt were objection-
able, for example, how “every character is either a clown or
acrook,” “Negro doctors are shown as quacks,” and “Negro
lawyers are shown as crooks.” As the series appeared in June
1951, the NAACP appeared in federal court seeking an
injunction against its premiere. To network executives, the
show was harmless, not much different from Life with
Liugs, The Goldbergs, or any other ethnically oriented show.

Moreover, the denunciation of Amos %’ Andy was not
universal. With its good writing and talented cast, the show
was good comedy, and soon became a commercial success.
The reaction of the black community over this well pro-
duced and funny program remained divided. Even the Pizzs-
burgh Courier, one of the black community’s most
influential publications, which had earlier led in the protest
against the motion picture Gone With the Wind, defended
the show in an article appearing in June 1951.
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In 1953, CBS reluctantly removed the program from
the air, but not solely because of the efforts of the NAACP.
As mentioned, the period featured a swiftly changing climate
for race relations in the United States. Consideration for the
southern market was of great concern to major advertisers.
In an era when African Americans were becoming increas-
ingly vocal in the fight against racial discrimination, large
advertisers were reluctant to have their products too closely
associated with black people. Fear of white economic back-
lash was of special concern to advertisers and television
producers. The idea of “organized consumer resistance”
caused advertisers and television executives to avoid appear-
ing pro-Negro rights. One advertising agency executive,
referring to blacks on television, noted in Variety, “the word
has gone out, ‘No Negro performers allowed.”

Even with so much contention looming, the Amos ‘n’ Andy
show remained in syndication well into the 1960s. Currently,
video tape cassettes of the episodes are widely available.

—Pamela S. Deane

CAST

Ameos fones . . . .. ... ... ... .. Alvin Childress
Andrew Hogg Brown (Andy) . . . . Spencer Williams, Jr.
George “Kingfish” Stevens . . . . . . . . ... Tim Moore
Lawyer Algonquin J. Calhoun . . . . . . . .. Johnny Lee
Sapphire Stevens . . . . . .. ... ... Ernestine Wade
Lightin’. . . . .. Horace Stewart (aka, Nick O’Demus)
Sapphire’s Mama (Ramona Smith) . . Amanda Randolph
Madame Queen . . . . . . .. .. ... Lillian Randolph

PRODUCERS Freeman Gosden, Charles Correll
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ANCHOR

n U.S. television the chief news presenter(s) for network,

local, cable and satellite news programming is known as
the Anchor. The term distinguishes the presenter-journalist
at the newsdesk in the television studio (or above the con-
vention floor, etc.) from the reporter in the field. All news
stories in a program are funneled through the anchor as he
or she mediates between the public, the network or and other
news reporters.

The most commonly cited source of the term is the
television news coverage of the 1952 Republican presidential
conventions; the metaphor is borrowed, not as one might
expect, from the nautical realm, but from the strongest
runner of a relay team, the anchorman, who runs the final
leg of the race. In the conventional format of broadcast news,
when the anchor is not personally delivering a story by
directly addressing the viewing audience, or speaking over

June 1951-June 1953 Thursday 8:30-9:00
Widely Syndicated thereafter until 1966
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symbols and visual images of the news, he or she is introduc-
ing and calling upon reporters to deliver stories from the
field or announcing a commercial break. Moreover, an
anchor represents the public and its need to know whenever
he or she interrogates and listens to the subject of an inter-
view. National news anchors represent their respective net-
works and are held accountable for the ratings success of
their respective news programs in attracting viewers. In
keeping with this serious representational function, the
anchor’s style of delivery is reserved and his or her appear-
ance is designed to convey credibility. In other words, the
anchor is a television host at the top of a hierarchial chain of
command with special reportorial credentials and responsi-
bilities centered around “hard” or serious news of the day;
celebrity interview and tabloid news shows have hosts, not
anchors, even when they are organized similarly in format



to network evening news. Journalists in other television
news formats withour a similar division of labor between
studio and field are not anchors strictly speaking.

Being delegated with the daily, prestigious responsibil-
ity for presenting national news has brought public expo-
sure that has made some nerwork television news anchors
into house-hold names. During his tenure as anchor of the
CBS evening news, Walter Cronkite transcended the do-
main of broadcast news into becoming a widely-admired
and “most trusted” national figure, eclipsing the fame of his
cohorts, including the NBC newsteam Chet Huntley and
David Brinkley; contemporary network anchors ABC’s
Peter Jennings, CBS’ Dan Rather, and NBC’s Tom Brokaw
are national celebrities and highly-paid television stars.
However, the role of the network anchor appears to be
declining in cultural significance as the broadcast networks
lose their dominance over the industry. The sheer numbers
of anchors, for instance, the singles and pairs CNN rotates
over its twenty-four hours of news programming, dilutes
their potential star power.

Aside from abortive attempts to team Barbara Walters
with Harry Reasoner and more recently, Connie Chung
with Dan Rather, national news presenting has been a
white male preserve. However, local anchor teams have
long represented diversity in the community through a
news couple of different race and gender, supplemented
by reporters on the sports and weather beat and in the field.
Even in the local context, however, gender distinctions are
vital. The highly publicized case of Christine Kraft, anchor
of KMBC-TV in Kansas City, Kansas, illustrates the will-
ingness of executives to dismiss women considered “too
old” or “too unartractive” to fill this highly visible role.
Such judgments are rarely, if ever, made in cases involving
male anchors, who are seen to develop “authority” and
“gravity” as their physical glamour fades.

A secondary meaning of anchor comes out of semiol-
ogy, or the study of signs and meaning. Roland Barthes’
“The Rhetoric of the Image” also uses the anchor and relay
metaphor to describe two different functions of the cap-
tion in relation to a still image: a caption anchors the image
when it selectively elucidates its meaning; when it sets out
meanings not found in the image itself, it acts as a relay.
The television news anchor may be said to function simi-
larly as an “anchor” in this extended sense, by presenting
a selection of events as news stories and by providing a

ANCILLARY MARKETS

n the American television industry the term “ancillary

»
markets” generally refers to markets for feature films
created by new television technologies. Before television,
American films played only in motion picture theaters, and
the only ancillary markets were found in theaters in inter-
national markets around the world. But the rise of com-
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framework for the interpretation of their social and cul-
tural meaning.
—Margaret Morse
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mercial television in the 1950s and of pay cable and home
video in the 1980s created additional venues for Holly-
wood product. Today, a feature film first opens in motion
picture theaters to establish its box-office value and critical
reputation. It is then released to ancillary markets in the
following order: (1) home video (videocassette rental); (2)
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pay cable (premium cable services such as HBO, Show-
time, and Cinemax); (3) network television; (4) cable
television; and (5) television syndication. This distribution
pattern is designed to maximize the full economic poten-
tial of each market, or “window” as it is called in the trade.
With the exception of home video, which has a window
that remains open almost indefinitely, a new feature is
exploited in one market at a time. In each window, the
price paid by the consumer to view the picrure drops.
Economists call this process price tiering: a film is first
released to theaters where it is viewed for a period of
months at top prices by “high value” consumers, i.e., to
those who are most anxious to see the film and are willing
to pay $7 and more for a ticket. The film is then released
at contractually specified intervals to “lower value” con-
sumers at prices that decline with time. A consumer willing
to wait two to three years to view a film can finally receive
it “free” over network television. Thus, the distribution
pattern taps every segment of the market in an orderly way
and at a price commensurate with its demand.

Historically, the first domestic ancillary market for
feature films was created in the early 1960s when television
networks first scheduled recent vintage Hollywood features
in prime time. NBC began this practice on 23 September
1961 by programming “NBC Saturday Night at the Mov-
ies.” Envious of NBC’s successful strategy, ABC became the
second network to program a prime time series of features.
In 1962 the network launched “Hollywood Special” to
bolster its Sunday night ratings with a package of films from
United Artists. CBS, the television industry’s leading net-
work in this period, did not add a prime time feature film
program until 1965 when it moved to strengthen a weak
Thursday night.

Feature films had, of course, been a programming
staple on television from the early days of the medium.
Most of these movies were of pre-1948 vintage, however,
and were used mainly to fill fringe time slots, particularly
the afternoon and late evening. The first features came from
Poverty Row studios, independent producers, and foreign
film distributors. Bur Hollywood soon felt the effects of
television’s huge popularity. Strapped for cash as a result of
the inroads TV had made on motion picture audiences
many of the major srudios began in 1955 either to sell off
their libraries of old films to television syndicators or to
create their own separate departments to handle distribu-
tion of films to television.

The majors were free to dispose of the pre—1948 films
because they controlled television performance rights and all
ancillary rights to their pictures. But the Hollywood talent
unions, or guilds as they are called, demanded residual
compensation to guild members who appeared in features
made after 1 August 1948 and subsequently rented to tele-
vision. Anticipating a boost in demand for recent vintage
films when the networks converted to color television, the
studios reached a settlement with the guilds in 1960 and
began supplying the networks with a steady flow of product

the year round. By the 1960s, the distribution pattern for
feature films had thus become, theaters first, then eighteen
months after the close of the theatrical run, network televi-
sion, and then syndicated television.

Pay television and home video opened up still other
new opportunities for filmed programming. Pay television
came into its own in 1975, when Home Box Office, a
venture of Time Inc., offered to cable subscribers, via
satellite, the first of the so-called “premium services” con-
sisting of recent, uncut, and uninterrupted films, sports
events, and other specially-produced programming. After
court battles in which HBO successfully challenged the
right of the Federal Communications Commission to pro-
tect broadcast television, other premium services such as
Showtime, the Movie Channel, and Cinemax entered the
business. The distribution pattern in ancillary markets was
therefore altered to accommodate these pay-TV services.
The premium cable services became the second program-
ming “window,” following theatrical release and preceding
broadcast network programming.

Although video tape recorders hit the market on the
heels of HBO, home video did not become a significant
force until the 1980s when Hollywood devised a way to
accommodate the new technology. In response to pay-
TV’s ability to finance its own productions or to form
alliances with independent producers, thereby cir-
cumventing the established studios, the Hollywood majors
decided to release new films to home video prior to their
availability on pay-TV. At the same time the studios made
thousands of older movie titles available on videocassette.
These strategies provided the necessary product diversity
to differentiate home video from both the theatrical and
pay-TV markets and to enable home video to become
Hollywood’s premier revenue source.

—Tino Balio
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THE ANDY GRIFFITH SHOW
U.S. Situation Comedy
he Andy Griffith Showwas one of the most popular and

memorable comedy series of the 1960s. In its eight
years on the air, from 1960 to 1968, it never dropped below
seventh place in the seasonal Nielsen rankings, and it was
number one the year it ceased production. The series pilot
originally aired as an episode of Make Room For Daddy, a
popular sitcom starring Danny Thomas. Sheldon Leonard
produced both shows for Danny Thomas Productions.

An early example of television’s “rural revolution,” The
Andy Griffith Show was part of a programming trend which
saw the development of comedies featuring naive but noble
“rubes” from deep in the American heartland. The trend
began when ABC debuted The Real McCoys in 1957, but
CBS became the network most associated with it. The
success CBS achieved with The Andy Griffith Show provided
the inspiration for a string of hits such as The Beverly
Hillbillies, Green Acres, Petticoat Junction, and Hee Haw.
Genial and comparatively innocuous, these shows were just
right for a time when TV was under frequent attack by the
Federal Communications Commission(FCC) and Congres-
sional committees for its violent content.

Sheldon Leonard and Danny Thomas designed The Andy
Griffith Show to fit the image of its star. Griffith’s homespun
characterizations were already well-known to audiences who'd
seen his hayseed interpretations of Shakespeare on The Ed
Sullivan Show and his starring roles in the films A Face in the
Crowd (1957) and No Time for Sergeants (1958). On The Andy
Griffith Show, he played Sheriff Andy Taylor, the fair-minded
and easygoing head lawman of the Edenic small town of
Mayberry, North Carolina. Neither sophisticated nor worldly-
wise, Andy drew from a deep well of unpretentious folk wisdom
that allowed him to sertle domestic disputes and outwit the
arrogant city folk who occasionally passed through town.
When he wasn’t at the sheriff's office, Andy, a widower, was
applying his old-fashioned horse sense to the raising of his
young son Opie (Ronny Howard), a task he shared with his
Aunt Bee (Frances Bavier).

Mayberry was based upon Andy Griffith’s real home-
town, and perhaps this was partially responsible for the
strong sense many viewers got that Mayberry was a real
place. Over the years the writers fleshed out the geography
and character of the town with a degree of detail unusual for
series television. The directorial style of the series was also
strikingly distinct, employing a relaxed, almost lethargic
tone appropriate to the nostalgic settings of front porch,
sidewalk, and barber shop. The townspeople, and the en-
semble of actors who portrayed them, were crucial to the
success of the show. Most of these characters were “hicks,”
playing comic foils to the sagacious Andy. Gomer Pyle (Jim
Nabors) and his cousin Goober (George Lindsey) came right
out of the “bumpkin” tradition that had been developed
years ago in films, popular literature, and comic strips. Town

barber Floyd Lawson (Howard McNear) was a font of
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misinformation and the forerunner of Cheers’ Cliff Clavin.
Otis (Hal Smith), the unrepentant town drunk, was trained
to let himself into his jail cell after a Saturday night bender
and to let himself out on Sunday morning. Without much
real police work to attend to, Andy’s true job was protecting
these and other citizens of Mayberry from their own hubris.
intemperance, and stupidity.

Most of Andy’s time, however, was spent controlling
his earnest but over-zealous deputy, Barney Fife. Self-im-
portant, romantic, and nearly always wrong, Barney
dreamed of the day he could use the one buliet Andy had
issued to him. While Barney was forever frustrated that
Mayberry was too small for the delusional ideas he had of
himself, viewers got the sense that he couldn’t have sur-
vived anywhere else. Don Knotts played the comic and
pathertic sides of the character with equal aplomb and was
given four Emmy Awards for doing so. He left the show
in 1965 and was replaced by Jack Burns in the role of
Deputy Warren Furguson.

The Andy Griffith Show engendered two spin-offs.
Gomer Pyle, U.S.M.C. was a military sitcom featuring
Gomer in the Marines. Mayberry, R.F.D. was a reworking of
The Andy Griffith Show made necessary by Griffith’s depar-
ture in 1968. Like the parent show, the spin-offs celebrated
the honesty, the strong sense of community, and the solid
family alues supposedly inherent in small town life.

The Andy Griffith Show
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By the late 1960s, however, many viewers, especially
young ones, were rejecting these shows as irrelevant to
modern times. Mayberry’s total isolation from contempo-
rary problems was part of its appeal, but more than a decade
of media coverage of the civil rights movement had brought
about a change in the popular image of the small Southern
town. Gomer Pyle, U.5.M.C. was set on a U.S. Marine base
between 1964 and 1969, but neither Gomer nor any of his
fellow soldiers ever mentioned the war in Vietnam. CBS
executives, afraid of losing the lucrative youth demographic,
purged their schedule of hit shows that were drawing huge
but older audiences. Gomer Pyle, U.S.M.C. was in second
place when it was canceled in 1969. Mayberry, R.F.D., and
the rest of the rural comedies, met a similar fate within the
next two seasons. They were replaced by such “relevant” new
sitcoms as All in the Family and M*A*S*H.

The Andy Griffith Show remains an enduring favorite in
syndicated reruns. New fan books about the program, includ-
ing a cookbook of favorite dishes mentioned in specific epi-
sodes, continued to appear nearly thirty years after the end of
the original network run. In 1986, a reunion show brought
together most of the original cast and production team. Return
1o Mayberry was the highest-rated telefilm of the season.

—Robert J. Thompson

CAST

Andy Taylor . . . . ... ... ... ... Andy Griffith
Opie Taylor . . . . .. . ......... Ronny Howard
Barney Fife (1960-65) . . .. ... ..... Don Knotts
Ellie Walker (1960-61) . . . ... ... Elinor Donahue
Aunt Bee Taylor . . . . . ... ... ... Frances Bavier
Clara Edwards . . . ... ........ Hope Summers
Gomer Pyle (1963-64) . . . ... ...... Jim Nabors
Helen Crump (1964-68) . . . . ... ... Aneta Corsaut
Goober Pyle (1965-68) . . .. .. ... George Lindsey
Floyd Lawson . . . . . .. ... ... Howard McNear
Otis Campbell (1960-67) . . . .. . ... .. Hal Smith

ANNENBERG, WALTER
U.S. Media Executive/Publisher/Diplomat

samedia magnate Walter Annenberg controlled import-

ant properties in the newspaper, television, and magazine
industries. Perhaps most significantly, he was responsible for
the creation of TV Guide, the largest circulation weekly maga-
zine in the world, a magazine central to understanding televi-
sion in America. He was also very active in the arena of
American politics, and served as U.S. ambassador to the Court
of St. James. In his later life, Annenberg became renowned for
his substantial philanthropic activities, which included signifi-
cant donations to educational institutions and public television.
When his father was imprisoned for tax evasion, An-
nenberg took over the family publishing business. Triangle
Publications, particularly The Daily Racing Form, proved to

Howard Sprague (1966-68) . . . ... .. Jack Dodson
Emmett Clark (1967-68) . . . ... .. Paul Hartman
Thelma Lou(1960-65) . . . . ... ... .. Betty Lynn
Warren Ferguson (1965-66) . . . ... ... Jack Burns
Mayor Stoner (1962-63) . . . ... .. ... Parley Baer
Jud Crowley (1961-66) . . . .. ... ... Burt Mustin

PRODUCERS Louis Edelman, Sheldon Leonard

PROGRAMMING HISTORY: 249 Episodes

* CBS

October 1960-July 1963
September 1963-September 1964
September 1964-June 1965
September 1965-September 1968

Monday 9:30-10:00
Monday 9:30-10:00
Monday 8:30-9:00
Monday 9:00-9:30
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be extremely profitable, and Annenberg looked for ways to
expand his company at the time television was beginning to
emerge as America’s communications medium of the future.
Inspired by a Philadelphia-area television magazine called
TV Digest, Annenberg conceived the idea of publishing a
national television feature magazine, which he would then
wrap around local television listings. The idea came to
fruition when Annenberg purchased 7V Digesz, along with
the similar publications TV Forecast from Chicago, and TV
Guide from New York. He combined their operations to
form TV Guidein 1953, and quickly expanded the magazine
by creating new regional editions and purchasing existing
television listings publications in other markerts.



Annenberg and his aide, Merrill Panitt (who would go
on to become TV Guide’s editorial director), realized that
in order achieve the circulation necessary to make their
publication a truly mass medium, they needed to go beyond
the fan magazine approach that had been typical of most
earlier television and radio periodicals. Because of this desire,
they created a magazine that was both a staunch booster of
the American system of television, and one of the most
visible critics of the medium’s more egregious perceived
shortcomings. TV Guide’ s editors often encouraged the
magazine’s readers to support quality television programs
struggling to gain an audience. In fact, TV Guide’s greatest
accomplishment under Annenberg may have been the
magazine’s success in walking the fine line between encour-
aging and prodding the medium to achieve its full potential
without becoming too far removed from the prevailing tastes
of the mass viewing public. As a consequence, TV Guide
became extremely popular and widely read, and very influ-
ential among those in the television industry. A large num-
ber of distinguished authors wrote articles for the magazine
over the years, including such names as Margaret Mead,
Betty Friedan, John Updike, Gore Vidal, and Arthur
Schlesinger, Jr. Many of these writers were attracted by the
lure of reaching TV Guide’s huge audience; at its peak in
the late 1970s, TV Guide had a paid circulation of nearly 20
million copies per week.

Annenberg remained supportive of conservative politi-
cal causes through the years, and his efforts on behalf of
Republicans were rewarded with his designation by Presi-
dent Richard Nixon as U.S. ambassador to Great Britain in
1969. The appointment led Annenberg to sell his newspa-
pers and television stations, but he retained 7V Guide and
remained active in managing the publication throughout his
five-year tenure as ambassador.

Shortly after the election of his close friend, Ronald
Reagan, as president in 1980 (he would endorse Reagan’s
re-election campaign in 1984 in TV Guide, the only such
political endorsement ever to appear in the magazine),
Annenberg announced a plan to provide the Corporation
for Public Broadcasting with $150 million in funds over a
fifteen-year period to produce educational television pro-
grams through which viewers could obtain college credits.
Annenberg’s sympathy for educational causes had already
been evidenced by his financial support of the Annenberg
Schools of Communication at both the University of
Pennsylvania and at the University of Southern California.
His activities in this regard would grow even more pro-
nounced in the years to come, particularly after his sale of
TV Guide and Triangle Publications to Rupert Murdoch’s
News Corporation in 1988 for approximately $3 billion—
at the time, the largest price ever commanded for a pub-
lishing property.

Annenberg continued to make news after his sale of
Triangle because of his many substantial donations to edu-
cational causes. In addition, Annenberg was also one of the
country’s foremost collectors of art, and in 1991, he be-
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Walter Annenberg
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queathed his extensive collection—valued at more than $1
billion—to New York’s Metropolitan Museum of Art. His
post-Triangle era of charitable activities in the areas of
education, art, and television served to further assure
Annenberg’s lasting legacy to a wide spectrum of American
culture.

—David Gunzerath

WALTER (HUBERT) ANNENBERG. Born in Milwaukee,
Wisconsin, U.S.A., 13 March 1908. Educated at the Peddie
School, Highstown, New Jersey, graduated 1927; attended
Wharton School of Finance, University of Pennsylvania, Phil-
adelphia, Pennsylvania, 1927-28. Married: 1) Veronica
Dunkelman, 1938 (divorced, 1950); children: Wallis and
Roger (deceased); 2) Leonore (Cohn) Rosentiel. Joined father,
Moses Annenberg, successful publisher, as assistant in the
bookkeeping office, 1928; upon father’s death, 1942, assumed
leadership of family business, Triangle Publications, Inc.,
which included the Philadelphia (Pennsylvania) /nquirer, the
Daily Racing Form, the Morning Telegraph, and other minor
publications; founded Sevemteen magazine, 1944, andTV
Guide, 1953; acquired the Philadelphia (Pennsylvania) Dasly
News, 1957; acquired WFIL-AM and FM radio, Philadelphia,
Pennsylvania, 1945; expanded station to television outlet,
1947; acquired radio and television stations in Altoona and
Lebanon, Pennsylvania, Binghamton, New York, New Haven,
Connecticut, and Fresno, California; U.S. ambassador to Great
Britain and Northern Ireland, 1968-74; sold Triangle Publi-
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cations to Rupert Murdoch, 1988. Founder, Annenberg
School of Communication, University of Pennsylvania; An-
nenberg School for Communication, University of Southern
California, Los Angeles, California; Annenberg Washington
Program in Communication Policy Studies, Washington,
D.C.; Annenberg/Corporation for Public Broadcasting Math
and Science Project; founder and trustee, Eisenhower Exchange
Fellowships, Eisenhower Medical Center, Rancho Mirage, Cal-
ifornia. Emeritus Trustee, Metropolitan Museum of Art, New
York City; Philadelphia (Pennsylvania) Museum of Art; Uni-
versity of Pennsylvania; the Peddie School, Highstown, New
Jersey; Churchill Archives Center, Cambridge (England) Col-
lege. Recipient: Order of the British Empire (Honorary); Le-
gion of Honor (France); Order of Merit (Italy); Order of the
Crown (Italy); Order of the Lion (Finland); Bencher of the
Middle Temple (Honorary); Old Etonian (Honorary); Free-
dom Medal for Pioneering Television for Educational Pur-
poses; Gold Medal of the Pennsylvania Society; Linus Pauling
Medal for Humanitarianism; George Foster Peabody Award;
Ralph Lowell Award, Corporation for Public Broadcasting;
Wagner Medal for Public Service, Robert F. Wagner; Award
of Greater Philadelphia Chamber of Commerce; Churchill Bell
Award.
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ANTHOLOGY DRAMA

nthology drama was an early American television series

format or genre in which each episode was a discrete
story/play rather than a weekly return to the same setting,
characters, and stars. In the history of American television
the anthology dramas that were broadcast live from New
York are often considered the epitome of the genre and of
television’s “golden age” of the 1950s. While television was
otherwise maligned as low-brow and crassly commercial, live
anthology dramas represented, at least to some observers, the
best of 1950s television. There were, however, several vari-
ations on the anthology drama series, and not all were
critically acclaimed. A staple of late 1940s and 1950s pro-
gramming, the last anthology dramas left the airwaves by the
mid-1960s.

In 194647, a series of monthly dramas were presented
on NBC’s New York station as Television Theatre. However,
its schedule was erratic, and it was NBC’s Kraft Television
Theatre that became not only the first weekly anthology
drama but the first network television series in 1947. It was
followed by several other series in 1948, including The Ford
Television Theater, Studio One, Philco Television Playhouse,
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and Actors’ Studio. These were hour-long dramas broadcast
live from New York. Over the next several years, numerous
such series appeared on the airwaves, among them, for
example, Robert Montgomery Presents, Celanese Theater, and
The U.S. Steel Hour. Critics praised the live, hour-long
dramas for their presentations of adapted literary classics,
serious dramas, and social relevance. The evocation of
Broadway created prestige.

Live half-hour series appeared by 1950, such as Colgate
Theater, Lights Out, Danger, and Lux Video Theatre. Some
were thematic, creating continuity and programming
niches. For instance, Danger and Lights Out specialized in
suspense. With a few exceptions, these half-hour series were
not critically acclaimed. Critics complained of dramas
squeezed into half-hours.

The half-hour format quickly became the province of
filmed anthology dramas produced in Hollywood. Ciritics
liked these even less. In contrast to the high-brow, Broadway
play connotations of the live New York series, critics associ-
ated filmed dramas with Hollywood, with low-brow enter-
tainment. But there were all kinds of filmed anthologies just
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as there were all kinds of live anthologies. The first filmed
anthology series was Your Show Timein 1949. Lasting only
a few months, it was followed that same year by the first
successful filmed anthology drama, Fireside Theatre. Other
network filmed anthology dramas were Four Star Playbouse,
The Loretta Young Show, and Hollywood Opening Night. Like
some of the live productions, filmed anthologies sometimes
also programmed for special interests. The Loretta Young
Show, for example, was targeted to women. Some filmed
anthology dramas were produced specifically for syndica-
tion. Examples include Douglas Fairbanks Presents, Death
Valley Days, and Crown Theatre Starring Gloria Swanson.
Death Valley Days was one of the few anthology dramas with
a Western theme.

In the eatliest years, literary works in the public domain
provided the stories for the anthology dramas. There were
no experienced television writers and the early industry
could not afford experienced writers from other fields. Tele-

vision writers and original television dramas soon appeared,
however, and writers as well as critics and audiences recog-
nized the potential power of small-scale, intimate drama
created for the new medium. Writers like Rod Serling and
Paddy Chayefsky helped refine the form and found critical
success writing anthology dramas. Serling would go on to
host his own filmed anthology series, The Twilight Zone. By
the mid-1950s, original television dramas were providing
material for feature films. Marty, 12 Angry Men, No Time for
Sergeants, Requiem for a Heavyweight, and other original
television plays were made into motion pictures.

Actors and directors also found opportunities on an-
thology dramas. At a time when the Hollywood studio
system was disappearing, television offered jobs and public
exposure. Little-known actors and actresses like Charleton
Heston and Grace Kelly, as well as older Hollywood stars
like Lillian Gish and Bette Davis, acted in anthology dramas.
Some stars of Old Hollywood, such as Loretta Young,
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Douglas Fairbanks, and Barbara Stanwyck, had their own
anthology series. Directors who would go on to motion
picture work include Sidney Lumet and Arthur Penn.

By the later 1950s, competition from the increasingly
successful continuing character series filmed in Hollywood
led to other innovations in the anthology drama format.
Playhouse 90 presented 90-minute plays. Matinee Theater
presented live, color dramas five days a week. Lux Video
Theater and some others switched from live to filmed dra-
mas. Production moved to Hollywood. During its final
season in 1957-58, Kraft Television Theatre was the last
anthology drama broadcast live from New York.

By the end of the decade, the anthology drama was on
its way out. A number of factors led to its demise. Coming
up with new, quality dramas and characters every week
became increasingly difficult. Some anthology dramas had
presented controversial episodes, with well-publicized bat-
tles with sponsors who wanted to stick with what they
considered middle-of-the-road, non-controversial enter-
tainment. Their attitudes, combined with their ultimate
power, discouraged some writers and directors from working
in the genre. The days of the glamorous Hollywood star as
host were also numbered, and anthology dramas like The
Loretta Young Show and The Barbara Stanwyck Show were
canceled. Filmed programming, with its possibilities for an
economic afterlife in syndication, had greater profit poten-
tial than live production. With television production shift-
ing to Hollywood, more action-oriented genres could now
be cranked out. And it seemed thar audiences (comprising
over 90% of American homes by the end of the 1950s)
preferred them.

ARBITRON

U.S. Ratings Service

tbitron is the name for a media research product

developed by the American Research Bureau (ARB), a
company which became a major institution in developing
television ratings. The company’s founders were Jim Seiler
and Roger Cooper. Prior to 1950 when about 10% of U.S.
homes had television, Seiler was experimenting on the East
coast to develop a satisfactory method for measuring televi-
sion audiences. Around the same time, Cooper was also
testing methods to develop audience data for TV station and
advertiser use in the Los Angeles area.

At the time television viewing was being measured by
several different groups using varied techniques such as
telephone coincidentals (calls made to viewers during
television broadcasts), recalls (telephone calls made on
days subsequent to broadcasts), and even door-to-door
questionnaires. The common element that brought Coo-
per and Seiler together was that each found thar distrib-
uting a viewing diary had distinct advantages in
developing audience ratings for this new medium. View-

Few examples of the live productions from anthology
dramas remain today. Most were not preserved on film and
the few that are available were preserved by filming them off
of TV screens (kinescopes). Even many of the filmed pro-
grams have disappeared. Perhaps the anthology drama legacy
remains today in the made-for-TV movie.

—Madelyn Ritrosky-Winslow
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ers could be measured from early morning to late night
without being bothered by telephone. Moreover, audi-
ence composition, as well as household ratings, could be
developed. Audiences outside normal dialing areas could
be measured and net weekly cumulative audiences could
be produced.

The two researchers joined forces, incorporated and
established headquarters in Washington, D.C. At about the
same time, John Landreth formed a company called Televi-
sion National Audience Measurement Service. In 1951 he



was directed to ARB and after a meeting with Seiler and
Cooper, became the third partner in the research endeavor.

ARB developed its own methodology for audience
measurement. First, a random sample of homes was drawn
from telephone directories of the area surveyed. These
households were then contacted to determine whether or
not a TV was present. One diary, with an explanatory
letter, was mailed to the chosen respondents. Each televi-
sion set in the house was monitored with a separate diary.
The diary keeper in the home would record television
viewing at fifteen minute periods day-by-day for seven
days and then return the diary. It was determined that four
weekly samples would be the basis for each market research
report. Diaries were tabulated manually and a simple
report was prepared on a program-by-program basis dur-
ing prime time. A Monday-Friday combination report was
prepared for daytime programming,.

In the early 1950s ARB was ready to expand its opera-
tion. The Federal Communications Commission (FCC)
lifted its 1948 freeze on new station license allocations in
July 1952 and many new stations began telecasting. Adver-
tising agencies needed a service to measure viewing in the
increasing number of rapidly developing television markets.
In 1952 ARB was measuring 15 TV markets. In order to
position itself as the industry leader, the organization took
a quantum leap and expanded to 35 markets. Ad agency
support and useage of the company’s TV market reports
followed and enabled ARB to be a pioneering leader in the
exciting new field of audience measurement.

By the late 1950s, it became obvious that a better way
had to be found to develop the diary data. Manual tabula-
tion of the data from diaries was impossibly slow. ARB
moved its headquarters to Beltsville, Maryland and in-
stalled a UNIVAC tabulation method and report prepara-
tion. The newly utilized system almost put the company
out of business.

The first reports produced by the system were
woefully late; in some markets the reports made no sense.
Gradually the company worked its way out of its dilemma.
By the 1961-62 television year, ARB was on a better
footing and had generally solved the problems it had
endured. The new computer equipment gave the company
the capability to expand its marker reports to include
needed data on specific demographic groups, making them
invaluable tools for advertisers and their agencies to buy
and sell spot television time.

By the early 1960s, homes owning a TV set had in-
creased dramatically and hundreds of additional television
stations had begun telecasting. Hundreds of thousands of
diaries were being placed in American homes each year. By
1967 ARB had clearly defined 225 television markets. It
produced television market reports called “sweeps” twice per
year for every television market, and from four to seven times
a year for the larger major markets. The sweeps provided
comparative cumulative data for an entire week. TV’s ad-
vantage as an advertising medium was thus well documented
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and appreciated; hundreds of millions of dollars were pour-
ing into station and network coffers.

At this time, as a result of demands from advertising
agencies, a new and exclusive market definition was intro-
duced in ARB reports called the “Area of Dominant Influ-
ence.” The ADI was a collection of counties in which the
viewing of particular stations in the market was dominant.
Some station executives violently objected complaining the
new ratings did not reflect the true size of their station’s
reach. To counter this, ARB continued to report total homes
viewing the station and demographic characteristics of the
total audience.

From its inception, ARB’s major competitor was the
A.C. Nielsen Company. In the local marker field, ARB was
usually considered the innovative force, normally reacting
quickly to what the ad agencies needed in the report. Al-
though many advertising agencies subscribed to both rating
services, ARB usually had a larger list of user agencies. In the
larger TV markets a majority of stations were subscribers to
both rating services.

During the decade of the 1980s, the two services were
caught up in a rapidly changing electronic media market
place. Arbitron delivered reports on cable penetration and
cable viewing within specific markets. A large investment
was made in ScanAmerica, a unique service that combined
viewing estimates with product purchase surveys. Additional
investments were made to change methods of measurement.
In larger markets diary surveys were converted to an auto-
mated system that used a sample in which special equipment
was attached to the television set. Viewing data from the
meter was carried through telephone lines to an electronic
data center. In the larger TV markets metered research
provided reports on a more timely basis; indeed, even over-
night program ratings were now available.

These very sophisticated research methods were not
only costly to install but also expensive to maintain. This
resulted in substantial increases in the cost of market reports.
TV stations had always borne most of the cost for the
audience research. Both Arbitron and the Nielsen Company
charged agencies a token amount for the complete package
of all market reports produced.

In the competition Arbitron began losing market share.
By the end of the decade it had 19 metered markets, to Nielsen’s
29 and ARB had a declining number of TV stations subscribing
to market reports based on the viewing diary.

Finally, in the fall of 1993, Arbitron president Stephen
Morris declared that his company was out of the television
measuring business citing a marketplace that would not
support, as in the past, two rating services. It was revealed
that approximately 275 stations subscribed to both Arbitron
and Nielsen local market reports. But Arbitron’s lists of
exclusive station subscribers had dwindled to 180 clients
while Nielsen could claim 359 exclusive subscribers.

As a company, Arbitron is still in existence. It contin-
ues to successfully measure radio listening audiences, using
the personal diary, and its research reports are widely used
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in the radio industry. According to Mr. Morris, Arbitron
would continue to provide specialized TV audience re-
search for television stations and advertising agencies. But
for the first time in nearly forty years, the sales offices of
TV stations and the research departments of ad agencies
were dependent on a single source of local marker research
reports.

—C.A. Kellner
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ARCHIVES FOR TELEVISION MATERIALS

he study of television has long been hampered by the

lack of sufficient archival resources, and this diffi-
culty is indicative of larger social and cultural atritudes
toward the medium. Long seen as culturally suspect if not
defined outright as “inferior,” television was considered
unworthy of preservation. This situation has been most
acute in the United States, where the identification of TV
with commercial culture led to the notion that the material
could simply be thrown away with no loss. Indeed, when
television networks found themselves short of vault and
storage space, the destruction of television on videotape or
film was seen as profitable.

In those countries whose television systems were
grounded in notions of public service circumstances have
been somewhat different. The National Film and Television
Archive in the United Kingdom has been more active in
preserving television materials, for instance. Even in these
countries, however, the lack of full sets of programs, the
difficulties encountered in funding storage and preservation,
and an almost complete disregard for such ancillary materials
as corporate records and production notes, make it difficult
to study television, prepare its histories, or understand its
development and change.

This situation is changing, however, throughout the
world. More and more producers, companies, distributors
and exhibitors are coming to value the works they create and
disseminate. Scholarly and critical attention to the me-
dium—as well as the economic usefulness of “vintage” tele-
vision has led to more and more attention to the TV past.
Collectors and archivists alike have now begun to gather and
make available more television material, some thought lost.

U.S. television material is archived at a number of
government, private, corporate, and university sites. The
Library of Congress in Washington, D.C., contains within
its Division of Motion Pictures, Broadcasting and Recorded

Sound approximately 80,000 television programs, with a
y
particular emphasis on prime-time entertainment series.

The NBC Collection at the Library of Congress is made up

The archives of the Museum of Broadcast Communications
Photo courtesy of the Museum of Broadcast Communications




of programming from 1948 to 1977 in a wide variety of
genres including sports, game shows, children’s programs
and daytime television, excluding news. The NET (National
Educational Television) Collection is a repository of over
10,000 titles from early non-commercial U.S. television.

The Film and Television Archives at the University of
California at Los Angeles (UCLA) houses one of the nation’s
preeminent collections of media materials. The television
collections, which date from 1947, are particularly focused
on drama, and include episodes of The Jack Benny Show,
Texaco Star Theatre, The Colgate Comedy Hour, and The
Smothers Brothers Comedy Hour. The Paramount Television
collection is made up of programs from the early 1960s to
the present. Most national and local Emmy Award-winning
programs can be found in the UCLA Archives.

The Academy of Television Arts and Sciences in North
Hollywood, California, a co-sponsor of the UCLA archives,
also houses an archive of tapes, kinescopes, and films from
the earliest days of television to the present. The academy
also provides information about Emmy Awards, prime-
time credits and biographies of performers, directors, pro-
ducers and agents. Most services are available only to
academy members.

The Archives of Performing Arts at the University of
Southern California, also in Los Angeles, contain numerous
programs and scripts from the “golden age” of U.S. televi-
sion, as well as more contemporary materials.

The Wisconsin Center for Film and Theatre Research in
Madison, Wisconsin, was one of the pioneer collections in
television, and has extensive holdings of original kinescopes,
scripts, still photographs, and, production information. The
ZIV Television Collection contains nearly 2,000 shows pro-
duced between 1948 and 1962 by one of the most successful
producers of dramatic programs for first-run syndication use in
early television. The Fred Coe collection conrains copies of
successful anthology dramas such as Playhouse 90and Goodyear
Playhouse. There are prints of many of the Ed Sullivan variety
programs and MTM Enterprises shows such as The Mary Tyler
Moore Show and Bob Newhar.

The Museum of Television and Radio (MTR) in New
York City houses approximately 25,000 programs from
network, cable, and local broadcasts. The collection is made
up of material from 1939 to the present. Users of the MTR
are able to access a computerized database to select programs
they wish to view, then screen them in individual carrels
without ever handling the videotape. A separate area is set
aside for scholars and researchers.

The Museum of Broadcast Communications (MBC) in
Chicago works in a similar manner, providing a2 computer-
ized database, individual viewing arrangements and a staff
available for questions or special requests. The MBC collec-
tions include extensive materials related to local Chicago
programming and the “Chicago School” of television with
shows by Studs Terkel, Dave Garroway, and Burr Tillstrom.
Other special features include collections of ABC-TV pro-
grams such as Wide World of Sports, episodes of American
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Bandstand found in the Dick Clark collection, the Steve
Allen Collection focusing on Allen’s work, the Chicago
Television News Archive, and special collections of award-
winning children’s programming. Documentaries, televi-
sion westerns such as Gunsmoke and Bonanza, and popular
comedy programs from the 1950s to the 1990s can be found
in the collection.

The Vanderbilt University Television News Archive in
Nashville, Tennessee, was founded in 1968 to systemarically
preserve the most widely-viewed television newscasts, and
contains news material from ABC, CBS, NBC, and CNN.
The archive also maintains an on-line database.

The George Foster Peabody Collection at the Univer-
sity of Georgia in Athens contains copies of all submissions
to the annual competition for the prestigious Peabody
Awards for Excellence in Broadcasting. Documentary, en-
tertainment, news, public service, children’s, and educa-
tional television programs are held in the collection and
represent not only United States, but international entries.

The WGBH Educational Foundation Archives in Bos-
ton were organized in 1979 to store and preserve program
materials produced by the Boston PBS affiliate. The archives
represent one of the largest collections of public television
programming in the country.

The ABC Library News Information Department in
New York maintains a collection of television news material
produced by the network. Particular emphasis is given to
broadcasting during World War II, the Cold War, and the
Vietnam War era. Similarly, the NBC News Archival Ser-
vices in New York provide scholarly access to news and
documentary material from 1940 to the present. In addi-
tion, Worldwide Television News (WNT) in New York
maintains the film and videotape libraries of British Pathe
News (1896-1966), United Press International (UPI) News
Films (1963-67), and UPITN (WTN, 1967-present).

In the United Kingdom, the National Film and Television
Archive in London houses the most prominent collection of
television archival material and receives particular funding for
the preservation of ITV and Channel 4 programs.

In Canada, television archives are maintained at the
Canadian Broadcasting Corporation Program Archives in
Toronto, and the Public Archives in Ottawa, which contain
over 30,000 Canadian film and television programs.

Australian materials may be found in two major locations.
For historical material from the 1950s to around 1980, the best
collection of video material is housed at the National Film and
Sound Archives, McCoy Circuit, Acton, Australian Capital
Territory. For television documentaries, telemovies, drama
series and serials from 1980 onwards, the Library of the Aus-
tralian Film, Television and Radio School in North Ryde, New
South Wales holds the primary collection.

As more and more scholars and researchers recognize
that television has been central to the social and cultural
history of this century, it is likely to be the case that more
careful attention will be given to the preservation of televi-
sual materials. Fortunately, newer technologies, such as dig-
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ital recording offer advantages both in matters of storage
space and longevity and ease of access for the materials.
While it is unlikely that the record of television content can
ever be reconstructed with the degree of thoroughness long
available for the written record, it is likely that a more
complete accounting will be available in the future.
—Diane M. Negra
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ARGENTINA

A rgentina is one of the most important television and
cable markets in Latin America. After Brazil and Mex-
ico, it has the largest number of television receivers in the
region (7,165,000 receivers/4.6 persons per receiver, accord-
ing to the Britannica Book of the Year, 1994). Its cable
penetration is the highest in Latin America (52%, according
to Produccion and Distribucion, 1995). Domestic pro-
grammes actively compete with foreign productions, and
popular genres include variety shows, sitcoms, telenovelas,
and sports and children’s programs. The history of television
in this country is characterized by cyclical patterns of state
and private media ownership which parallel the changes
occurring in the political and economic arena.

Argentine television began its transmissions in 1951
through channel 7, during the presidency of Juan Domigo
Perén. Jaime Yankelevitch, a pioneer of the medium in the
country, was a local radio entrepreneur who traveled to the
United States to buy the equipment needed for television
broadcasting. Initially, the transmitters were operated by the
Ministry of Public Works, and the legal framework estab-
lished the state as the owner of the broadcasting service.
During this time, the government had absolute control over
television, even though advertising spots were sold to com-
mercial advertisers from its inception.

The military government of Pedro Eugenio Aramburu
that overthrew Perén instituted private television in 1957
through the enactment of the decree 15,460. With the inten-
tion of controlling the dissemination of messages, this decree-
law also prohibited the existence of broadcasting networks in
the country. The stations in Buenos Aires could not send signals
to the rest of the country, and as a result many independent
stations with limited coverage emerged throughout the coun-
try. The first pay-T'V systems were founded in 1962-63. They
used CATYV technology, coaxial cables, and inexpensive equip-
ment, and bought most of their programming from the broad-
cast stations in Buenos Aires. Ironically, the pay-TV stations
that resulted from the 1957 prohibition stand at the root of the
high cable penetration and the economic boom in the Argen-
tine cable business today.
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The first private channels in the capital city of Buenos
Aires started operating in 1960—channels 9, 13, and 11.
Though Argentine law prohibited foreign ownership of TV
channels, at first the American networks managed to make
“back-door” deals with the local stations by creating parallel
production companies. Foreign investment could flow to
these companies because they were not limited in terms of
ownership. Thus the American television corporation NBC
invested in channel 9 through the production company
Telecenter, ABC invested in channel 11 through Telerama,
and CBS and Time-Life invested in channel 13 through
Proartel. In this way the American networks became partners
of the private Argentine channels.

The founder of channel 13 was Goar Mestre, a famous
Cuban broadcasting entrepreneur who lefc Cuba when Fidel
Castro came to power in 1959 and emigrated to Argentina.
Because Mestre was married to an Argentine, his wife was
able to become the owner of the license for channel 13. At
the same time, Mestre established a financial arrangement
with CBS and Time-Life in which he owned 60% of Proartel
(Producciones Argentinas de Televisién), channel 13’s pro-
duction company. As Elizabeth Fox argues in Media and
Politics in Latin America (1988), the entrance of foreign
capital had a strong impact on national broadcasting, by
exposing Argentina to large investments in advertising and
driving the development of mass consumption markets.

In the mid-1960s national entrepreneurs invested in the
majority stocks of the three private channels, and the American
networks withdrew from the market. In 1965, Alejandro
Romay bought channel 9. In the early 1970s, the Vigil family,
owner of the publisher Editorial Atldntida, invested in channel
13, and Hécror Ricardo Garcia, from the publisher Editorial
Sarmiento, invested in channel 11. In Quien te ha visto y quién
TV (1988), Argentine television expert Pablo Sirvén considers
the sixties the best years of private television, a period charac-
terized by the high comperition between the stations, and the
success of their programming.

Yer this golden period came to an end in 1974 when
the third Peronist government decided that the private



licenses should return to the state and expropriated the
major television stations. Silvio Waisbord indicates that the
rationale for deciding not to renew their commercial licenses
was based on the defense of the national interest, the elimi-
nation of commercialism, and the advancement of cultural
goals. However, the state’s appropriation of private channels
brought no major changes because the stations continued to
be supported by advertising and the programming was pro-
duced by the same production companies as before. The
government did not fulfill its promise to support the na-
tional industry and no cultural programming was produced.
As re-runs of old programs and movies became common-
place, both audiences and advertising declined and the sta-
tions needed additional state support to continue operating.

The fact that all television channels were state-owned
played directly into the hands of the military dictatorship
during the period from 1976 to 1983. The military exercised
tight ideological control over the content of all program-
ming, and there were “black lists” with the names of presti-
gious producers, scriptwriters, and actors who could not
work in television. The 22,285 broadcasting law enacted
during this period dealt extensively with the content of the
programming. Any appeal to violence, eroticism, vice, or
crime was prohibited, as well as any content that challenged
the ethical, social, or political norms of the country. During
this period, in 1980, the first color transmissions began for
the national market.

During the dictatorship, all state units, including all tele-
vision stations, were allocated one-third to the army, one-third
to the navy, and one-third to the air-force. Channel 9 went to
the army, channel 11 to the air force, channel 13 to the navy,
and channel 7 to the Presidency. While the military govern-
ment managed to keep an intense ideological control over the
content of the programs, their poor administration of the
stations indebted them to the point of bankruptcy. For in-
stance, in order to compete with each other, each of the three
branches of the armed forces paid enormous sums of money to
hire famous stars. Yet the revenues generated by advertising
were not enough to cover these expenses.

The military regime was in principle against any kind
of state intervention in the economy. Unlike previous gov-
ernments that had tried to promote the national industry,
the last military government eliminated all tariffs and pro-
tectionistic measures impeding the free flow of goods in the
marketplace. However, in the area of communication their
free-market policies were not so clear. Oscar Landi writes in
Devérame Otra Vez (1988) that the military intended to
privatize the channels while keeping them under their ideo-
logical control at the same time. Given this ambivalence, the
process of privatization undertaken during this period with
the enactment of the 1980 Broadcasting Law was intention-
ally slow, and started with the smaller stations in the prov-
inces. Only in 1984, during the democratically elected
government of Raiil Alfonsén, did the wave of privatization
reached Buenos Aires. It was at this point that channel 9
returned to its previous owner, Alejandro Romay.
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Notwithstanding the elimination of all censorship and
“black lists,” the communication sector inherited by
Alfonsén still operated under the legal legacy of the military
regime and was highly inefficient. As a result, cable televi-
sion, particularly in the interior of the country, developed
without regulation, and television channels continued to
violate the legal limit of advertising time. Despite many
attempts, the Alfonsén administration did not succeed in
reforming the broadcast sector. This failure is generally
attributed to the gridlock resulting from the strong eco-
nomic and political pressures that operated during the tran-
sition to democracy.

President Menem learned his lesson from Alfonsén’s
experience, and early in his administration implemented by
decree the “Law of State Reform” which included, among
other state enterprises, the privatization of channel 11 and
channel 13 in December 1989. At this point the deregula-
tion of broadcasting acquired full force. Today there are five
superstations in Buenos Aires, four of them are privately
owned (channels 2, 9, 11, and 13) and one remains public
(channel 7/Argentina Televisora Color).

The loosening of cross-media ownership allowed for the
emergence of national media conglomerates. Publishers had
extensively lobbied for this measure. Channel 13 was li-
censed to the conglomerate Clarén, the owner of the largest
circulation newspaper in the country; ARTEAR, a film and
television production company; two radio stations, Radio
Mitre and FM100; a publishing company, Editorial Aguilar;
an expanding MSO, Multicanal (400,000 subscribers);
three satellite-delivered channels; and one of the partners of
a newsprint factory, Papel Prensa, and the national news
agency, Diarios y Noticias (DyN). Channel 11 was licensed
to Telefé, a consortium integrated by the publisher Editorial
Atldntida which also owns Produfé, a program production
and distribution company, and at present controls 15 cable
systems (200,000 subscribers). ARTEAR and Telefé are the
channels that dominate the broadcast landscape and fiercely
compete for top ratings.

Towards the end of the 1980s, the number of cable oper-
ators in the country reached about 2000. The main players were
Video Cable Comunicacién (VCC) and CableVisién. In the
early 1990s new operators linked to Clar'n and Telefé entered
the market and gradually began to buy up cable franchises from
smaller operators across the country. At present cable ownership
is concentrated in the following four groups: Video Cable
Comunicacién, CableVisién, Clarén, and Telefé. These com-
panies are also investing in fiber optic cable and are implement-
ing Multi-Channel Multipoint Distribution Services (MMDS)
to distribute their signals across areas that cannot be reached by
cable. Another player in the cable business is Imagen Satelital, a
company that supplies Argentine cable systems with five in-
house channels (Space, I-Sat, Infinito, Universo, and Jupiter),
and distributes nine additional signals, among them Televisa’s
Eco Noticias, Bandeirantes from Brazil, and Much Music from
Canada. Argentine signal distributors and programmers have
grown rapidly since the launching of the domestic satellite
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Nahuel in 1992. This satellite’s footprint covers the northern
part of Argentina, the Western part of Brazil, and most of the
territory of Chile, Paraguay, and Uruguay.

During the years following the privatization of televi-
sion channels, advertising expenditures have more than
quadrupled. Television and cable operators pay an 8% tax
on advertising revenues to the National Broadcasting Com-
mittee (COMFER), which supports the government chan-
nel 7/Argentina Televisora Color. Currently the COMFER
also directs 25% of this income to the National Film Insti-
tute for the subsidy of local film production.

Further trends toward deregulation of communications
resulted in the signing of a bilateral accord between Argen-
tina and the United States in September 1994 which allows
for American investment in Argentine broadcast and cable
operations. American capital entered the market soon after-
wards, when TCI Inc. and Continental Cable invested in the
two largest cable system operators in Argentina, CableVisién
and Video Cable Comunicacién (VCC) respectively.

Forabout U.S. $35 a month, cable subscribers in Argentina
receive a varied menu of about 65 channels, which includes (in
addition to the domestic superstations): European channels (e.g.
RAI from Iraly, TV5 from France, TVE from Spain, and
Deutsche Welle from Germany); Latin American channels (e.g.
Globo TV, Manchete, and Bandeirantes from Brazil, Inravisién
from Colombia, ECO from Mexico, and Venevisién from
Venezuela); and American channels (FOX, USA, CNN, ESPN,
The Discovery Channel, Cartoon Network, MTV, Nickel-
odeon, HBO O}, etc.). At present no premium cable channels
are offered in Argentina, and all the services are included in the
basic subscription package.

Variety shows are among the most popular programs.
They are scheduled at different times throughout the day, often
in the early afternoon (1:00 to 2:00 P.M.) or during the peak
of prime-time (8:00 to 9:00 P.M.). The Argentine version of a
variety show features a combination of musicals, interviews,
comic skits, and games in which the audience participates by
calling the host of the program, who frequently is a famous
national actor or actress. An example of a daily variety show
that has reached top ratings since 1984 is Hola Susana, hosted
by actress Susana Giménez. Another popular variety show is
Videomatch, hosted by Marcelo Tinelli. His program starts at
midnight, targets a young, 15 to 30-year-old audience, and
includes video-clips, bloopers, and sports.

In general, telenovelas are shown from Monday through
Fridays in the afternoon (1:00 to 4:00 P.M., depending on
the channel) and early prime-time (6:00 to 8:00 P.M.). The
former are targeted at women, while the latter are targeted
at a young adulr audience. Weekly drama series broadcast
after 10:00 P.M. are also popular. These attempt to reach an
adult audience by dealing with socially controversial themes
such as corruption, drugs, homosexuality, etc.

A typical TV prime-time evening starts at 6:00 P.M. with
light telenovelas, variety-shows, or game-shows. These programs
precede the one-hour newscasts that are scheduled in different
time-slots in each channel. Channel 11 and ATC/channel 7

broadcast their evening news programs at 7:00 P.M., channel 2
ar 9:00 P.M,, and channel 9 and channel 13 compete on the
news front at 8:00 P.M. From 10:00 P.M. to midnight viewers
may opt for movies (which are usually imported), weekly drama
series, or public affairs programs led by well-known national
journalists and political pundits.

Sports programs are generally scheduled during week-
ends. They cover different matches and report on the result of
national, regional, or world championships. Soccer is the sport
followed by the largest audience; the broadcast of a soccer cup
final never fails to reach top ratings. But popular sports pro-
grams also include tennis, box, motoring, and rugby.

Unfortunately, there is no recent data on the proportion
of imported programs available in this country. Early studies
on the world flow of television programs conducted by
Tapio Varis (1974) show thatin 1971 channel 9 and channel
11 respectively imported 10% and 30% of their program-
ming. A decade later, Varis (1984) found that channel 9
imported 49% of its programming. Considering the changes
in the Argentine television landscape since 1989 (i.e.
privatization, liberalization, the growth of cable, etc.), those
partial figures cannot be considered a reliable estimate of the
proportion of the current imported/domestic programming,.
Nevertheless, rating figures show that in general the Argen-
tine audience prefers domestic productions. For instance, in
August 1994, according to data from the market research
company IBOPE (TV International, 1994), the five pro-
grams with the highest ratings were: soccer championship
Copa Libertadores (13.0 of rating); variety show Hola Susana
(12.6); family sitcom ;Grande P4! (12.6); movie cycle Cine
ATP (11.3); and The Simpsons (11.2).

—]Jaqui Chiemelesky
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ARLEDGE, ROONE

U.S. Media Producer/Executive
Roone Arledge, president of ABC News, has had a more

profound impact on the development of television
news and sports programming and presentation than any
other individual. In fact, a 1994 Sports lllustrated magazine
ranking placed Arledge third, behind Muhammad Ali and
Michael Jordan, in a list of 40 individuals who have had the
greatest impact on the world of sports in the last four
decades. In addition, a 1990 Life magazine poll listed
Arledge as among the “100 Most Important Americans of
the 20th Century.”

In 1960, Arledge defected from NBC to join a strug-
gling ABC. Later, in his role as vice president of ABC
Sports, Arledge created what would become the longest
running and most successful sports program ever, ABC’s
Wide World Spores. He brought his production specialty to
ABC, and overhauled sports programming, including intro-
duction of such techniques as slow motion and instant
replays. These production techniques enabled Arledge to
create a more exciting and dramatic sports event. He com-
bined his production skills with “up close and personal”
athlete features, which changed the way the world viewed
competing athletes. He was one of the first users of the
Atlantic satellite, enabling him to produce live sporting
events from around the world.

Arledge’s success in sports resulted in his promotion
to president of the sports division in 1968, where he served
until 1986. Shortly after his promotion, he again elevated
ABC’s sports prominence with NFL Monday Night Foot-
ball. This prime-time sports program gave ABC the lock
on ratings during its time slot, and earned Arledge even
greater respect.

Under Arledge’s lead, ABC Sports became the unchal-
lenged leader in network sports programming. Arledge’s
innovations on Wide World were also successful for the ten
Olympic games he produced. Inducted into the Olympic
Hall of Fame for his commitment to excellence, Arledge was
later bestowed the Medal of Olympic Order by the Interna-
tional Olympic Committee, making him the first television
executive and one of a select group of Americans to receive
this prestigious award.

Despite his successful transformation of ABC Sporrts,
his promotion to president of ABC News came as a surprise
to many individuals because Arledge had no formal journal-
istic training. He was president of ABC Sports and ABC
News for nearly ten years.

With the development of shows such as 20/20, World
News Tonight, and Nightline, ABC was soon on the top of the
network news battle. Among his greatest skills is identification
of potential stars. Arledge successfully recruited the strongest
and most promising journalists for his news team, including
World News Tonight star Peter Jennings. Arledge recognized
Jennings’ talent and cast this once-defeated ABC Evening News
anchor in the spotlight, and it worked. Arledge’s team includes
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David Brinkley, Diane Sawyer, Sam Donaldson, Ted Koppel,
Barbara Walters and Hugh Downs.

Arledge put news on the air in non-traditional formats
and at non-traditional times, and received high ratings. In
its 15 years, Nightline has bartled entertainment personali-
ties such as Johnny Carson, David Letterman and Jay Leno
for ratings, and in 1995 it was the highest rated late-night
program. From its first show with Ali Agah, Iranian affairs
leader, and Dorothea Morefield, wife of American hostage
Richard Morefield, Nightline has been the leader in interna-
tional affairs reporting.

Arledge’s other news show creations include PrimeTime
Live, with Diane Sawyer and Sam Donaldson; This Week with
David Brinkley, World News Now, a 2:00 to 6:00 AM. Monday
through Friday overnight news program; and numerous ABC
News Presents specials, such as Turning Point and Viewpoint.
Arledge also designed inventive news broadcasts such as Capiral
to Capital, the first satellite news series to promote discussion
between the United States and Soviet legislators.

His shows have received virtually every broadcasting honor
possible. In 1995, ABC News was the first news organization to
receive the Alfred [. duPont-Columbia University Award, given
for the network’s overall commitment to excellence.

In a speech following his appointment at ABC, Arledge
declared, “We (ABC) will be setting the standards that
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everyone will be talking about and that others in the industry
will spend years trying to equal.” It is clear, based on the
success of ABC Sports and ABC News, that Arledge lived up
to his immodest words.

—John C. Tedesco

ROONE ARLEDGE. Born in Forest Hills, New York, U.S.A.,
8 July 1931. Educated at Mepham High School, Merrick,
New York; Columbia College, New York, B.A. 1952. Mar-
ried: Joan Heise, 1953 (divorced, 1971); children: Elizabeth
Ann, Susan Lee, Patricia Lu, and Roone Pinckney. Served
in United States Army, 1953—-1955. Production assistant,
DuMont Television Network, 1952; producer-director,
Radio Public Relations Spots for U.S. Army, 1953-55; stage
manager, director, and producer, NBC Television, 1955—
60; joined ABC Television, field producer, NCAA Televi-
sion, 1960; producer, ABC’s Wide World of Sports, 1961; vice
president, ABC Sports, 1965, president, 1968; created NFL
Monday Night Football, 1969; president, ABC News, 1977;
group president, ABC News and Sports, 1985-90; presi-
dent, ABC News, since 1987. Recipient: 36 Emmy Awards;
four George Foster Peabody Awards; two Christopher
Awards; Broadcast Pioneers Award; Gold Medal, Interna-
tional Radio and Television Society; Distinguished Service
to Journalism Honor Medal, University of Missouri; John
Jay Distinguished Professional Service Award, Columbia
University; Distinguished Achievement Award, University
of Southern California Journalism Association; Founders
Award, Academy of Television Arts and Sciences; Grand
Prix, Montreaux Television Festival; Olympic Order, Medal
of the International Olympic Commirttee; Grand Prize,
Cannes Film Festival; Man of the Year, National Association
of Television Program Executives; Academy of Television
Arts and Sciences Hall of Fame, 1990; U.S. Olympic Hall
of Fame, 1989; duPont-Columbia Award, 1995.
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ARMED FORCES RADIO AND TELEVISION SERVICE

A rmed Forces Radio and Television Service (AFRTS)
comprises the primary communication media of the
American Forces Information Service (AFIS), a unit of the
Department of Defense (DOD). AFRTS provides radio
and television news, information, sports and entertain-
ment programming to U.S. military personnel and their
families stationed at U.S. military installations and seacraft
worldwide.

AFRTS programming, acquired and distributed by the
AFRTS Broadcast Center in Los Angeles, is selected from
popular commercial and public programming found in the
United States (though commercials are replaced by DOD
information and spot announcements). Most AFRTS pro-

gramming is acquired with little or no charge thanks to
industry cooperation dating back to the AFRTS’s begin-
nings during World War II.

Radio news programming is transmitted by the Inter-
national Satellite INTELSAT) and International Maritime
Satellite (INMARSAT), which replaced AFRTS’s previous
short-wave broadcast service in 1988. Programming in-
cludes news and commentary from the major U.S. networks
and syndicators. Music and entertainment programming is
mailed in weekly program units for use by outlets in produc-
ing local programming. Television news, information,
sports, and other timely programming is distributed by the

AFRTS Satellite Network (SATNET). Most entertainment



programming, however, is provided by mail, and normally
includes over 90% of the top rated programs in the United
States. About 63% of AFRTS programming comes from the
commercial networks, comprised largely of news and sports.
The balance comes from the major entertainment distribu-
tors and producers in the United States. Unlike AFRS
during its formative years, AFRTS does not produce its own
entertainment shows for television.

As of 1992, according to AFIS sources, AFRTS uses
nine satellites in providing service to over 450 outlets in
more than 130 countries and U.S. territories worldwide.
Over 300 military ships at sea also receive programming. By
1985, the AFRTS had become the largest radio and televi-
sion network in the world.

AFRTS broadcasts also reach a substantial “shadow”
audience of U.S. citizens living abroad and citizens of host
nations who view or listen to the programming. Though
no official figures exist for the size of the “shadow” audi-
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