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High-speed BetaScan,

freeze frame—and
up to 5 hours on one cassette

Sears BetaVision 11/111 videocassette recorder gives you all that and more

What do you do when ABC's Monday
Night Football conflicts with your Mon-
day night racquetball? You let Sears
BetaVision II/11l “cover” the game in
your absence. Here's how it works.
Delayed Recording

You're due on the court at 8 p.m.—the

the long-playing mode, this BetaVision
slows its speed to give you 50 percent
more programming than is possible on
the standard mode.

Up tofive full hours of playing time
depending on the length of the Sears
BetaVision cassette you use.

that key pass rush shaping up in time to
revert to normal speed.

Freeze Frame/Edit

by Remote Control
During playback, your plug-in remote
control unit lets you stop the action,
“freeze framing” anything from a golfer

BeraScan whizzes you forward or backwards ar i5-times-normai speed. You cover 30 minures of action
. in just 2 minutes. And the speeded-up picture is displayed while you scan, so you can easily locate
the exact segment of the recording you want to replay.

kickoff time for
that other game
you don't want to
miss. Before leaving
the house, you
simply pre-set the
Beta-Vision's digital
clock. Once for the
starting time of the
iame. once again for
e estimated finish
(or you can simply let
the cassette runout). The
BetaVision memory locksin
both times and automatically
starts and shuts itself off as instructed.

Up to 5 Hours on One Cassette

And don’t worry about a game going
into overtime. When programmed for
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Standard Mode

!":'\'rlr recommended for wse on Sandard Mode,

& min, 120min. 180 min

l_nng Fl.u','il::rg; Mode 90 min. 180 run 270 min 300 min

Playing Leng?hﬂ_nf in midswing to a gymnast in
Series BetaVision Videocassettes midair. While recording, the
Tape # L-250 L-500 =50 L83 | same remote control unit

stops the cassette, editing out
unwanted material. Restart it,
and recording resumes with
no tell-tale “breaks” in the

High-Speed Scanner

Time to play the game back. BetaVision
117111 has faithfully recorded everything,
including the halftime show you may
prefer to skip. Just hit the BetaScan
button and it zips you through 15 min-
utes of halftime hoopla in just 60 sec-
onds. That's 15-times-normal speed.

BetaVision I1/111 also lets you view
as you scan. It keeps the speeded-up
picture sharp enough for you to easily
follow the action. You'll be able to see

finished tape.

Other remarkable features on the
BetaVision 1I/1ll: Automatic rewind.
Audio dubbing. Automatic speed
selection. Request a free demonstration
at the television department of your
nearest Sears store.

Ask about Sears convenient credit
plans. And remember, efficient Sears
service is only a phone call away.
BetaVision is designed to expand opportunities for your

personal in-home TV viewing and not for any usage
which might viclate copyright laws.
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THE
FIAT STRADA

GOES A LONG

WAY BACK.
AND AT
25MPG' A
LONG WAY
FORWARD

ONE OF STRADA'S ANCESTORS WAS OUR 1936 TOPOLINO.
IT WAS LONG ON MILEAGE BUT A LITTLE SHORT ON ROOM.

Like many Fiats before it, the
1980 Strada goes a
25 long. long way on
very littie gas. *Re-
member: compare
these estimatesto the
estimated MPG of other cars
You may get different mileage
depending on speed. weather.

and trip length. Your actual highway
mileage will probably be less and
mileage varies in California.

Thats farther on a gallon of
gas than any other car in Strada's
class. But then Fiat has tradition-
ally built cars that make the most
of every gatlon. Because for years
gas has cost far more in Europe
than it has here.

STRADA. BESTGAS
MILEAGE OF ANY COMPACT.

Yes. the Strada gets better
gas mileage than any compactin
America by design

Advanced aerodynamic
design. Along with design features
like its gas-saving standard 5th
gear.

 STRADA. MISERLY WITH GAS,
MAGNANIMOUS WITH AMENITIES.

Strada has wide. comfortable.
Italian-style seats.

Rich interior appointments.
completely color-coordinated from
the carpeting on its floor to the
carpeting in its trunk

And room you'll revel in. More
than a Rabbit. Honda Civic. Cmni.
or Horizon. And even more than
the 2-door Rolls-Royce Corniche.

But most of all. you'll revel
inthe front-wheel drive Stradas
ability 1o pass a gas station

For name of the nearest dealer.
call (800) 447-4700 or in IHhnois
(800) 322-4400. Specifications
subject to change without notice.
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LETTERS

Take That, Quincy!

Regarding "Another Day, Another
Tantrum” (July), | wish that Jack Klug-
man would realize that Quincy needs
better acting just as desperately as it
needs better scripts.

Jack's comedic technique on The
Odd Couple was virtually flawless, and
| still enjoy the reruns the fifth time
around. But as Quincy he chews up the
scenery like a scavenging hyena mad
with hunger. In his moments of high
drama, his propensity for overkill
leaves one wondering if he's for real or
is simply camping it up for his own
amusement.

Somewhere between sleepwalking
and sheer frenzy there must be a hap-
py medium. But then, | don’t even like

Walter Cronkite—so what do | know? ~

William L. Bennett
Muskegon, Mich.

As a professional TV writer with ambi-
tions to write for network TV, | found
your article on Jack Klugman and his
war over scripts interesting. Knowing
of Quincy’s script problems, | submit-
ted a script to the series last year. What
happened to that script illustrates one
of the major problems facing Quincy.

April 24, 1979, | mailed ""Charity Be-
gins at Home"’; the script dealt with the
serious problems of dishonest chari-
ties. On April 30, | received confirma-
tion that they had received my script;
in a personal letter | was told that
Quincy’s story editors were looking at
it. For nine months that was all | heard.
Finally, March 4, 1980, | received word

. in all of the production company
changes [Quincy had gone through],
my script had gotten lost. And to add to
that, | was told that the new story
editor, Mr. Sam Egan, had decided to
no longer accept unsolicited material.

I must question the wisdom of a
script-hungry series shutting its door
to all us writers who are without the
benefit of an agent. If there is a moral in
my experience, it must be that any
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series that is unstable in the creative
side can never expect to produce qual-
ity entertainment.

Michael Shonk
Gonzales, La.

A Woman's Role
Hooray! Finally an article about wom-
en reporters {“Don’t Look Back, Bar-
bara Walters,” July). ! think that it's
about time this world found out the
importance of women reporters who
work behind and on the scene to report
the news. They deserve lots of credit
from television viewers. After all, why
replace Cronkite with a man? Women
are equally as good as men. You did a
great job, Ms. Hirshey! God bless all
female reporters.

Yuki Fujimoto

New York City

After reading Gerri Hirshey's article, |
was appalled at her exclusion of Third
World women who also play a very
important role in daily television news-
gathering. For example, Carole Simp-
son, Charlayne Hunter-Gault, Connie
Chung, Royal Kennedy and, to a lesser
degree, Jayne Kennedy. Please, next
time, parity for Third World women in
the television news industry.
Ricardo Trujifio
Praoducer, KNME-TV
Albuqguergue, NM.

"Don’t Look Back, Barbara Walters"
lists eight new-breed newswomen.
Here is a suggestion for a ninth: NBC
News' Carol Marin of Chicago.

Every American TV viewer is miss-
ing half of TV if they do not subscribe
to PANORAMA. Every American TV
viewer is missing half of TV without
Carol Marin filling the now too-long-
empty shoes of Barbara Walters as a
regular news anchorwoman.

Frank Haile
Knoxville, Tenn.

Who's Laughing? .

In your article on, pardon the expres-
sion, "canned laughter” in the July
issue {""Those Devilish Machines Get
the Last Laugh”), the author spent too
much effort in defense of these brain-
washing devices {laughter machines)
and not enough in covering the real
issue. It is only in the last sentence of
the three-page article that Shindler
gets to the meat of the matter. “The
only real problem with them {laugh
tracks) is that, sometimes, it's hard to
tell whether it's the audience or the

show that needs them the most.” This
thought might best be used as a topic
sentence rather than a summation,
steering the article in the direction it
should have gone:i.e., what is wrong
with the quality of the shows that they
need the aid of a laugh track to evoke
laughter?

What the shows need are some writ-
ers and actors who know their craft
and know how to entertain people. !
find it hard to believe that, with the
incredible amounts of money being
taken in during each commercial min-
ute, the producers cannot afford to hire
the cream of the crop. If a show needs
the crutch of a laugh track to coax
laughter from the audience, then it
probably was not worth the effort, or
lack of same, to produce.

Jerold Goldstein
Fairfield, Cann.

Being probably one of the biggest fans
of Diff'rent Strokes, | could not believe
the implication [in “Those Devilish Ma-
chines”’] that the show is not funny. It is
funny; however, Southern California
audiences can’t appreciate the humor
of New York City {where the show
takes place). It's sad that the rest of the
country can’t appreciate the |ocal color
of Diff’rent Strokes as they do, say, The
Dukes of Hazzard or Dallas. That, ! feel,
is the reason that Diffrent Strokes is
sweetened—we don't all live on Park
Avenue.
David Alan Mackey
Oakhurst, N.J.

Merrill Shindler’'s piece on laugh
tracks—sorry, ""audio postproduc-
tion"—was rather amusing. Both style
and content serve to justify PANORA-
MA's claim to fame as a magazine
about ""Television Today and Tomor-
row."” Quite the opposite was the Q&A
piece with Sylvester "Pat” Weaver that
ran in the same issue. The contrast was
startling. While Mr. Shindler's article
on a lighter side of television produc-
tion was informative and altogether
interesting, Mr. Weaver's boorish an-
swers to questions posed cast a dark
cloud over the entire industry.

If television is as bad as Mr. Weaver
says it has become since he left the
industry, perhaps PANORAMA might
do well to pick a new subject to cover.

Anthony S. Ricci
Utica, N.Y.

Is This the Same Pat Weaver?
Thank you for a fine magazine—and
especially for the Q&A with Sylvester



Weaver in the July issue. The name
Weaver is, of course, a household
word, but until | read this article | knew
little about his views, which are very
refreshing. One particular comment of
his interested me especially: ... go
right around the world and talk about
the major news stories in England and
France ... so that people would have
the feeling they were part of a plan-
etary society. . . .” | like that very much.

Mrs. Sam Percy
Pelham, N.Y.

Readers’ Roundup
¥d really like to say how much | en-
joyed the July issue of PANORAMA. |
especially liked the article by Frazier
Moore on Breaking Away ("'Breaking
Away’ Tries Out a Faster Track”). It's
the first decent publicity I've seen so
far. The articie was exceliently written
and the photos were even better.
Thanks for the inside info, Frazier—
you really outdid yourself! Not only
from myself, but from many Cassidy
fans ... we say, a job well done!
Ava Allen
Newark, N.J.

it's hardly surprising that Charles
Lloyd Mallory is disillusioned with the
broadcasting program at his college
{Letters, June). After ail, the vast ma-
jority of professors in that field are
people who couldn’t cut itin the broad-
casting industry. A great many aren't
much interested in new technology or
how to utilize it. There is a tendency to
teach the idea of the broadcaster as a
great savior to the poor, wretched,
uninformed masses; that broadcast-
ing is a divine calling instead of a
business (at least in the U.S.).

My advice to Charles Lioyd Mailory
would be to leave the loons and dim-
bulbs of academe behind and go
knocking on doors at stations in small
markets (and there are plenty of those
in Missouri). The only way to learn
about broadcasting is to do it.

Orin O’Neiil
Bellevue, Wash.

Correspondence for this column
shouid be addressed to: Letters De-
partment, PANORAMA, P.O. Box 950,
Wayne, Pa. 19087. No anonymous
correspondence will be published.
Letters may be abridged because of
space limitations. We regret that it
will not be possible for us to reply
individually to letter writers.

1f you'd like t0 know more about our water, of the old-time way we make Jack Daniel's. drop us a hine.

OF THE 2,531 CAVES in Tennessee, this one

in Moore County is particularly prized.

It’s fed, you see, by an underground, iron-
free spring flowing at 56 © year round. Mr.
Jack Daniel, a native of these parts, laid claim
to the cave in 1866. And from that year
forward, its water has been
used to make Jack Daniel’s

Whiskey. Of course, there CHARCOAL
are hundreds of caves just as MELLEWED
lovely. BL}( ?fter a sip of T
Jack Daniel’s, you'll know b
why this one is valued BY DROP

so highly.

Tennessee Whiskey « 90 Proof « Distilled and Bottled by Jack Daniel Distillery,
Lem Motlow, Prap. Inc., Route 1, Lynchburg (Pop. 361), Tennessee 37352
Placed in the National Register of Historic Places by the United States Government.
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TV Forces the Issues—
and That Can Be
Dangerous

rl‘ he image many of us will carry

out of the 1980 Presidential

campaign will be of Walter
Cronkite dropping his face into his
hands as an excited Lesley Stahl
screamed: “It's Bush, Walter! It's
Bush!” Oh, dear. Less than two hours
before, Cronkite had been telling mil-
lions watching CBS that the Republi-
can Vice Presidential nominee was go-
ing to be Gerald Ford.

We all make mistakes—particularly
in journalism. Some newspapers went
to press with headlines proclaiming
that Republican candidate Ronald Rea-
gan had selected Ford as his running
mate—usually because editors at
home believed Cronkite instead of
their own reporters in Detroit. At the
moment of CBS’s embarrassment, |
was in the press gallery, standing be-
hind Don Campbell of the Gannett
News Service. Campbell was sitting
calmly at a video-display terminal con-
nected to editors’ desks around the
country, writing, "Detroit—Ronald
Reagan picked George Bush to be his

5
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By RICHARD REEVES

running mate. . .."” The words that ap-
peared on the screen before him re-
placed, letter by letter, his earlier lead,

. “Detroit—Ronald Reagan, in the politi-

cal coup of the year, persuaded Gerald

Ford....”
rl‘ he difference between print and
electronic journalism at Detroit
was that networks, reporting live, have
instantaneous deadlines. So their mis-
takes are more likely to be public. In
their manic drive to make news inter-
esting and to be first with each shard of
it, CBS and ABC and NBC blew it—
which is no big deal.

What was important about the dis-
appearing Ford candidacy, it seems to
me, was what it showed, quite dra-
matically, about political decision-
making in modern America—about

government and leadership in media-
land.

Television changes what we know
and when we know it. That is equally
true whether we are sitting home or
are a candidate for President, or are the
President. Television demands instant
response. If you are a politician and
ABC’s Sam Donaldson sticks a micro-
phone in your face and asks you what
you think of the Russian invasion of
Nova Scotia, you are not inclined to
answer: “"What invasion? | don’t know
anything about that.”

Politicians are rarely inclined to ad-
mit ignorance. They are also not in-
clined to miss a chance to get on televi-
sion. That's why you see senators and
congressmen trotting toward cameras
and correspondents in the Capitol after
hearings on welfare or nuclear war or
whatever. The first one there has the
best chance of getting on the nightly
news, particularly if he's quick enough
to pontificate provocatively. Whether
or not he knows what he's talking
about is quite another matter.

QObviously, at the Republican Nation-
al Convention, folks who didn’t know
what they were talking about were
getting on television. Lesley Stahl got

6 OCTOBER 1980




excited when she heard a Reagan floor
operative telling delegates that Bush
was the man. There was some luck
involved in the fact that this time he
happened to be right.

The process feeds on itself—particu-
larly in the closed universe of a politi-
cal convention. The delegates on the
floor of the Joe Louis Sports Arena in
Detroit—just about the only people in
America who couldn’t get to television
sets—had but the vaguest idea of what
was going on that frenzied Wednesday
night in July. Bands of delegates
would follow television correspond-
ents through the aisles and when they
picked up a few overheard words—
usually, It looks like Ford, Walter"'—
they would run back to their delega-
tions to report on what was happen-
ing. Or, at least, they would repeat
what Dan Rather said was happening.

rl‘ he “official” communications in
Detroit—-and at every conven-
tion I've ever been at—were an elabo-
rate joke. All those red, white and blue
telephones are more decorative than
operative. Rep. Robert Michel of -
nois, who was Reagan’s floor |eader,
tried to use the telephones to check out
one of television's mistakes—'"the
Rather rumor,” as it came to be
known—a CBS report that Reagan and
Ford were on their way to the conven-
tion hall. He tried to call Reagan and
the lines to the nominee’s hotel rang
busy. He tried to call Republican na-
tional chairman Bill Brock and no one
answered the phone on the podium.

Both CBS and NBC caught Michel,
on-camera, banging around his tele-
phones and talking about a Reagan-
Ford motorcade. That scene was used
to effectively confirm that the Rather
rumor was true. Things get kind of
circular when television is the main
line of internal communication. In De-
troit, television would drop a story into
the convention hall and the thing
would spread like neighborhood gos-
sip, being exaggerated as it traveled.
Sooner or later, usually sooner, an-
other correspondent would pick up the
expanded version and the spreading
would start anew.

No real harm was done in Detroit—
except to a few network egos. In fact,
the performance was not as bad as a

similar network panic at the 1968
Democratic National Convention. That
time, in Chicago, the networks—par-
ticularly NBC—had run wild with esca-
lating stories of a "Draft Kennedy”
(Edward Kennedy} movement. Dele-
gations were running off the floor then
to caucus on the question of whether
to switch to Kennedy. With luck—and
by not coming forth to debunk the
rumors—Kennedy might have be-
come the first candidate nominated by
bad. network reporting.

gomeday, with bad luck, the whole
country—or perhaps the whole
world—might be as misdirected as
that convention hall in Detroit. It's not
hard, at least for me, to imagine a
domestic crisis {a race riot, for in-
stance} or an international one (a re-
ported invasion somewhere) being es-
calated into something far worse by
overeager reporting.

Part of the problem is that politi-
cians—and those are the men and
women who become local and nation-
al leaders—are not people who like to
communicate directly with each other.
It was no accident that when former
President Ford wanted to get a mes-
sage across to Reagan that July night,
he decided to go on television with
Cronkite and transmit his demands in
what could later be dismissed as a
sloppy interview. The politician’s goal
is to avoid committing himself. They
prefer not to speak directly—physical-
ly or morally. if communication goes
through staffs—or through the press—
the guy on top can usually disassociate
himself from anything that's said.

But the major problem in a television
era—and the one that was dramatized
that exciting night in Detroit—is that
television inevitably tends to speed up
the processes of decision-making.
Sometimes too much. There could
come a time when Dan Rather is with
President X and Barbara Waliters with
Premier Y. Both correspondents, of
course, would be asking questions that
began “We understand . .."” and
“What if. .. ."”

The answers, instantaneous, could
be “Oh, yeah, tough guy?” followed
by, “I'll show you. ..." And then real
hell could break loose . .. from just a
misunderstanding. [@

Editor
David Sendler

Managing Editor
Ellie Kossack

Associate Editors
Dick Friedman,
Stanley Marcus, Brandy Rommel,
Tim Whitaker

Art Dhrector
Norman S. Hotz

Picture Editor
Laddie Marshack

Assistant Art Director
Patricia Ryan

Production Manager
Louis Terracciano

Edrtoral Coordinator
Debra Sheer

Copy Editors
Gail Harlow (Chief),
Nyoka Hawkins, Deborah Lyons,
Teresa Schwab, Karen Grigsby

Art AssiStants
Fran Strauss, Monica Garb

New York Bureau
Doug Hill. Howard Polskin

Los Angeles Bureau
Don Shirley

Correspondents
Steve Weinberg (Washington),
Richard Gilbert (London)

Contributing £ditors
Douglas Bauer, Bill Davidson,
Edwin Diamond, Steve Gelman,
David Lachenbruch,
Lawrence Linderman,

Sam Merrill, Ted Nelson,
Richard Reeves, John Schulian,
Harry Stein

Advertising Director
Robert G. Baumler

Eastern Adverlising Manager
Malcolm B. Niedner
Western Advertising Manager
James L. Lee
New York Advertising Manager
Michael L. Fulford
Advertising Production Manager
Margaret E. Kilmartin
Adverusing Representatives
Atlanta
Advertising Sales.South Inc.
Chicago
warden, Kelley, Allen and Opfer, Inc.

Los Angeles
Lowell Fox & Associates

Circuiation Diector
Hugh Crocker
Research Diector
Bruce Gershfield
Public Relatiuns Manager
Brian Levitt
Busmess Manager
John T. Larkin

Publisher
Frank G. wolf

Edtornial Drreclor
Merrill Panitt

Walter H. Annenberg: Founder

PANORAMA 7



IMPRESSIONS

of Seienee

By CYRA McFADDEN

AHappy Marriage

and Show Biz

7 @\ he 13-part BBC series The
Body in Question sounds like
another Lord Peter Wimsey

murder mystery, but is instead a riv-

eting thriller about what host and
writer Jonathan Miller calls “the fur-
nishings and fittings” of the human
body. Having begun on public televi-
sion here in late September, the se-
ries will intrigue anyone even a little
curious about what he's got rattling
around in there.

Miller, a tall, pleasant-faced man
with a large nose, looks like a par-
ticularly intelligent horse. Known to
American audiences as co-writer and
performer in the popular revue ‘‘Be-
yond the Fringe,” he is not only an
accomplished actor, writer and direc-
tor, but also a doctor. No one could
be better suited to explain the work-
ings of the human organism, and no
one else could be as entertaining on
the subject. Can you imagine Johnny
Carson doing a funny, five-minute
monologue on the pancreas?

The Body in Question illustrates
Miiler's lively lectures on anatomy,
the history of medicine and the phi-
losophy of science with demonstra-
tions, minidramas and films from lo-
cations around the world. The first
episode, “Naming of Parts,” opens
with an affecting look at the forms of
men, women and children preserved
in the lava of Pompeii. Later, it
moves to a mortuary and a display
of human organs; laid out neatly on
a dissection table, they look unnerv-
ingly like what one sees in the super-
market meat case.

in between, Miller reveals our all-
but-universal ignorance about what
goes on beneath our own skin.
“Where's your heart?”’ he asks, stop-
ping people at random on a London
street. Where do you think your
spleen is, and what does it do?”

The answers recall the skit from
“Beyond the Fringe” in which a min-

er takes a quiz. “They ask you, ‘Who
are you?' "' he says, "I got 75 percent
on that one.”

A middie-aged woman locates her
heart in her chest but is not sure
which side it's on. Asked where her
liver is, she indicates it is some-
where north of her kneecap and
makes a thumb-and-finger circle to
show how big. "Mine’s not as big as
his,” she tells Miller, pointing to a
companion. “I'm a small woman, so
I've got small instruments.”

In response to “What would hap-
pen to you if your kidneys failed?” a
young man with styled hair stares at
Miller intently. “I'd die,” he says.

"How?"

"l guess I'd explode.”

Go ahead. Laugh. Then let's see
you shut your eyes, rub your nose
and pat your pancreas.

l n succeeding episodes, Miller
takes us through the entire pro-
cess of a diagnosis; uses action-
painting to show how the mind in-
sists on imposing patterns; breathes
into a machine that causes oxygen
deprivation untii he passes out. "'l
hope to see you next episode,” he
says, moments before he slumps un-
CONSCious.

Whatever his topic in a given pro-
gram, he punctuates his discussion
with striking pronouncements:
“Swallowing is like crossing the Ru-
bicon, the moment when conscious
judgment is superseded by the auto-
matic conveyor belt.”

“The violence and atrocity of the
20th century is something peculiar to
our own times. The normal behavior
of primitive people is nowhere as
savage as the abnormal behavior of
the civilized.”

Sometimes he throws out too
much information, and too many
ideas, too fast. One’s brain overloads
and sends up a wisp of smoke.
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/n The Body in Question, Miller uses the
lava-encased victims of Mount Vesuvius as

visual aids.

“What is this?"’ | thought grumpily,
lost in a discussion of respiration.
’Med. schooi in the privacy of your
own home?” | cannot complain
straight-faced, however, about being
made to think too hard by a televi-
sion program; not when the experi-
ence is as rare as the waiter who in-
sists you've tipped too much.

The Body in Question is in the tra-
dition of such programs as The As-
cent of Man and Nova, series that at-
tempt to demystify science and make
it accessible to nonscientists. An un-
likely marriage of science and show
biz, these programs must strike a
careful balance. Too much informa-
tion, and they overwhelm; too little,
presented too simplistically, and one
wonders if he's accidentally tuned in
a rerun of Mister Rogers’ Neighbor-
hood.

ess of a showboat than Jacob

4 Bronowski, more impassioned
about his subject than is often the
case on Nova, Miller strikes just the
right note. He has a relaxed we're-
all-aduits-here manner—which got
me through a post-mortem without
whimpering—and a self-defiating
wit. Expounding on the liver, he
stops himself with “I'm afraid I'm
carried away with a sort of hepatic
rhapsody.”

If you don‘t go anywhere else this
fall, don‘t miss his "tour of some of
the darker corners of the gastroin-
testinal tract”; or Miller and Dudley
Moore discussing the “neurological
implications of piano playing”; or
even that post-mortem. Juxtaposed
with a film ciip from Miller's own
production of the opera “Orfeo,” in a
final episode called ““Perishable
Goods,” it is oddly moving.

Besides, when that BBC film crew
stops you on the street, you'll want
to be more knowledgeable about the
body than “the hip bone connecta to
the thigh bone.” @




Our newest Video Director gives
you ¥ day programming, remote
control with stop action and Speed

- Search’ (fast forward and reverse with
picture), S hour tape time, audio
dubbing, electronic tuning, automatic
indexing and supetb picture quality:

Just s
what youd expect
from Zenith. ¢




ONE OF THE
GREATEST INFLUENCES IN OUR LIVES
IS THE LEAST UNDERSTOOD:

TECHNOLOGY.

Watch “Connections” this Fall.
The 10-part series that
shows how technology

developed through the ages

and changed ouvr lives today.

Presented by the Bell System.

When “Connections” appeared in
the United States over PBS stations last
year, the critics acclaimed the program.

As Peter Schuyten of The New York
Times wrote: “..the series is an impor-
tant undertaking for a society of
viewers that on the one hand has been
lulled by the time-saving, life-enriching,
work-enhancing virtues of technology
and has, on the other, felt the sting of
technology run rampant.”

Filmed in 19 countries and narrated
by author James Burke, “Connections”
traces the evolution of technology
across 4,000 years of history.

Here’s a summary of each episode.
Don'’t miss any of them:

1. The Trigger Effect. Man's depen-
dence on complex technologies, the
New York City power blackout of 1965,
and its beginning on the Nile River.
2. Death in the Morning.

Precious metals, magnetism, atomic
energy and the effect of Hiroshima,
1945.

3. Distant Voices. Global telecommu-
nications that begin with the Battle of
Hastings.

4. Faith in Numbers. Systems—politi-
cal, economic, mechanical and elec-
tronic—and how some of them began
with a prayer.
5. The Wheel of Fortune. Computers,
our link to the future, and their ances-
tor: astrology.
6. Thunder in the Skies. The 13th cen-
tury freeze that changed the course of
history.
7. The Long Chain. Materials that were
discovered through little accidents but
triggered big changes.
8. Eat, Drink and Be Merry. Switzer-
land, 1476, and the first steps that led to
landing on the moon.
9. Countdown. The incredible events
that led to Thomas Edison’s remarkable
Inventions.
10. Yesterday, Tomorrow and You.
Moments from the previous programs
and then a challenging look at the
future.

Check local listings for time and
channel.

In this complex world, you'll want all
the connections you can get.

An alternative view of change

This program will be closed-captioned for the hearing impaired.

@ Bell System
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By SETH GOLDSTEIN

Cable television is free at last. This
summer, the Federal Communica-
tions Commission lifted two major
restrictions on the programming that
can be offered by cable-system oper-
ators. No longer will they be limited
in the number of out-of-town broad-
cast channels they can offer their
subscribers, and no longer will they
be debarred from showing syndicat-
ed programs, such as reruns of
prime-time series, that are also avail-
able on local broadcast channels. In
theory, at least, cablecasters now
have the green light to fill their chan-
nels with just about any program-
ming they can find.

But before viewers enter the Prom-
ised Land of cable abundance, there
are a few small obstacles to be sur-
mounted. First of all, the FCC's act of
deregulation must withstand the rig-
ors of a court test, since broadcast-
ers intend to challenge it.

Secondly, the supply of satellite
transponders (transmitting terminals)
will need to increase considerably if
there is to be a massive growth of
programming. And thirdly, cable sys-
tems will have to find ways of ex-
panding their channel capacity.
About half of the 4200 systems cur-
rently in operation offer just 6-t0-12
channels and would be unable to ac-
commodate a large influx of signals
from faraway places.

So though subscribers may con-
sider that the news is good, it's a lit-
tle too soon to throw a party.

Sleeping Giant?

Three men in Santa Rosa, Cal., think
they have solved a problem that's
overshadowing the new video and
audio technologies. The problem is
this: if you're a movie producer or
program-maker, how do you coliect
royalties from ail the people who are
quietly taping your shows from tele-

vision on their home videocassette
recorders? And furthermore, what's
the point of selling your product on
prerecorded cassettes if many of

those same people, out for a fast

buck, can pirate your movie or pro-
gram and hawk it at half the price?

It was this kind of anxiety that lay
behind the abortive attempt by two
Hollywood companies, Universal City
Studios and Walt Disney Produc-
tions, to have Sony’'s Betamax VCR
declared illegal by the courts.

Now Alan Strachan, Charles Yar-
brough and Joe Weisman, inventors
of a system called Codart, are claim-
ing that cable television, in conjunc-
tion with sophisticated electronics, is
capable of plugging the software
leaks.

Early next year, they and their
partner, Bob Heyer, will set up a new
service for local cable subscribers
that will keep an exact record of who
is taping what, and they will guaran-
tee that programming suppliers will
always get their dues.

Basically, Codart is a pay-per-view
system, but with a difference. Rather
than paying to watch a program at a
predetermined time, Codart’s cus-
tomers will pay for the privilege of
taping it—and the taping will take
place in the middle of the night,
when the cable channels are not be-
ing used for regular programming. A
special microprocessor sold by Co-
dart for $95 will turn VCRs on and
off, and will enable them to respond
to the encoded signals of the pro-
grams being transmitted. As an addi-
tional security device, programs will
be sent out in discontinuous seg-
ments throughout the night; by
breakfast time, they will exist as
complete tapes ready for viewing.

Subscribers will choose what they
want to record from a varied mix of
programming listed in a Codart

guide, and they will put in their re-
quests by telephone. They will have
the choice of paying, say, $3 for a
movie or getting it for nothing, but
with the addition of commercials.

One might ask: why should a
viewer go to all this trouble when
movies are already available in pro-
fusion on the networks and on pay-
TV, and it’s so simple to record
them?

Alan Strachan's answer is that Co-
dart is not so much an additional
service as the beginning of an entire-
ly new TV environment, in which
moviemakers will no longer sell their
products for wholesale viewing, but
instead will consign them to the Co-
dart system, which ensures that,
whenever a movie is taped, a per-
centage of the fee goes back to the
producer. Of course, before this can
happen, every VCR in the country
will have to be fitted with the Codart
microchip to prevent unauthorized
duplication of tapes.

The optimistic Strachan thinks he
can eventually persuade VCR manu-
facturers to incorporate the chip in
their models, because he plans to
give them a share of the taping fee,
too. He sees benefits for everyone
from Codart: the program-makers,
whose copyrights will be protected;
the hardware manufacturers, who
will share in a new source of rev-
enue; and not least the viewer, who
will have a vast library of video ma-
terial to choose from, at prices that
will be a fraction of those currently
charged for prerecorded cassettes.
“We are moving,” says Strachan,
"from a live broadcast medium to a
tape-based medium, and control will
pass from the producer to the con-
sumer.”’

The Codart millennium won't
dawn until a lot of Hollywood execu-
tives are convinced that they should
shift their allegiances from current
TV outtets, thus forcing viewers into
the new system. While waiting for
that to happen, the infant Codart will
have to cut its teeth on more modest
fare, such as university video libraries.
But will all those educational films be
a match for "The Deer Hunter” on
HBO? @
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Carson’s Primal Dream . . . Hodding Probes the Press
... Does Kidvid Deceive? ... From Python to Petruchio

WILAT'S ILAPPENING

HOLLYWOOD

Don Shirley reporting

Points of view. Every year
there are a few particularly
trendy topics for TV-movies.
Among the subjects in vogue
this season are:

Rape. The rapist is no long-
er depicted as a scum-of-the-
earth villain in this year's
films; more attention is paid
to his motivations. NBC's
"Rage” will follow a rapist
through a therapy program
inside a prison, with the
man’s victim never seen. On
CBS, "Rape and Marriage—
The Rideout Case’” will exam-
ine the Oregon incident in
which a husband was ac-
cused—and acquitted—of
raping his wife.

Divorce from the children’s
point of view. Such TV-mov-
ies as "Breaking Up” and
“Once upon a Family” have
shown how the wife and hus-
band cope, respectively; now
it's the kiddies’ turn. A group
of youngsters—from three
different homes—will have
their say in NBC’s “Children
of Divorce,” while ABC’s "The
Day the Loving Stopped” will
follow one child of divorce
into adulthood.

The terminally ifl. Linda La-
vin will star as one of the first
nurses to work in a hospice in
CBS’'s “A Matter of Life and
Oeath.” The patients at a hos-
pice take the spotlight in
ABC's “The Shadow Box.”"

Prisons, the atomic bomb

and Nazis are also popular
subjects this year. But not all
of the trends are full of gloom
and doom. The value of fe-
male camaraderie is another
current favorite. This vyear
we'll see women join the
feminist movement (‘'The
Women’'s Room,” with Lee
Remick) and the Army
{"Army Woman”), play foot-
ball {"The Oklahoma City
Dolls”), fly airplanes (“D-Day
Darlings") and get even (“Re-
venge of the Stepford
Wives'').

Johnny-come-early. Johnny
Carson is finally ready for
prime time.

The king of [ate-night TV
won’t actually be appearing
on-screen, but his presence
will make itself felt all the
same—the result of a whop-
ping production deal with
NBC that guarantees Car-
son’s company a new TV se-
ries on the air every year for
the next three seasons, start-
ing in fall 1981. The agree-
ment pays for a minimum of
10 pilot scripts and three com-
pleted pilots each season.
NBC will select the successful
Carson series from the three
pilots or from an untested
concept that the Carson com-
pany may submit. A TV-mov-
ie each season is also part of
the package.

Carson hired John J.
McMahon (no relation to Ed),
a former NBC executive, to
run his company. But Carson
himself will take an active role

in the creative decisions. The
company will concentrate on
the lucrative half-hour com-
edy form-—which also hap-
pens to be NBC’s most des-
perate need. Carson and
McMahon are instant mo-
guls—"No one has ever had
this kind of commitment,”
notes McMahon, “especially
no one who was starting from
scratch.”

Should anyone who is
“starting from scratch” have
such a commitment? Produc-
er Grant Tinker, whose shows
may compete with Carson’s
for time slots, says Carson
deserves his clout and did the
right thing by hiring McMa-
hon. But he fears that other
powerful performers who
wring such deals out of net-
works might not be as smart:
"l see a danger in the prolif-
eration of that sort of thing.
Everything on TV could be-
come a matter of commit-
ment to stars rather than
choice.”

Of course, NBC already had
very little choice in the matter.
The Carson deal was part of
the bait that kept NBC's big-
gest star at the network.

NEW YORK

Doug Hill reporting

After midnight. Good news
for insomniacs: you may no
longer be stuck with all those
reruns of Kojak and The Love
Boat and Carson after the
late-evening news, because

Linda Lavin: Joins the terminals
in “A Matter of Life and Death."

Lee Remick: The feminist
movement occupies “The
Women'’s Room."
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Johnny Carson: Vulnerable to a
late-night strike.

The World Series: The summer
game's fall climax.

original production for the
late-night time period is on
the rise at all three networks.

Prominent examples of the
trend include NBC's new ver-
sion of the Tomorrow show;

ABC's late-night fledgling Fri- |

days, which has been given
until this January 1o prove it-
self in the ratings; and CBS's
No Holds Barred, which may
soon be joined cn that net-
work’s late-night schedule by
a gothic soap opera called
Castle Rock.

A principal reason behind
the activity is the «hortening
of The Tonight Show from 80
minutes to an hour, plus the
evidence provided by such
shows as ABC’s Nightline that
viewers will indeed watch
something other than Carson
if given the opportunity.

“In the past, Carson was S0
far ahead we didn't even try,”
says Herman Keld, CBS's vice
president in charge of late-
night development. “Now
we're in striking distance, and
we have to go after him with
original programming. There
are a lot of rating points to be
gained between 12;30 and 1
AN

Another reason is that the
same types of rerun series
ABC and CBS have been
broadcasting in late night are
going up for sale to local sta-
tions in the syndication mar-
ket. So if the networks don't
offer original late-night pro-
grams, affiliate stations may
be tempted to increase their
profits by putting on their
own reruns instead of the net-
works’.

Finally, producing for late
night is cheaper than produc-
ing for prime time—generally
more than 50 percent
cheaper. “Producers and ac-
tors won't ask for the same
money they ask for in prime
time,” says Keld.

New hat for Hodding. A famil-
iar personality from in front of
the TV cameras—Hodding
Carter lll, press spokesman
for the U.S. State Department
until last July—will soon be
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taking a close look at what
goes on behind the cameras if
a proposed PBS series about
the news media comes off as
planned.

Tentatively titled /nside
Story, the 13-week, half-hour
program would begin early
next year and would feature
Carter as chief anchorman
and correspondent. Each
week, the producers hope to
examine news coverage—by
TV, radio, news magazines
and newspapers—of one ma-
jor event or issue, briefly pass
judgment on jobs well or
poorly done on other stories,
and add a pointedly humor-
ous touch at the end, what
Carter calls “our own little
editorial cartoon.”

Says Carter, “After 18 years
on one side of the business
tas a newspaper reporter, edi-
tor and associate publisher in
Mississippi] and three-and-a-
half years on the other side, |
am totally convinced that the
institution of the press is one
of the great power centers,
and that it needs all the ex-
amination it can get.”

Aware that journalists are
notoriously thin-skinned
when it comes to accusations
that they manipulate the
news, Carter stresses that /n-
side Story will not be out to
"get” the press, but he insists,
“the damn institution is way
too big to be the only one to
cloak itself with arguments of
objectivity and the First
Amendment.”

He laughs heartily when
asked if his program will dis-
cuss how spokesmen for the
Government manipulate the
news. “That's something that
| have some interest in,” he
says. And what about his own
talents as a TV host? “'| have
all the potential in the world
for falling on my face.”

WASHINGTON

Steve Weinberg reporting

All is not lost. When the Fed-
eral Trade Commission, in
1978, launched an inquiry

that could have banned TV
commercials aimed at young
children, it provoked a fierce
counteroffensive from broad-
casters and advertisers, who
determined to see the agency
emasculated. Earlier this
year, the emasculation took
place: Congress cut back the
FTC's authority to protect
consumers, and the chil-
dren’s advertising proceed-
ing seemed to be among the
casualties.

But it turns out the last gasp
hasn't been heard from the
"kidvid” inquiry. The FTC is
expecting a report this month
from its staff on whether the
agency should try again to
regulate ads such as those for
highly sugared foods. Under
its old authority, the FTC
could move against ads if it
considered them “unfair”’;
now it has the rather harder
task of proving deception.
The staff report will consider
whetherthere might be a case
to be made under the new
law.

Broadcast and industry lob-
byists who worked to kill the
original inquiry are waiting
warily for the FTC's decision.
Charles Adams, American As-
sociation of Advertising
Agencies’ Washington repre-
sentative, said: "Our hope is
that the suspended hearings
will remain indefinitely sus-
pended. ... What the FTC
was doing threatened a major
sector of American business,
and it will continue to be a
flash point for advertisers.”

Under wraps. Detailed infor-
mation on 7620 TV-related ac-
cidents {reported in this col-
umn in April} will remain
locked in the files of a Federal
agency as a result of a recent
U.S. Supreme Court decision.
The Consumer Product
Safety Commission collected
the data in 1974 as part of an
investigation of TV-set dan-
gers. The agency was about
to release the material under
a Freedom of Information Act
request by two consumer
continued on page 16
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MUSIC
Live from Lincoln Center. Verdi's Requiem is
performed by the New York Philharmonic,with
Montserrat Caballe. PBS.
Standing Room Only: Glen and Tanya. Glen
Campbell and Tanya Tucker in concert. Home
Box Office (cable).
From Jumpstreet. Oscar Brown Jr. is the host
of this 13-part series tracing black music’s
roots. (See page 28.) PBS.
Dionne Warwick in Concert: A Soundstage
Special. Her greatest and latest hits, per-
formed in concert in Chicago. PBS.

NEWS AND DOCUMENTARIES
Cosmos. Carl Sagan’s 13-part exploration of
the universe, which premiered last month,
continues {see page 58). PBS.

ABC News Closeup. A look at America’s mo-
bile missile system. ABC.

The Vikings. A 10-part series on the Norse
heritage. PBS.

Monsters, Madmen and Machines: 80 Years
of Science Fiction. Clips from some of scifi's
greatest films. Gil (Buck Rogers) Gerard is the
host. Home Box Office (cable).

Arthur Miller on Home Ground. A portrait of
the playwright, including scenes from his
works. PBS.

The Body in Question. Jonathan Miller's 13-
part exploration of the human body, which
premiered last month, continues {see page 8).
PBS.

DRAMA AND MOVIES
Tinker, Tailor, Soldier, Spy. Alec Guinness
plays George Smiley in this six-part adapta-
tion, which began last month, of John le
Carré’s novel (see page 40). PBS.
Sophia. A made-for-TV version of Sophia Lor-
en’s autobiography, starring Sophia as both
herself and her mother. NBC.
Marilyn: The Untold Story. Norman Mailer's
best seller about Marilyn Monroe becomes a
made-for-TV movie, with Catherine {The Bad
News Bears) Hicks in the title role. ABC.
The Diary of Anne Frank. The classic story of a
Jewish girl hiding in Nazi-occupied Amster-
dam, with Melissa (Little House on the Prarrie)
Gilbert in the title role. NBC.
North Dallas Forty. Nick Nolte is a burnt-out
receiver rebelling against football's system in
this 1979 film adaptation of former Dallas
Cowboy Peter Gent's novel. Showtime (cable).

Some of the noteworthy programs and events that are scheduled for television this month.
(Check local listings for dates and times in your area.)

Julia. Jane Fonda plays Lillian Hellman and
Vanessa Redgrave her friend Julia, an under-
ground fighter against the Nazis in the 1930s,
in this 1978 film based on Hellman's book.
NBC.

Time After Time. H.G. Wells (Malcolm
McDowell) enters the present by means of a
time machine, chasing Jack the Ripper (David
Warner) and romancing a bank clerk (Mary
Steenburgen) in this 1979 science-fiction
thriller. Home Box Office (cable).

Acts of Love. Ron Howard and Robert Fox-
worth star in this TV-movie about euthanasia.
NBC.

Every Which Way but Loose. Trucker Clint
Eastwood, traveling with his partner—an
orangutan—pursues singer Sondra Locke in
this 1978 comedy. Home Box Office (cable).
Magic. A 1978 film about a ventriloquist {An-

thony Hopkins}) whose dummy becomes a |

murderer. Ann-Margret also stars. NBC.
Beulah Land. Lesley Ann Warren is the mis-
tress of a Southern plantation in this six-hour
miniseries, billed as television's answer to
“Gone with the Wind.” NBC.

Rage. David Soul plays a convicted rapist
undergoing treatment in this TV-movie. NBC.

CHILDREN’'S PROGRAMS
Once upon a Classic. Charles Dickens's “A
Tale of Two Cities” is told, in eight episodes.
PBS.

SPORTS

National League and American League Cham-
pionship Series and the World Series. This
year, ABC will telecast the league champion-
ships beginning Oct. 7. NBC takes over for the
World Series, with Game 1 slated for Oct. 14 in
the park of the National League champion.
NBA Basketball. The television opener has
Los Angeles taking on Seattle. CBS.

COMEDY AND VARIETY
Steve Martin Special. The wild and crazy guy
takes aim at commercials. NBC.
Bizarre. A new comedy series, hosted by John
Byner, in the tradition (or maybe in the wake)
of Saturday Night Live and Laugh-In. Show-
time (cable).
A Funny Thing Happened on the Way to the
White House. Steve Allen, Bob & Ray, Jayne
Meadows and Kenneth Mars lampoon the
Presidential campaign. Home Box Office (ca-
ble). ®

Vanessa Redgrave: Lillian
Hellman's number-one best
friend goes underground in
“Julia.”

i
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Ron Howard: Explores deadly
favors in “Acts of Love.”
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THE RATINGS RACE

Viewing patterns in the past
five years have shown a fasci-
nating trend. I'm not talking
about prime time—which ac-
tually seems to have reached
a plateau—but about those
first two hours in the day
when we emerge from our
commercial-free dream state
into the hazy reality of shav-
ing cream and orange juice.
Those hours of 7 to 9 A.M.
have become one of televi-
sion’s great boom areas, with
an astonishing 62 percent
more people watching the
early-morning shows now
than were doing so in 1975.

What's the reason for this
dramatic change in our na-
tional habits? Have we given

THE AWAKENING OF AMERICA
By MICHAEL DANN

up talking to our spouses and
children? Or lost interest in
newspapers?

| don't think the explanation
lies in any profound socio-
logical shift. The plain fact is
that since 1975, Good Morn-
ing America has been build-
ing up a loyal audience of
people who formerly never
watched breakfast-time TV.
And it has done this by offer-
ing a blend of news and enter-
tainment that simply wasn’t
available before. The millions
who now watch the program
can be considered a totally
new audience. If Good Morn-
ing America were to disap-
pear from the screens, these

viewers would disappear

from the ratings.

While GMA has been win-
ning new recruits to breakfast
viewing, its chief competitor,
NBC’'s 7oday show, has held
on to its own loyal audience.
Though it slipped into second
place during the first half of
this year, it remains one of the
network’s most successful
programs.

We have certainly come a
long way from the early
1950s, when the Today show
was launched. As a charter
member of the NBC program
team, | can remember the di-
rector of research for NBC
saying it was absolute mad-
ness to consider putting on a
television program from 7 to
9 A M.

He showed detailed graphs
and charts to prove why peo-
ple would listen to radio as

they were getting up in the
morning, but never would
have time to look as well as
listen. He went so far as to say
that there had even been
some tests in various cities
that showed how clearly peo-
ple would reject early-morn-
ing television. One example
was Three to Get Ready, with
Ernie Kovacs, which was on
from 7 to 9 AM. on WPTZ,
Philadelphia. The research
showed very few people
bothered to turn on their sets.

In retrospect, Ernie Kovacs,
who later became one of our
truly great television comics,
particularly in the late-night
period, simply was scheduled
in the wrong place. If he were
alive and performing today, |
think he would fail in the 7-to- 9-
A.M.slot just as he did then.

It wasn't just the NBC re-
search department that
fought the scheduling of the

groups, but a dozen TV manu-
facturers went to court to halt
the disclosure, and the Su-
preme Court upheld their pe-
tition.

information would be fair to
the manufacturers. Those
steps were required by the
law that had created the agen-
cy, the court said. The CPSC

According to CPSC lawyer
Alan Schoem, the court’s rul-
ing will make it extremely dif-
ficult for the Commission to
name the manufacturers im-

AR OR oA g 2 ONDA 01D A
; . Today show. Some of NBC's
YEAR ABC % CBS % NBC % own affiliates were so pessi-
4 mistic about the program’s
970 — 3.3 Host: Downs 47 chances that they refused to
L— f— 1+ 1| carry it, while other affiliates
LOCAL — 3.3 Hosts: 4.7 just grumbled that they
— | would lose money by having
PROGRAMMING — NEWS 3.1 McGee 5.1 to open their television sta-
I — || tions earlier.

| — CAPTAIN 301+ O |54 1| within 10 vears, not only
— | kaNGAROO 2710 5 4 || was the Today show a fixture
IR I o S - | =" || on the American television
AM. AMERICA | 1.4 2.7 | § | Hosts: Hartz/Walters| 4.8 || scene, but Today and The To-
f— sl S 11| night Show were the biggest
2.3 2.9 4.2 moneyrnakers in all of net-

1 — 1| work broadcasting.
GOOD 2.8 2.9 Host: 4.2 The chart at left shows in

— S — g

detail what has happened to
MORNING 3.2 2.1 Brokaw | 4-5 || the habits of the American
viewer in a time period that
AMERICA g i _4'6_ was once consider?ad a part of
80 5.4 2.8 5.0 | | the day when nobody would

* January-June 198 watch television. (@)
“’l l\'l“s The Court said the CPSC | had believed that Fr_eedom of | plicated in accidents. But one
MLV ENG must take steps to ensure that | Information Act disclosures | of the consumer groups in-
ILAPPENING the TV accident data are accu- | weren't governed by such | volved in the lawsuit states
continued from page14 rate and that disclosing the | procedures. that, unless the makers’

names are released, the nine
file cabinets of data on fires,
electric shocks and other mis-
haps will be almost useless.
continued on page 97
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“Panasonic ColorTV. So life-like,
they play as brllllantly asldo.”

“When it comes to watching me, nothung makes me look
better than a Panasonic color TV. Every Panascnic, from
our 7"(meas diag) battery-operated portable to our big pro-
jection TVs, creates a picture that's so bright, so sharp, so

colorful, it's really life-like. So life-like,
you'l feel you're at the ballpark with
me. And what's better than that?

“I'll tell you: The two Panasonic
CinemaVision projection TVs
give you a picture that's not only life-
like, but life-size. Qur new rear
projection CinemaVision (CT-4500
shown below) puts a 45” screen
(meas diag) in a slim, trim body. Now
you won't have to fill your room to
get a roomful of picture. And you can
control your CinemaVision from any-
where in the room. Because it has a

16-button synthesizer remote control. Synthesizer tuning,
found in many Panasonic color TVs, uses computer tech-
nofogy. So you can ge directly from the channel you're on
to the channe! you want, without having to go through all

the channels in between.
“Panasonic CinemaVision and our
other 30 color TVs make me look
great. Whether it's a 7", 10", 12", 13",
19", 25", 45" or 5-foot Panasonic TV
(all meas diag), you'll get a picture

that's so life-like, you'll feel like you're

part of the picture.
“That's why | say Panasonic color
TVs play as brilliantly as | do.”

TV picture simulated. Cabinetry Is simulated woodgrain.

Panasonic.

just slightly ahead of our time.
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GARRY MARSHALL Interviewed by David Frost

If there is a joke about the
Midas touch, you can be
sure that Garry Marshall
knows it; he either wrote it
himself or copied it out of
1000 Jokes magazine
when he was a kid in the
Bronx. It probably contin-
ues to amuse him as he
moves among the sets of
his three money-minting
creations, Happy Days, La-
verne & Shirley and Mork
& Mindy.

Marshall, at 45 one of
the most successful writer/
producers in television
comedy today, grew up on
the periphery of show
business. His father, Tony
Marshall {originally Mars-
charelli) was a producer of
radio programs and indus-
trial films, and' his mother
was a dance teacher. But
young  Garry’s ambitions
lay in other directions: he
saw himself as a future
baseball pro. The only
thing that stood between
him and a career in sports
was a body that harbored 129 allergic
reactions. So, instead, he collected a
degree in journalism from Northwest-
ern University, and after two years in
Korea, earned his first salary as a copy
boy on the New York Daily News.

In the evenings, he would play the
drums in assorted clubs, and that's
where he began to think seriously
about humor; he listened to the rou-
tines of the stand-up comics and start-
ed to offer them material. Phil Foster,
among others, bought his one-liners
and asked Marshall to write more for
his radio program. Foster also intro-
duced him to Jack Paar, who signed
him up as a gag writer for The Tonight
Show.

In 1961 he was invited to Hollywood
by Joey Bishop and soon found him-
self writing for The Lucy Show and The
Dick Van Dyke Show.

Marshail

“I Wish Exeryone

Would Stop

Puiting TV Down

S0 Mueh™

The creator of “Laverne & Shirley”
and “"Mork & Mindy” defends the
medium-—and provides an inside

look at the creative process, the key
decision-makers and the hostility

over profit sharing

He also teamed up with another
young writer, Jerry Belson, with whom
he was to enjoy a prolific collaboration
over the next eight years; the two men
wrote more than 100 half-hour com-
edies for The Lucy Show, The Dick Van
Dyke Show, The Danny Thomas Show
and Love, American Style. And in 1969
they wrote the pilot for the TV adapta-
tion of The Odd Couple, a series for
which Marshall became executive
producer.

In 1974, success was followed by
megasuccess with Happy Days, a nos-
talgic re-creation of Fifties youth. In its
first season, 1973-74, the series ranked
16th in the ratings; three years later it
was number one—and by that time it
had sired its own challenger, Laverne
& Shirley. In 1977-78, the two shows
traded positions at the top of the
charts, Laverne & Shirley taking the

trophy. Then came Mork &
Mindy, which shot to
fourth position in its open-
ing season, 1978-79.

All three shows seem
now to have passed their
peak, and none are in the
top 10, but the Midas touch
has performed its miracle
and syndication revenues
from Happy Days and La-
verne & Shirley alone are
expected to be well in ex-
cess of $200 million.

Set against these stag-
gering digits, Marshall’'s
less fortunate ventures
pale into insignificance.
Blansky’s Beauties, for ex-
ample, was quickly forgot-
ten after its 1977 takeoff
failure. And this year’s
Broadway fiasco, a com-
edy called “The Roast'"—
which Marshall wrote with
Jerry Belson and which
played for exactly four
nights—will likewise be no
more than a footnote to
the Marshall legend.

So where does he go
from here? That's one of the things
that David Frost asked him in the
course of an interview in Marshall's
office at Paramount Studios. This is the
second in a special series of Frost inter-
views for PANORAMA.

Frost

DAVID FROST: Do you think television
in general is getting better or worse as
you look at this season?

GARRY MARSHALL: | don‘t think it's
really getting worse; it's just getting a
little repetitious. | guess the competi-
tion’s so stiff now that it's hard to
gamble.

FROST: Do you find the three networks
different to deal with, or all the same?

MARSHALL: No, | think they are a little
different in their way. | haven’t dealt
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with all of them on a day-to-day basis
in a number of years. Right now | work
mostly with ABC, which, when | first
started with them [1969] was the net-
work to take a chance on everything.
There wasn't much to lose. It was very
exciting to work with ABC then. Now
they've gotten a little conservative, but
they still aim for the bust-out show,
something that will get a large audi-
ence right away. That's one of the
negative aspects of ABC. They want a
show to bust out in the first three
weeks and that's very difficuit—very
difficult. But it has been done, and |
guess | have hurt myself and others by
doing it a couple of times. But it was
luck. | mean, Laverne & Shirley de-
buted number one in the ratings.
That's a phenomenon, not really
something that is ordinary. Mork &
Mindy did reach number one in about
five or six weeks, but we had an excep-
tional actor there, and you don't come
by them very often.

i think the CBS philosophy—which
has been to take a show they really
believe in and let it grow over a period
of time—is a better philosophy. But
even they got nervous the last couple
of years and have pulled shows a little
early. | think CBS is still the most con-
servative to work with; the meetings
there are a little more dignified—ev-
erybody sits very politely. And ABCis a
more enthusiastic, energetic bunch of
people. Everybody pitching ideas and
everybody getting involved.

At NBC they weren't that interested
in comedy. They were interested in
drama and long forms. Then the last
couple of years, they got very nervous,
and now it's finally calming down. Mr.
[Fred] Silverman has calmed it down a
little bit. Of the three networks right
now, NBC is the one that might be
willing to take a chance.

FROST: Are there certain qualities that
network executives in general share?
Are there certain qualities of playing
safe that they all share?

MARSHALL: Well, they share these
basic rules that were passed down to
them like the Talmud. Like you have
to have likability in all your supporting
cast. If you were putting on the Last
Supper, they would come back to you
and say, “Judas didn't test very well
and maybe you could get him a dog

and you could make him more lik-
able.”

Many times the supporting cast
takes a while to grow, as on Happy
Days, with Tom Bosley as the father.
He started out rather slowly for'the first
couple of years. Now, when they test
ratings of performers, he's one of the
highest in television.

FROST: You've got a fascinating new
problem this season in the sense of
really renewing, of breathing new life
into Laverne & Shirley, Happy Days
and Mork & Mindy. You've got to try to
get the ratings back to where they
were. How do you breathe new life into
a show?

o8 All the creative
people were caught in
the middle of this
strange war. ‘What?
Silverman’s got
cleavage? We'll have
bellybuttons!’ ®®

MARSHALL: We are bringing in new
characters in all our shows. Another
way is to change the settings.
Laverne and Shirley are now moving
out of their basement apartment in
Milwaukee to a different kind of apart-
ment in Burbank, Cal., and they're get-
ting involved in new things. Mork &
Mindy is going back to what it was.

FROST: What was the wrong change in
Mork & Mindy?

MARSHALL: You have to be in televi-
sion with a sense of humor or you
could go crazy altogether. We had a
show on Thursday night that had a
supporting cast, other than Mindy,
with two older people. We had a father
and a grandmother, very nice. And
they said it needed more young people
in the supporting cast. The network
research came up with all this.

So we put some young people into
the supporting cast, and then they im-
mediately moved the show to Sunday
night, which requires older people in
the supporting cast to compete with
Archie Bunker and all the demogra-
phics. So now they put it back on

Thursday night and we’re stuck with a
supporting cast from all over the place.
But we’re slowly working it out.

FROST: Have you made any changes,
after research, on Happy Days?

MARSHALL: We had an offstage char-
acter on Happy Days for seven years—
Janey Piccolo, Joanie's crazy girl-
friend. We're bringing this girlfriend
onto the show. Now we’re forced into
another change on Happy Days be-
cause Ronnie Howard has left the
show for NBC. We're replacing him
with [dismissed NBC chairwoman]
Jane Pfeiffer on our show. We thought
she- might like the job and she might
play Richie. | don’t know, it's in negoti-
ation, but—

FROST: You're not . ..

MARSHALL: No, at this time | can’t say
any more. One of the things that peo-
ple can delight in about Happy Days is
that the actors are growing each year.
They went through high school;
they're in college now. Fonzie is now
teaching auto mechanics in high
school. They're all growing, and i think
that has kept the show going.

And on Laverne we brought two new
characters in. On Mork & Mindy we've
just got to get back to a little of the
interesting zaniness that people like.

We got Mork a little too sophisticat-
ed the second year, so we're going
back to the naive character. He played
almost Chaplin; that’s what people
loved. Then along came the famous
T&A war. Everybody threw on a lot of
girls in skimpy costumes.

All three networks got crazy, and all
the creative people were caught in the
middle of this strange war. "What?
Silverman’s got cleavage? We'll have
bellybuttons!” So we end up with Ra-
quel Welch [as a guest star], a lovely
girl, but | don‘t know if she under-
stands English—and thank God that
passed after a few months. It was real-
ly terrible. Smutville all over the place.

FROST: Are the best shows necessar-
ily the hits?

MARSHALL: Well, not necessarily. |
think some shows are very good and,
because of a bad time slot, just don‘t
get looked at. continued
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| think there is a snobbery that goes
with television. A show that is a hit
right away has to be a bad show, and |
don’t believe that. | think a lot of the hit
shows deserve to be hit shows. There
are shows, too, that | wish would have
stayed on and become hits.

FROST: What's an example of a show
that deserved to last longer?

MARSHALL: | did The Odd Couple for
five years. It had won awards but never
did anything in the ratings. They left it
on anyway. We were on for five years;
we had a wonderful time. | think in this

so they are not heralded. Years from
now, there’ll be a whole thing, a La-
verne and Shirley—

FROST: —Hall of Fame?

MARSHALL: Yes. But when they were
going well they were called junk. It's
just too easy to put the shows down.

FROST: When the public votes some-
body President, everybody accepts the
decision. But logically, when those
same people vote a television show
number one, well . . . if their decision is
accepted in one area, it's illogical to

day and age it would have been can-
celed very early. And there are some
other shows. | think WKRP in Cincin-
nati started off very slowly and | ad-
mire CBS for moving it and sticking
with it, because | think that it is a good
show.

There are some that were just good
shows, but had limited appeal. | mean
there's this big fuss about Paper
Chase, which | thought was an excel-
lent show. But it was a limited-appeal
show in a business where you can't
have that limited an appeal. But there
should be a place for that kind of show.

So much time is spent rapping the
popular shows. And | don‘t think that's
particularly good for our society. |
think that shows that have that much
appeal should be encouraged to do
some meaningful episodes and get
across some good things to the public
rather than be condemned.

To me, the funniest show on televi-
sion has been laverne & Shirley.
They're the two funniest people and
pure funny. But pure funny is not the
most important thing in life right now,
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ee| think it's just up to
the situation comedy
to come up with some
innovative ways of
doing things, or else it
will disappear.®®

dismiss their decision in another area
as moronic.

MARSHALL: | think it is. | think they
should say, "All right, let's put some
good inthat.” And | must say just lately
the Government is getting it together
in that area. | know they've talked to
me about trying to explain certain
things to the public through my shows.

And the solar-energy people have
come out and said, "We can’t seem to
explain what solar energy is to the
public; would you have Mork do it,
please, because we can't get through.”
And we are going to try to do some
things for the public interest.

| think good shows fall into three
categories: There are some good
shows that will never get mass ap-
peal—there should be a place for
them. Then there are good shows that
will have a mass appeal if they let them
on a little bit. And there are very popu-
lar shows that could be good shows if
everybody got behind them and used
them for good instead of putting them
down.

FROST: Do you know where situation
comedy is going next?

MARSHALL: | think it's not going any-
place right now. Now there's situation
life, where they have That's Incredible!
and Real Peopie—catching bullets in
their mouth, etc.; those situations are
very popular now. There's a whole
bunch of them coming out, docucome-
dies or whatever you might call them,
and they’ll be popular for a while, and
then | think it's just up to the situation
comedy to come up with some innova-
tive ways of doing things, or else it will
take the path of variety shows and
disappear.

I think it won't do that. | feel situation
comedy will survive.

FROST: Does the thought of doing
something for cassettes or discs inter-
est you—perhaps something you
couldn’t do for mass television?

MARSHALL: Yes, it interests me a lot.
I've been very interested in the world
of the handicapped; it's a whole area
I've been working in. I've used handi-
capped actors in my shows. | like to
take a person in a wheelchair and teach
him how to act. So I've been doing that
in various ways on my shows. And |
wanted to do a show where there were
handicapped actors involved, not all
handicapped but at least half. | have
had some resistance to that because
they felt it had limited appeal. | would
like to do a show like that in an arena
where | wouldn’t have to get a number-
two rating. Shows like that are special
and can't compete in the big market-
place with Alf in the Family or Laverne
& Shirley, but they still have a place.

What's hurting us now is that the
performers are getting so big that
they're running the industry. | think
we’ll find a way to do sitcom on a lower
budget, where you don’t have to pay
stars ridiculous amounts of money
and then have them quit.

FROST: Can you work out where ideas
come from? Do they come as you sitat
this desk?

MARSHALL: No.

FROST: Or as you drive along the
road?

MARSHALL: | find many of the ideas
have to come from life. What we really




RCA's1981ColorTrak separates

black and white...

RCAs advanced Detail Processor makes it possible.

All color television pictures are made up
of two kinds of picture information.

Color,

And black and white

In order to create a color picture, every
television has to keep each of these signals
separate during processing. But if the
separation of black and white from color
Isn’t kept complete, the color picture you
see won't be quite as crisp and clear as
it could be. That's because one signal
would “spill over” into the other

To keep black and white separate from
color and bring you every subtle shade of
color...crisply, clearly...RCA has intro-
duced the advanced Detail Processor to
ColorTrak.

It separates color from black and white
within the closest of tolerances. Then,
with the help of RCAS eight automatic
color systems, locks the nght color on
track. Even colors only subtle shades
apart. For the very best color picture in

RCA history.

Ask your RCA Dealer for a personal
demonstration of ColorTrak 1981. He'll
show you the wide range of screen sizes
and stylings you have to choose from.

COLORTRAK

Ranging from traditional... all the way to
modern.

He'll also introduce you to the new
ColorTrak remote control. You'll quickly
discover why this 15 the most advanced
remote to ever control a ColorTrak.

And while youre [00king at ColorTrak,
why not listen to ColorTrak? Socme models
even include Dual Dimension Sound. With
sound closer to stereo than monaural

But whichever model you choose, we're
quite sure that you'll be just as proud of
your 1981 ColorTrak as we are.

RCA IS MAKING TELEVISION BETTER AND BETTER.

“Available on most 1981 ColorTrak models.

Simulated TV picture. 19" Diagonal sel shown is “The Raeburn
mode} FER 485 For Ihe complete Jine of ColorTrak models. write:
RCA Consumer Electronics. Dept. 32-312. 600 North Sherman Dr.
Indianapolis, IN 46201.




do is sit around and tell about personat
experiences that were painful or fun-
ny. Most of the time they're painful and
then we turn them into humor. I've
become good at examining my own
life for ideas, but I've become even
better at picking it off from other peo-
ple’s lives. t would say | get most of my
ideas from that.

FROST: What’s on your agenda of
things to be achieved? Or ambitions to
be tulfilled?

MARSHALL: | want to do another play;
I'm involved with movies; but | love
television so much that right now my
job is to get my shows back into better
shape.

| don’t want to do another television
show, but I’'m very vulnerable to talent.
Somebody will appear on one of my
shows who just knocks me out, and I'll
say |'ve got to do something for him or
her because they should be seen.

FROST: And are there people who you
feel have the potential to be stars but
have never found the right vehicle?

MARSHALL: There are very few peo-
ple in this world funnier than Don
Rickles or Shecky Greene or Tim Con-
way. They never got the box to really
put them across on television. Prob-
ably the best comedy mind right now
is Richard Pryor, who may never find
the form to get him on television, be-
cause he's so special.

FROST: Were you surprised by all the
headiines about what they laughingly
call Angelgate?

MARSHALL: Angel—?

FROST: The Charlie’s Angels account-
ing saga. Do you think accounting
is just a natural area of creativity in
Hollywood?

MARSHALL: | may be one of the more
unique types of producers in that |
work with the studio. | always felt that |
was basically a creative force and |
found it just too hard formeto gointo
an actor and tell him how to do the
scene and at the same time argue with
him about whether he has a nice dress-
ing room. So | butted out of the dress-
ing-room business and | just work in
the creative sense. | don’t have the
accounting-problems overview.

| do have an opinion on it because

I've been around the business. Most of
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these arguments occur over owner-
ship and profits. Take, say, an actor
who is making $50,000 a week. This
actor comes to you every day and
drives you crazy—he wants a better
lamp; he wants a better dressing
room; he wants a better part; he de-
mands that you fire all the writers,
Every day this human being gives you
a headache. Now the profits come in
and maybe you’re supposed to give
him another $50,000. There is a ten-
dency to say, “I'm mad at this man;

eeProbably the best
comedy mind right
now is Richard Pryor,
who may never find
the form to get him on
television, because
he's so special.*®

maybe | won't look at the books or
something.” | mean there is a psycho-
logical thing not to reach from your
heart and run to this man and say,
“Guess what—here's more profit for
you, sir.”” Now | am totally not involved
in that, and | am a believer in the law,
but there are some other factors going
on that might cause people to do
strange things. I'm not saying who's
right or wrong, but it's a vulnerable
situation for temptation and evil.

FROST: But no one’s ever done it to
you.

MARSHALL: Not in this situation.

Working with the studio, each year |
must send in an auditor to see if they're
cheating me, of course. That seems to
be traditional in the business and we
do that and sometimes we find money
that they forgot. But from my side,
that's what we do and that seems to be
acceptable. Why they do it, | don’t
know.

If you believe in what you're doing,
things will always come out. For exam-
ple, | wrote some little vignettes in a
popular television show, Love, Ameri-
can Style, in which | felt they had realty
undercut me. | had done the work
already, it was in, and they gave me
really a minimat sum. It was like $500
for all of them and | wrote like 150 of
them. And | was very hurt. But what
was | going to do? | wasn't going to
make a fuss and hate the man. | just let
it go. | said, well, OK, there’ll be an-
other day.

As life went, there was another day.
Years later, they were going to put
them on rerun syndication. And they
couldn’t put them on, according to the
Writers Guild, uniless they paid me for
those vignettes. Because they split
them up into half hours and every-
thing. And so they came to me and
said, "We're going into reruns now
and we’ve got to pick up your things.
So we're going to give you $1500 for
the vignettes.” And | said $25,000. And
they said, ""But you can’t do that.” 1
said, “Yeah, well, you hurt me once
way back—you hurt me and that’s it.”
And they couldn’t put them on the air,
so they paid. So that was even. So if
you just wait, it'll all even out.

My sister Penny did it. She was here
on Odd Couple and she worked for the
same salary for three years. They
wouldn’t give her a raise because they
figured she wouldn't quit on her broth-
er. And | said to her, “Well, you're not
in such a good position, you need a
job. Don't make a fuss now. They've
got us over a barrel.” And she worked
three years for the same salary. Years
later, here's Laverne & Shirley, num-
ber one. They came to her for a con-
tract and she just called me up and just
said one word. “Now?” And | said,
“Now.” And it probably cost them
maybe a million dollars over six years
for that.

FROST: One thing that | read in lots of
articles about you was the 129 aller-
gies that you always refer to.

MARSHALL: 1 had a childhood where t
was allergic to everything. They basi-
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So your videodeck won’t pay
for the sins of your videotape.

On the surface, videotape is the picture of inno-
cence. But if its microscopic oxide particles are not of
the highest quality, and if they're not bound strongly
to the tape surface, they can shed loose oxide into
the works of your videodeck. And oxide shedding has
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cally said, "Don’t eat. Best thing you
can do is drink water.” | was sick in bed
all the time. One doctor finally said,
"Well, you’'ll outgrow some of them,”
and | did. I'm allergic to maybe 20
things now.

Today if | get up in the morning and
I'm not throwing up, it's going to be a
hell of a day. If I'm walking around and
I'm notin pain, then, wow, what a good
day itis. So that's why | don't get crazy.
In a sense, the allergies were horrible.
But | think they set a pace for me that
has helped me later.

FROST: /t formed your rather relaxed
philosophy of life?

MARSHALL: Pretty much. As an 8-
year-old | heard a doctor say to my
parents—| had asthma and allergies—
“If you don’t move this boy to Arizona,
he's going to die.”” And as an 8-year-
old, this made quite an impression on
me. We couldn't afford toc move and
we never did. So | felt | was lucky it
didn’t happen like that doctor said.
But that was my background, so all
the business problems don’t seem that
important. The work is fun and | can't
get all upset and get ulcers about it.

FROST: / guess that's a pretty good
deal: 20 allergies, but no ulcers. Do
you lose two or three allergies a year?

MARSHALL: It's a strange thing with
me, I've outgrown them all except
maybe five or six really—mustard,
mayonnaise—that’s the way they can
get me. | expect some day, in the heat
of competition, Fred Silverman in frus-
tration will come find me and put mus-
tard in my food. That's howto get me. |
must add a comment, because | don't
want to come out negative, but part of
my success in a strange way is be-
cause | believe in teams. My teaming
up with Fred Silverman just by fate and
history was a wonderful team. We
worked very well together in the years
he was at ABC. | still admire him and |
think he really is one of the best televi-
sion executives no matter what any-
body says.

FROST: Did he actually make a contri-
bution to your hits?

MARSHALL: He made a contribution,
not in the creative way they keep say-
ing, but with his enthusiasm and faith

and by pushing me ahead and giving
me the chance. In that, he was marvel-
ous. | just loved working with him.

FROST: There seems to be a new
trend—where the network executives
actually get more publicity than the
stars.

MARSHALL: Well, we hold a writers’
caucus, and there’ve been a lot of com-
plaints recently about the network not
only becoming the buyer, but wanting
to be the creative force too. I'm very
unhappy with that. | don’t think the
networks should have that much to say
creatively. And they do. And | think it's
the same thing that happened in our
society with the youth problem. Every-
body wants the youth market so they
hire all of these young kids and they say
they’'ll know the youth market, and
they’re in charge of a [ot of things now.
We do satires of it, but it's true.

If you loock around my shop here, |
have young people, old people—who-
ever has talent. That's who works for
me. None of this nonsense of “"He’s 19,
so he knows.” He knows nothing when
he's 19.

| get a lot of veterans, top profession-
al guys who come to me and say, “|
want to work your show.” | say, “You
want to work on staff on Happy Days?”
"Yeah, whatever.” And | always just
say, "Well, why? You could do five of
your own pilots.” And they'll say, "l
can't go to the network. | don’t want to

go. I've been in the business 30 years,
35 years. | don't want to go and pitch
my wares to a guy who's been in the
business two years and telling me
what to do and how to fix it. | just don’t
want to do it any more. I'd rather come
and just work and forget it.”” And that
seems to be what’s hurting some of
television. The guys who really know
how to do shows don't want to go pitch
them to the network.

A discussion we had at the writers’
caucus was why the networks have
such a creative influence. The net-
works say they do because you guys
[the writers] are no good. That's the
way it is. That's the underneath of
what's going on.

On the other hand, | read about all
this sickness in the industry and | don’t
think television is sick at all. There was
a good article in The Boston Globe.
They’re now blaming television for
marital breakups. If you don’t know
what to blame something on, blame it
on television. | think that's a lot of
nonsense. | think it's cne of the best
influences. | once said the reason tele-
vision often goes to the lowest com-
mon denominator is because it's the
only thing that can reach the lowest
common denominator. You know
there's a large percentage of people
‘round the world who don‘t read, can't
write and have a vocabulary of three
words. But they all understand the
picture. Television is a powerful force,
and | wish everyone would stop put-
ting TV down so much. @]

ee The reason television
often goes to the
lowest common
denominator is
because it's the only
thing that can reach
the lowest common
denominator.®*®
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Nostalgia books have never
been niftier —and THE NOS-
TALGIA BOOK CLUB delivers
the best and most beautiful of
them right to your door. Mem-
bership brings: A BONUS (your
choice) 3BOOKS OR REC-
ORDS SPECIALLY PRICED AT
81 EACH: hours and hours of
cading and listening fun (with
Nostalgia LP's too): and high
quality publisher’s editions of
books on your favoritestars.
studios. TV. radio, Broadway:.
bop. pop. jazz. Americana.
comedy. cartoons. sports. big
bands, screen legends and
luminaries—all at 20% to
50% off the publisher's price.
Join now and save!

More books to choose from:

792. Superstars Dy Alexander
Walker. Pub. price $9,95

818. The Divine Garbo hv Fred
enck Sands & Svenidroman. Pub,
price $17.95

952 Pub. price $17.95

786. Pub. price $14.95 843 Pub. price 335.00

937 Pub. price $19.95

ed
ChooseS
for $120,.G8 e

upto $105

953. Puby. price 324,95

WOSTALGIA GOOK CLUB

P.O. Box 10654. Des Moines. lowa 50336

[ Please enrell me in the Nostalgia Book Chuib and send the
three itenis I've indicated below. Bill me 83 plus postage and
handling. | understand that as a member I'll receive 15 Clih
Bulietins a year. filled with news ol interest and current Club
offerings. MY ONLY OBLIGATION is to buy three books or rec-
ord albums over the next year. If I want the Main Selection. |
will do nothing. It will be sent automatically. If 1 want on¢ or
more Alternates—or ne book at all-1 will indicate that on the
reply form and return it by (he date specified. If | receive a Se-
lection without having 10 days to decide that I want it, | may
retum it at Club expense. A postage and handling charge is
added toeach shipment.

Indicate by number
the iterms you want:

Name

Jeepers creepers!

Books and re?ords

806. Pub. price $19.95

778. Pub. price $14.95

1
l

951. Pub. price $17.95

956. Pub. price $24 95

798. 50 From the 50s: Vintage
Films from America’'s Mid-Cen-
tury bv David Zinman,

Pub. price $25.00

917. The Last Hero: A Biography
of Gary Cooper by Larry Swindell
Pub. price $12.95

938. Of Mice and Magic: A His-
tory of American Animated Film
by Leanard Maltin.

Pub. price $19.95

832, The Forties Gals by James
Robert Parish and Don E. Sianke
Pub. price $25.00

871. The Golden Age of Jazz bv
William P, Gottlieh.

Pub. price $17.50

814. Radio Comedy by Artluu
Frank Wertheim. Pub. price $18.95
754. Universal Pictures by Michael
G. Filzgerald, Pub. price $35.00
816. The Making of the Great

Westerns by Williaim R. Mever.
Pub. price $20.00

889. The Great Cowboy Stars of
Movies and Television bv Lee O.
Miller. Pub, price $14.95

Prices somewhat higher in Canada
and abread.




A MARRIAGE OF WEATHER AND

Any TV weatherman worth
his pressure chart can tell you
whether or not it will rain to-
morrow, but who among
them knows when the Smelly
Sneaker Festival in Pennsyl-
vania is? And who cares? Wil-
lard Scott knows—and NBC
cares.

When the network added
Scott to the Today show cast
last March, in an effort to
boost sagging ratings, they
weren’'t banking on his tem-
perature-humidity index 1o
bowl! viewers over. They were
banking on what Scott cheer-
fully calls "my gimmick’—
plugging local charities. Even
before he was a folksy weath-
erman, Willard was dealing in
Cucumber Festivals and Cow-
Chip-Throwing Contests,
back in the late '60s when he
was half of a popular radio
slapstick team called The Joy
Boys, in Washington, D.C. He
stuck with the schtick after
stumbling into the weather-
man role on WRC in 1953, and
now that he’'s gone national,
it's stuck to him—with a ven-
geance.

CHARITY

Scott receives between 200
and 300 suggestions for items
every day. He uses about 30
of the most colorful or ridicu-
lous a week, but a secretary
answers every letter with a
friendly "Thanks, try again.”
About half the submissions
come with some sort of gift:
hundreds of cakes, pies and
canned goods of every vari-
ety {"I've got some thimble-

berry jam here,” Scott said. "1
don't even know what a
thimbleberry is”), a miniature
outhouse from the organizers
of a craft fair, frozen fish from
as far away as Washington
State and Guam.

Scott says he's never been
offered an outright bribe for a
plug, but that about one out of
every 100 letters comes from
a group with less-than-chari-

table intentions. "“You can
spot those a mile away,” he
said. “They always come on
fancy stationery from some
agency or something.”

Scott's skepticism also has
a long history. As the creator
of the original Ronald Mc-
Donald clown, back in 1963,
Scott says he sold McDon-
ald’s the rights to the charac-
ter with the understanding
that he'd be the one to play
him in national advertising.
"This is the part that hunt,”
Scott says; "the ad agency
didn’t even give me a call.”

They'd probably have a
hard time reaching him these
days—unless they wrote. Wil-
lard Scott may not have
changed 7oday's ratings (au-
dience levels remain about
the same) but he is a very
popular man among festival
patrons from far and near. Ac-
tually, a majority of the sub-
missions this past summer
appeared to have come from
the Northwest, according to
Scott. "It seemed like every
time we opened a letter, lava
dust would fall out,” he said.
"We must have gotten 10 mil-
lion pounds of it.”

CHECK IT OUT

The next time you run into the
supermarket for a measly jar
of mustard and get caught
behind six people who obvi-
ously never heard of the stig-
ma attached to hoarding,
don’t think of it as lost time.
Think of it as a chance to catch
up on all those TV commer-
cials you've missed by sleep-
ing, eating, workingand other
self-indulgent pastimes de-
signed to foil the ad industry.

Surprise! A company called
On-Line Media has hatched a
scheme for program-free
television that involves plac-

ing color-TV sets over check-
out counters to display three-,
five- and 10-second ad mes-
sages continuously; every six
minutes the same cassette
starts over.

The philosophy behind this
new advertising medium is
that the supermarket check-
out counter provides a great
environment to peddle prod-
ucts. "You've got people
bored and trapped in those
lines,” gushes Ransel Potter,
an enthusiastic 30-year-old
whiz kid weaned on Madison
Avenue, now senior V.P. at

Cn-Line Media. “We don’t
want customers to leave the
line and go back and get
something. Our research indi-
cates that they will go back
later in the week and buy it.”

Having tested its concept in
three stores in New Jersey
this summer, On-Line will
move into selected stores in
New York, Chicago and Los
Angeles starting Oct. 6. By the
end of 1981, Potter expects to
have his television sets
perched in more than 2000
stores around the country,
reaching an estimated 25 mil-

lion viewers a week. Eventu-
ally he hopes to reach 100
million viewers for what he
claims will be one-sixth the
cost of network advertising.
It's no wonder some of Madi-
son Avenue's top advertisers
have participated in the sum-
mer test—including True
cigarettes, which produced
the first American TV ciga-
rette ad in almost 10 years.

Perhaps the best aspect of
the whole venture is the vol-
ume level of the commercials.
They have no sound whatso-
ever.
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®eLCveryone is talking
about the new
technology. but | don’t
believe we've yet
discovered the potental
of the old technology. ®®

Lewss Freedman, director
Corporation for Public
Broadcasting Program Fund,
nterviewed by Broadcasting
magazine

| SUDDEN DEATH

This year's men’s singles fi-
nal between Bjorn Borg and
John McEnroe was described
as a "heart-stopper” by the
world’s sportscasters at
Wimbledon.

But in Sweden that cliché
proved eerily accurate—50 of
Borg's compatriots died of
heart failure”in hospitals
while rooting for their tennis
champ during the epic four-
hour, five-set duel on the Cen-
tre Court. This figure comes
from heart specialist Dr. Jan
Soloski of the General Hospi-
tal in Malmo. He and his col-
leagues have been studying
heart mortality linked to
sports events that make the
pulse race. Their conclusion

is that the TV set at the end of
the hospital bed can spell
“game, set and match” to the
Grim Reaper, Says Dr. So-
loski: “Excitable heart pa-
tients should be kept well
away from TV sets when
events like the Wimbledon fi-
nal are shown. The risk of a
fatal heart attack is much too
great.”

His like-minded colleague
Dr. Alf Torp often forbids pa-
tients to watch TV: “l can't
take the sort of responsibility
that watching Borg and
McEnroe play can mean for a
bad heart.”

A British cardiologist, Dr.
Morris Butler, commented
that he wasn't at all surprised
at the Swedish doctors’ find-

ings. “In Britain we wouldn't
have TV sets for heart pa-
tients in intensive-care units
because it's quite feasible
that extreme emotional stress
could precipitate a heart at-
tack.”

Since Bjorn Borg seems in-
vincible at the game, the
Swedish doctors will have to
plan to switch off plenty of
hospital TV sets next sum-
mer—for just as long as the
cool Swede fancies using his
racquets at Wimbledon.

—Richard Gilbert

STOP THOSE
PIRATES

Psst—wanna buy Fawlty
Towers, "Death of a Prin-
cess,” James Bond films? Get
thee to London—fast. As the
videocassette market starts to
take off in Britain and the BBC
stands poised to enter the
home-video market with its
huge range of programs, the
growth of video piracy has
forced the major TV and film
companies to set up jointly an
antipiracy body. Known as
the Video Copyright Protec-
tion Society, its mission will
be to fight the illicit copying
and sale of TV programs.
The video pirates’' top mar-
kets are the Persian Gulf
States, Southwest Asia, Nige-
ria and South Africa. The BBC
has unearthed one group of
Arab entrepreneurs who
were taping the complete out-
put of BBC-1 and flying the
cassettes by private jet to the
Middle East; other pirates

were offering a catalogue of
200 titles at $100 each, includ-
ing alf the major BBC and ITV
series of the last few years. A
BBC executive on a sales trip
abroad was actually invited to
buy a tape of one of the pro-
grams he was there to sell.
The international video
black market, as might be ex-
pected, flourishes in coun-
tries like South Africa, where
TV owners enjoy high in-
comes but only mediocre pro-

gramming. The British pro-
gram guides, TV Times and
Radio Times, are speeded
there, coded telexes sent back
to London and requested pro-
grams taped off the air for
South African customers.
Not that merry olde Eng-
land itself is free of mischief:
pirated copies of popular
shows like Monty Python and
Tinker, Taflor, Soldier, Spy
can easily be bought in cen-
tral London. One BBC investi-

gator not only was offered
“The Empire Strikes Back' a
week after it opened in Lon-
don but also Stanley Ku-
brick's new film "The Shin-
ing”"—not due to be released
there untilOctober. And aBBC
news program uncovered a
video-copying factory in a
London suburb that could
copy pirated tapes 50 at a
time.

The haziness of Britain's
copyright laws, which have
not yet caught up with the
video revolution, is a boon to
the pirates. And there'll be
more legal complications in
the near future when British
TV programs can be received
on the North European coast
and redistributed live by ca-
ble. It's no surprise, then, that
in October there will be two
conferences in London on the
video copyright jungle—one
with the prophetic title” Video
Rights ‘80—New Frontiers,
No Frontiers? "

1

PANORAMA 27



IC

ALL THAT JAZZ

Oscar Brown Jr. wanders
down a deserted inner-city
avenue called Jumpstreet. He
stops, in turn, at a church and
a satoon, walks up a flight of
tenement steps. What he
findsinthese places is music:
black music in a kaleidoscope
of incarnations from jazz to
blues, to gospel, soul and
even distant African folk
forms. It's From Jumpstreet:
A Story of Black Music, a new
PBS program—and the cause
of a small but fanatic flurry of
protest letters to several con-
servative senators in Wash-
ington.

Since the 13-part series is
not scheduled for TV until Oc-
tober at the earliest, the let-
ters were not from viewers
disappointed with From
Jumpstreet's content. No,
what seems to have some
folks in an uproar is the fact
that WETA-TV in Washington,
D.C., received a $1.6 million
grant from HEW's Depart-
ment of Education to help

a pilot test of the program
with over 1300 teen-agers. So
strong was the students’ re-

sponse that From Jumpstreet

will likely play in high schools
throughout the country after
its initial television run; the
University of Michigan is pre-
paring a secondary-school
curriculum guide based on
the series.

Says host Brown about the
funding controversy, ~Of
course, there are some peo-
ple in America who don’t
want black people to have
anything. Some of them wear
hoods and some of them
don't, but it's the same gener-
al mentality that really is hard
to explain.

“You know,” he goes on,
“this is basically an educa-
tional program.... It's not
Saturday Night Live or The
Carol Burnett Show or some-
thing. There are going to be
some fine performances, but
what also is going to come
out is historically what music
is all about.”

Oscar Brown Jr.

Each episode will contain
film montages of famous art-
ists in performance, plus live,
in-studio music and inter-
views with black entertainers.
One episode contrasts the
“city” blues of Willie Dixon
with  “country bluesicians”
Sonny Terry and Brownie
McGhee. Another segment
covers vocal improvisations
with Carmen McRae and Al
Jarreau. Also lined up, ac-
cording to Brown, are Stevie
Wonder ("He doesn’t want to
do much TV. He says he
doesn't like the way he looks

on TV. | don't know how he
knows. But at any rate, he was
quite good”), Dizzy Gillespie,
Pearl Bailey ("She had some
very nice, kind of grandmoth-
erly hip advice to give the
kids''), Bo Diddley, Quincy
Jones and many others.
“From Jumpstreet” does
not, of course, actually refer
to a thoroughfare. It's a slang
term common today among
young blacks, meaning "‘from
the beginning.” Hence, From
Jumpstreet attempts to ex-
plore, or at least highlight, the
evolution of black music from
its source in Africa through
migration to North America
and up to its flowering here in
the 20th century. It's a long
way for one program to trav-
el, but Brown hopes there will
be others to follow in its
ground-breaking path.

“This is the first program,”
he explains. “This is not go-
ing to be the be-all and end-all
of it. It's taken 80 years to get
this, but it shouldn’t take 80
years to get some more.”

—~Robert Henschen

BOY MEETS BOY

It was the perfect media event.
Everyone but WKRP Cincin-
nati was there to cover the
first—and only—showing of
“The Gay Dating Game.” In
fact, there were so many re-
porters in the tiny public-ac-
cess TV studio in San Francis-
co that there was hardly room
for the crew. “It's like shooting
a movie in your bathroom,”
commented one observer.
“The Gay Dating Game,”
hailed as "boy meets boy in
good taste,” started eight
minutes late. The date, 23-
year-old bank clerk Xavier Vil-
laneuva, was led on-stage,
blindfolded like a hostage.
The three contestants, look-
ing like nervous English grad-
uate students, sat on the op-
posite side of a makeshift
curtain. Using two ancient,
mismatched, black-and-white
TV cameras and a backdrop
painted with red hearts, pro-

ducers Marty Chavkin and
Mark Seidenberg seemed
more to be playing at TV than
offering homage to Chuck
Barris.

Nevertheless, the format, if
not the setting, was familiar.
There were outrageous ques-
tions: “If | were a potato,
would you fry me, bake me or
mash me?’ “When it's love,
whom do you call?” “If | were
an explosive, how would you
set me off?”

And outrageous answers:
“I'd butter you up and bake
you,” said contestant number
one. "I'd call my mom,"” re-
plied number two. It
wouldn't take too much,” said
number three.

In the end, Xavier chose
Greg for his date and collect-
ed the prize: a box of roses,
dinner and a handful of tickets
to a local theater. “Is that all
there is?" he asked.

“What we wanted to do

was take advantage commer-
cially of the gay community
while offering it a service,”
said co-producer Chavkin.
“Qur hope was that we'd pro-
duce the first show and then
get some advertising mon-
ey.” He admitted that his en-
tire production budget ran
less than $100.

Viacom Cablevision of San
Francisco seemed somewhat
chagrined by the actions of its
public-access stepchild. “"We
didn't even know about the
*GDG' until the morning be-
fore it aired,” said director of
programming Barrett Giorgis.

The show was only avail-
able to Viacom’'s 53,000 San
Francisco subscribers, but the
complaints came mainly from
out-of-towners who had
heard about it. People chided
the producers and the station
for everything from “poor
taste’” to acting “against natu-
ral law.” Locally, most calls

came from people who want-
ed to be future contestants,
although one did complain
that he thought the guys on
the current show were not at-
tractive enough.

The name itself attracted
the most attention. “Ah, ah,
ah—San Francisco,”” said
Chuck Barris Productions vice
president Bud Granoff. Then
he threatened to sue. The Bar-
ris-originated Dating Game,
begun 15 years ago, is still in
reruns.

Chavkin and Seidenberg
got the message and the show
came off the air—but Chavkin
and Seidenberg might not be.
"We made some interesting
connections through the
game,” said Chavkin. "“"Speak
Up America was interested in
us and there's a good possibil-
ity of going on the Tomorrow
show.”

Ah, ah, ah—show business.

—Randi Slaughter
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MILLIONS ON EARTH ARE EXPECTED TO WATCH
# - CARL SAGAN’S “COSMOS? -
BUT YOU NEVER KNOW WHO ELSE MIGHT BE WATCHING.

Carl Sagan, the distinguished astronomer Since television signals travel through space,
and Pulitzer Prize-winning author, invites you to Sagan has been asked to speculate on what
join him for “Cosmos,’ a 13-part series starting beings of other worlds might think of his series.
September 28th on public television. “I would hope,’he said,“that they would see

“Cosmos” is described as the most ambitious this as an attempt by humans to understand
project ever undertaken for PBS. It takes you on something of their origins and their destinies”
a journey through space and time to explore the So watch for “Cosmos”on PBS. Somewhere
great cosmic questions. out there,“they” may be watching, too.

One moment, you find yourself in a spaceship
billions of light-years from Earth among the ARCO
galaxies. The next, walking the marble floors of a Ataniic Richfeid Company
library in ancient Egy pt. And the next, exploring €0sw0s is produced by Carl Sagan Productions and KCET. Los Angeles.

oyt . . Made possible by grants from the Corperation for Public Broadcasting,
the pOSSlbllltleS of extraterrestrial life. the Arthur Vining Davis Foundations and Atlantic Richfield Company.




LUST TANGO
IN COLUMBUS

Thanks to those two new-
fangled inventions, cable TV
and videocassettes, a theater
manager was recently acquit-
ted of a crime that probably
predates a// technology: mak-
ing a buck out of pornog-
raphy.

Last winter, police raided
the Adult Theater in down-
town Columbus, home of the
Ohio State Buckeyes and
Warner Amex’s unique two-

way interactive televisionserv-
ice called Qube. Dominic
Suriano, the theater man-
ager, was arrested and
charged with "pandering to
obscenity” by showing the
pornographic movies “Cap-
tain Lust” and “Taxi Girls.”
Enter Laurence Sturtz, a
sharp lawyer whose areas of
expertise include First
Amendment cases. Sturtz's
defense of Suriano was sim-

ple: the films did not, in fact,
violate community standards
of obscenity. His reasoning?
According to Sturtz, "Captain
Lust” had already appeared
on Warner's adult movie
channel, which uses a pay-
per-view system. Additional-
ly, the movie is sold on video-
cassettes in several Colum-
bus stores.

"l wanted to expose the hy-
pocrisy of the situation,” ex-
plains Sturtz. “If you were
wealthy enough to afford to
live in the ritzy area of town,
which Warner wired, you
could watch ‘Captain Lust’ on
cable TV. If you could afford
to spend $1000 for a video-
cassette recorder and $100
for a videocassette of ‘Cap-
tain Lust,’ you could watch it.
But if you're not wealthy,

you're not allowed to spend
$3 towatch it in a downtown
theater.”

Sturtz subpoenaed viewer-
ship data from Qube about
the gross numbers of house-
holds that ordered the soft-
core version of ‘'Captain
Lust,” the first time such in-
formation has been used for
this purpose. (Qube released
only the number of viewing
households, nat the names.}
According to Sturtz, out of
30,000 Qube subscribers,
10,500 households paid to
watch “Captain Lust.”

On June 24, 1980, a jury of
men and women found Domi-
nic Suriano innocent of pan-
dering to obscenity. It all took
place in Columbus, Ohio. You
know the town. X marks the
spot.

AYATOLLAH WHO?

It seems that hardly a day
passes without some new
poll or academic study dem-
onstrating just how much
television news viewers
aren’t comprehending. Taken
to heart, the research would
be enough to drive even the
most jaundiced anchor or re-
porter out of the newsroom.

Well, hold onto your news
copy, Walter, John and Frank.
A new study from the Com-
munication Research Center
at Cleveland State University
contends that previous re-
search may "‘underestimate
seriously what the news audi-
ence takes in. ... It's not that
the American public has got-
ten any smarter. It's just that
researchers may not have
been asking the right ques-
tions.

Instead of relying on the
conventional telephone fol-
low-up, which asks point-
blank what was shown (a
technique that in 1970 found
more than half the viewers in
an up-scale San Francisco
area “‘could not freely recall a
single news item they had
seen earlier in the evening”),
the Cleveland State research-

ers used simple hints such as
“the Pope,” "DC-10 prob-
lems” or “lran” to jog the
memory.

Through in-person inter-
views with 425 viewers Iin
nine major cities and their
suburbs over three nights in
June of last year, the acade-
micians determined that the
average viewer actually ab-
sorbed the central point of a
little more than half of the 15
to 20 items on a routine net-
work newscast.

The researchers acknowl-
edge that the level of compre-
hension “may be disappoint-
ing to journalists,” but claim
“it is a highly creditable per-
formance, given the diversity
of audience interests, of sto-
ries covered and of viewer
distractions. . .. About 65
percent of those interviewed,
in fact, said they were doing
something else while watch-
ing, be it drinking coffee or
talking on the telephone.

However ‘creditable” the
level of comprehension may
be, the researchers on the
project are aiming still higher.
Their report, “Toward More
Responsible News Re-

search,”” encourages net-
works and TV stations to con-
centrate not just on cosmetic
improvements and ratings
head counts, but also on
""what is going on inside
those heads as a result of the
newscast.”

Several pieces of advice are
offered, among them one
caling for “clearer bound-
aries’”” between similar stories
to avoid “melt-down’'—when
viewers confuse elements of
ane story with those of an-
other. Reporters and anchors
also are cautioned to make
sure the pictures they use ac-
curately reflect the story be-
ing told; to repeat the central
points or themes of the story;
to emphasize and elaborate
the “why'’ aspect of the story;
and, more generally, to try to
convey why the journalist
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thinks the viewers should
know about the story.

In the meantime, the Com-
munication Research Center
is continuing to develop its
techniques to measure how
well specific items in a news-
cast are understood and why.
Indeed, John P. Robinson,
former director of the Center
(now at the University of
Maryland)—who has done
similar news research in Brit-
ain and who, in the 1960s,
studied comprehension of
rock-music lyric messages—
claims that “there’s no reason
why almost any kind of enter-
tainment product’” can’t get
the same treatment. There
may even come a time when
the Center will start question-
ing how well viewers really
understand Laverne & Shirley
or Dallas. —Frank Jacobs




SONY BETA CASSETTES.
PICTURE-PERFECT PICTURES.

The Mona Lisa. by Sony Beta
cassettes. Note how this master
tape captures all the delicate shad.
ings and subtle color

The factis, the sharper your
eyes, the more you'll appreciate the
Picture-Pertect Pictures on Sony
Beta cassettes. So perfect we call
them “original copies

Sony knows more about Beta
video tape than anyone. After all, we
invented the Beta machine and the
cassetles that go with it

The way we make Sony Beta

cassettes 1s unigue. No one else
polishes their tape 1o a perfect
mirror-finish the way Sony does
No one uses the Sony formula for
the pertect binding that holds the
magnetic particles.

Sony has special touches from
start to finish that no other tape
manufacturer uses. (Remember, it
was Sony who pioneered the home
video recorder system!)

When you're not home, but
want to record thatgame oftheyear,
that State Of The Union address

1980 Soy Industrgt A Dryrion

that once-in-a-lifetime event —you
need a tape that will record every-
thing perfectly.

And when you look at it later
it will be even more exciting, with
Picture-Perfect Pictures on Sony
Beta cassettes — of course

SONY
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BETTER ACCESS

John Haynes, a dapper 33-
year-old Canadian, dresses
the role of your classic prep-
pie: blue blazer, gray slacks,
striped tie. He looks like he
might be a rising young ad-
ventising executive, but he ac-
tually heads programming
for Atlanta’s fledgling cable-
TV operation, Cable Atlanta.
And he thinks of himself as a
revolutionary. His cause?
Public-access television—
television of, by and for the
people. “We are at the begin-
ning of a new communica-
tions era,” Haynes tells audi-
ences. ‘“We are going to
convert television from the
genre of the entertainment
box it has become to the com-
munications tool it was
meant to be.”

These brave words have
been heard before, nearly as
long as there has been talk of
“the cable revolution.” But in
Haynes' case there's a differ-
ence. He has a tested program
to back them up, something he
calls ''do-it-yourself televi-
sion,” an approach designed
to get folks out of their easy
chairs and behind the cameras
producing their own shows.

Public access, originally
mandated by the FCC, has
generally languished through-
out the United States, a victim
of “"benign neglect.” Most op-
erators view it as a burden
and are loath to provide much
money or attention. In Can-
ada, where Cable Atlanta’s
parent company is based, it's
another story. There, opera-
tors are required to redirect
from three to five percent of
annual revenues back into
public access. The service is
correspondingly slick and
professional even though
performed by amateurs.

John Haynes intends to ap-
ply in Atlanta what he has
already learned in cities like
Toronto, Winnipeg and Cal-
gary. And the rest of the in-
dustry will be keeping an eye
on him. In their intense com-

petition for major franchises,
operators have begun to pro-
mote public access as a high-
visibility item, something city
councils look at to distinguish
one company’s bid from an-
other. If Haynes is able to
work his “revolution” in At-
lanta, its impact will likely be
felt elsewhere,

The key to the Cable Atlanta
approach is training the pub-
tic. “"You don't have to be an
electronics expert to know the
message you want to get out,”
says Haynes. “We intend to
demystify the medium, to get
the public used to the notion
that every individual potential-
ly has some information to put
on television.”

To do that the company has
reserved two of its 54 chan-
nels for public access and
plans to equip five neighbor-
hood production centers {one
is already operational) at a
cost of $340,000. Merely mak-
ing spectrum space available
and leasing storefront stu-
dios, however, doesn’t guar-
antee they will be used. So in
addition to the hardware, Ca-
ble Atlanta provides exten-
sive ‘'software’: free, four-
week training seminars, dur-
ing which private citizens are
transformed into public-ac-
cess videomakers.

“The workshops take away
the razzle-dazzle and get
down to the nitty-gritty,”
Haynes cryptically explains.
In eight hours of instruction,
students learn the rudiments
of camera operation, control-
room functions and studio
technique (for those interest-
ed in on-camera studio pro-
ductions) or location shoot-
ing and editing (for field
reports)—all that is needed to
assemble an air-worthy prod-
uct. | had to be convinced.

Since the workshops

weren't yet in full swing (Ca-
ble Atlanta had taken over an
existing franchise this past
spring and was still in the pro-
cess of wiring the city),
Haynes agreed to give me a
personal preview. What was |
interested in? When his 15-
person Public Access depart-
ment is geared up, it will offer
four different kinds of train-
ing: studio operation, remote
shooting and postproduction,
on-camera performance (for
talk shows), and public-ac-
cess radio. | told him | wanted
to make a documentary.
Nothing simpler.

First step was the camera.
Haynes' First Command-
ment: Don't let the camera
run you; you run the camera.
"The operation has been so
simplified that you don‘t have
to be intimidated,” he says.
We go over the parts—view-
finder, lens, trigger. Then the
operation of the portable vid-
eo recorder, Then the camera
controls—focus, aperture
zoom. Haynes' Second Com-
mandment: Zoom in; focus;
zoom out and compose.

Within an hour, with some
trepidation, | was ready to
take to the streets, with cam-
era mounted on one shoulder
{¥Ye-inch Hitachi Gp 5A), porta-
pack slung over the other and
Haynes’ Third Command-
ment ringing in my ears:
Think out your shot before
you pull the trigger.

Off | went, to shoot an off-
the-cuff video (complete with
sound) of "a day in the life of a
city park.” Not an Emmy can-
didate, but it had its moments.

Then back to the editing
console.

The excitement of seeing
video footage you have just
shot for the first time is al-
most impossible to describe—
it's like catching lightning in a
bottle. The act of editing—
assembling the raw material
into a formal narrative—
turned out to be nearly as
easy as taking the pictures.
Haynes walked me through

the essentials of the Sony RM
430 editing keyboard and,
after several hours of diligent
plodding, | was shuffling
shots from the original tape to
a master. | wouldn't have
wanted to be on deadline for
the 6 P.M. news but | was
slowly assembling a watch-
able tape.

"Not too bad,” was Haynes'
verdict when he came by to
inspect my work. “Your shots
are a little too rushed and you
have to practice keeping the
camera steadier. But not too
bad at all.”” My verdict on the
workshops: it doesn't take
four weeks to learn how to
make air-worthy video—the
technical details actually can
be acquired in one day.

My “postproduction enthu-
siasm’’ was not a surprise to
Haynes. He is, in fact, counting
on just such a reaction to make
the workshops an effective
promotional tool for the cable
system itself, so far, almost
300 people have completed or
signed up for the training
course, even before the city
has been completely wired.

“We're going to spend
$370,000 annually to operate
public access here,’’ says
Haynes. "That kind of sizable
investment could either be a
write-off for the company or
go to providing the city with
the most effective public-rela-
tions tool imaginable. We're
determined to turn television
into that kind of powerful lo-
cal tool to get people to know
more about each other.”

—Neil Shister

@@ Broadcasters are
preparing for change like
the French generals with
the Maginot line. ®®

—Edward Bleier, executive vice
president. Warner Bros, TV, ata
conference of the Broadcast Finan-
cial Management Association,
New York
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Elegantfurniture.  GiantTV,too. |

i

Docrs closed, it's beautiful furniture that takes little more  Compact, computerized remeote control tuning.

floor space than a console TV. And stereo capability with 4 speakers and 2 separate
Doors open, it's a bright, giant screen 45" diagonal color  audic amplifiers, for use with existing sterec audio equip-

TV that fills the room with action and excitement. ment. Manufacturers suggested retail price under four
All-new, this Quasaf TV includes major advances in elec- thousand dollars.

tronic technology. 105 channels, 23 ready for cable TV. That's fantastic! That's Quasar!

Liuasar

AFTER ANOTHER...AFTER ANOTHER..AFTER ANOTHER..AFTER ANOTHER..AFTER ANOTHER...

' 4

Component style, com- Microwave/Convection Programmable Video Your own personat, take- Information Processor
ponent features, inte- Combination Oven that Cassette Recorder tapes it-anywhere 5-inch diag- with memory capsules
grated into one high- bakes and browns. With 6 hours of your favorite onal TV with AM/FM that transtates words and
performance stereo 3 separate functions, it's TV shows while you're radio. Runs on AC, DC or phrases, gives instant
system. like 3 ovens in one. gone for a week. ordinary D-cell batteries. facts on many subjects.

Quasar Company, Franklin Park, llinois 60131,

TV Pictures Simulated.
Duwision of Matsushina Electne Corporation of Amenca
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BEHIND TV'S ANGELGATE MESS:

How Shady Deals
Work—and

Why lHollywood
Loves Them

An insider’s report on the wheeling and dealing
that make Hollywood ripe for scandal

By ARTHUR WELLESLEY

summer's evening in front of

\ Chasen’'s on Beverly Boule-
A vard, at the intersection where
West Hollywood runs into Beverly
Hills. After a dinner of hobo steak and
chili, | am waiting for the Mexican valet
to bring up my Toyota. Next to me
stands Johnny, a man who has written
enough television scripts to girdle the
globe. As we wait for our cars, a mid-
dle-aged man pulls up in a gleaming
blue Rolls-Royce, stunningly accessor-
ized with a gleaming blonde girl. He
steps out jauntily, escorts her from the
car, smiles at my friend, and saunters
into Chasen’s to the wild applause of
the captain.

“Wow,” | say. “Would | love to have
a car like that.”

“Become a producer, like him,” says
Johnny. “You have a hit show, you're
taking home $10,000 for a producer's
fee every week.”

“That's not enough to have a Rolls
convertible. A show's only for 24
weeks, tops, a year.”

Johnny looks at me pityingly. “Boy-
chick,” he says, "they get another
$10,000 a week, t00.”

"Where do they get that?”’ | ask.

“They steal it,” he says. "They steal
it from me and about 5000 other peo-
ple in this town.”

And thereby hangs a tale of discov-
eries, surprises that are not really sur-
prises, surprises that are surprises,
and what life is really like in the world

when commerce and art come togeth-
er in Hollywood.

Since this is a true story, and since |
live here and since | want to sell scripts
here, let’s not bother with real names.
Call me Arthur,

The Discovery

About a year ago, Jennifer Martin, a
young lawyer at the ABC network of-
fices in Century City, made a discov-
ery. Her employer had apparently
been paying money to two major pro-
ducers of television shows in what she
thought was a rather unorthodox way.

The two producers were Aaron
Spelling and Leonard Goldberg.
Among their many successes was a
titan called Charlie's Angels. It showed
beautiful girls in skintight outfits.
Everyone loved it. Spelling-Goldberg
also produced a show about two siov-
enly policemen. Starsky & Hutch was a
hit, too, but not quite as big a hit.

Ms. Martin noticed that for each epi-
sode of Charlie’s Angels, Speiling-
Goldberg was being paid $30,000 on
top of the license tee and the union-
protection payment {money which the
networks pay producers ostensibly to
cover possible escalations in labor
contract costs). Her superiors at the
network had labeled this an "exclusiv-
ity fee,” which would bind Spelling-
Goldberg to work only for ABC.

The lawyer was still suspicious.
continued
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After all, as far as she could tell, Spell-
ing-Goldberg had been exclusive to
ABC before the payments started. Ms.
Martin burrowed through documents,
interviewed people, and got an idea.
As she saw it, the $30,000 was in fact
an additional payment for Charlie’s
Angels and not an exclusivity fee at all.

Ms. Martin claims that, in the course
of her investigation, her boss told her
that a mysterious $30,000 per week
that had been added to the basic pay-
ments for the Starsky & Hutch account
over the tast few years had really been
for Charlie’s Angels. It was paid into
the Starsky account so that Spelling
and Goldberg could keep it all. You
see, as the result of many complex
earlier deals, Spelling-Goldberg
shared ownership of Charlie’s Angels
with two actors, Natalie Wood and
Robert Wagner, and two successful
writers, tvan Goff and Ben Roberts. If
the $30,000 were entered as payment
and profit on Charlie’s Angels, Spell-
ing-Goldberg wouid have to share it. If
it came in as payment for Starsky, they
could keep it for themselves. Once
Starsky left the air, the $30,000 had to
have another designation to keep it out
of the Charlie's Angels account. Hence
the exclusivity payment. At least, that
is what Ms. Martin claims was told to
her.

Apparently, Ms. Martin irritated her
superiors in some way, perhaps be-
cause of her investigation, perhaps for
other reasons. At any rate, she was
fired in October of 1979 from her job at
the network.

She did not lose interest in the case
for a moment. Ms. Martin took her
theories and certain written material to
the district attorney for the county of
Los Angeles, who had already re-
ceived some information on the affair
from another ABC lawyer to whom Ms.
Martin had earlier expressed concern,
and who was launching an investiga-
tion. Since then, the Securities and
Exchange Commission has let some of
its young lawyers have a free trip to
California to begin a probe of ABC's
behavior.

Now Hollywood is talking. About
what is now being called “Angelgate.”
About Aaron Spelling and Len Gold-
berg, two extremely well-liked guys in
this town. About the ABC network and
Fred Silverman. About talent, creativ-
ity, profits and the sharing of profits.
About how clean got dirty. And about
why all the fuss anyway.
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How Clean Got Dirty

First, a little background. When you
see one of those fun TV shows on your
set, it usually has come from a produc-
tion company in Los Angeles. The net-
works produce almost nothing for
themselves except news and sports.
The rest is bought from suppliers.

When television first started, back
when it was the “cleanest business in
the world,” the networks produced
many of their own shows. But they
found it expensive to maintain big stu-
dios, so within a few years they began
to farm out production to private com-
panies. The production companies
sold their labors to the networks on
much the same basis that you would
buy a custom-made house—cost-plus.
That is, the production company
would total all of its costs for making
the show and then would add a five-
percent or a 10-percent or a 20-percent
profit, which the network would pay.
That was the “front end’—or origi-
nal—cost of putting the show on the
air. The network owned the “back
end"”—the right to sell the show to be
syndicated in daytime or to be sold to
Australian or Japanese television or to
be made into comic books or paper-
backs. But in the early 1970s the Feder-
al Communications Commission ruled
that the networks could no longer own
"back-end” rights. From then on, the
producers held onto them, and the
days of “cost-plus” ended.

These days, there are a few large
production companies—Universal, Lor-
imar, Spelling-Goldberg, Spelling and
Goldberg separately, Paramount,
MTM, Columbia, and Warner's if it is
having a good year. There are a multi-
tude of small companies. All of these
companies are constantly trying to get
the networks to buy shows from them.

The networks usually order a great
many scripts written by writers work-
ing for the various production compa-
nies. From those scripts, they select a
far smaller number, say five percent,
and order pilots to be made.

The networks pay what is called a
“license fee'" for a pilot. Usually (al-
though not always) this license fee is
less than the actual cost of making the
pilot. For example, if it costs $400,000
to make a pilot of a situation comedy,
the license fee from the network might
be $350,000. The producer makes up

the difference from his own pocket or
from the pockets of his investors. He
hopes that, in the long run, all the
rights and permissions and profits that
may come his way will more than
compensate him for going out-of-
pocket on the license fee.

If the network likes the show, it can
order a whole season of the series. If
the series is a hit, the networks could
run the show for years. Gunsmoke ran
for 20 years. For each episode of each
show, the networks will pay the pro-
ducer that same old license fee.

Amazingly enough, the old license
fee for each and every episode is still
rarely as much as the real cost of
making the show. In other words, for
most producers (again, not all produc-
ers), there is a deficit on every single
show, even of a long-running series.

Why do the producers allow such a
thing to happen? Are they crazy?

Not at all. They hope to make up all
of those deficits—and usually do if the
show is a long-running success—by
the sale of all those rights and permis-
sions we talked about above. Properly
handled, the “back-end” rights and
permissions for syndication, foreign
sales and literary rights can add up to
millions of dollars of profit for the
producers. A long-running sitcom can
be worth $20 million to $30 million
easily, sometimes more, for domestic
syndication alone. The foreign rights
to a successful show can be worth
eight digits to the left of the decimal
point.

But very few shows get to the point
where they can be syndicated. Of 10
shows that get on the air as series (out
of tens of thousands of ideas), seven
will be immediate failures. Two will
run for the whole year. One will be a
lingering success.

That means the producers have no
“back end” on nine out of 10 shows
that get made. They literally have to
eat their losses on the license-fee defi-
cit. The huge megabucks lure the pro-
ducers onward, ever onward, but the
pie stays in the sky for most shows and
for most producers.

“Just imagine that you're
says the Hip Young Network Execu-
tive. He looks out at the overcast Stu-
dio City sky. “You're sitting there in
Burbank with a list of deficits and
losses for the fast 10 years. You're
wondering why you still have a Ca-
maro when all your pals have Rolis




The Hip Young Network Executive:
eeEverybody’s playing that everything is
inexpensive, honest, and real. Instead it’'s expensive,
highly questionable, and phony.®®

convertibles. Two scruffy-looking writ-
ers come to you with an idea for a
series. It's a cute idea. You figure it
could hit. It's all BS and random
chance anyway. This idea could be the
next Alf in the Family as well as any-
thing else. You buy the show idea and
you promise the writers part of the
profits.”

The Hip Young Network Executive
smiles confidently. “Next thing you
know, you're sitting on top of the
Mount St. Helens of television com-
edy. It's in the top 10 of the Nielsens
every week. But you look at your li-

cense fees and you see that you're still
in deficit. You get your fee for being
executive producer, but, basically,
you're in the red on the deal. And there
are no profits at all to share with the
writers, even if you wanted to share
them—which you don't.”

The Hip Young Network Executive
toys with a silver Gucci bailpoint pen
on his desk. "So, if you're smart, you
go to the head of the network and you
say, ‘Look, | can't do this show any
more. I'm losing money on every god-
damn episode. | know it's gonna be big
in syndication, but I'll be broke before

there are enough shows for it to be
syndicated.’

“And if the head of the network is
really smart, he argues with you for a
little while, and then he says, ‘Look, I'll
make sure you don't lose money on
this thing. | can’t break the deal | have
for license fees, or else I'd have to pay
more license fees to everyone. But |
can do this. | can give you a check for
something we'll call overages every
week. And that'll just be between me
and you. You carry it on your books as
anything you like, and I'll take care of it
over here. And then you won't be los-
ing any money any longer.’

“It's all perfectly simple and under-
handed,” says the network hotshot.
“It's all part of the reason this business
has goftten so dirty. If it were still cost-
plus, everything would be on the up
and up. But now that the networks are
trying to keep the license fees down to
nothing and the producers are trying
to stay alive until they can get the 'back
end,” it's all dirty.” The producer
smiles a wry smile and cleans his gold-
rimmed glasses. “Everybody’s playing
that everything is inexpensive, honest,
and real. Instead, it's expensive as hell,
highly questionable, and phony.”

The Hip Young Network Executive
runs his fingers through his straight
blond hair. He pours himself a glass of
Poland water (which has replaced Per-
rier in many of the smartest circles).
“See, the producer by this point prob-
ably has a profit. But he doesn't want
to share it with anyone. The network
doesn’t make him share it with any-
one. And he just keeps pretending he
has a loss. But really, he's on his way to
having his Rolls convertible.”

The Tangled Web

That is just the beginning of the
story. A Sex-bomb Praoducer, a woman
known for her allure and her knowl-
edge of the biz, sits at a dim table at Le
Dome. "See,” she says, “put yourself
in the place of . He's been losing
money for years. These guys who got
to be profit participants in his show
that finally made it are just plain lucky.
They didn't have to share in any of his
losses. So the producer says to him-
self, "Well, the hell with those guys.
They didn't share my pain, and it's
going to be a long time before they
share my joy"."” She pauses, then adds,
"See, the networks are paying in such
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a complicated way that nobody’s ever
going to be able to figure out whether
thete was really profit or not except the
producer. And he’s not telling. After
all, where were his profit participants
when he had to go out and get a
second mortgage on his house after 10
flops? They were nowhere in sight.”

The Sex-bomb Producer sighs. “'Of
course, the producer can’t cover up all
of the profits all the time. That would
be simply impossible,” she says with a
knowing smile,

“When the show goes into syndica-
tion or |ate night or foreign, there’s no
way the producers can hide all the
profits. But for the time being, when
the network is making up the losses
and calling it something else—over-
ages or something like union-wage
protection—those profit participants
are not going to see a penny,” says the
Sex-bomb Producer.

The Vise

The Worldly Producer, who has seen
it all from his desk in Burbank, explains
a little more about how mud got spat-
tered on the TV business. ”| won't kid
you,” he says. “It all started after Fred
[Silverman] took over at ABC [in 1975].
The man is a genius, but he just turned
everything upside down. The truth is
that the networks have been making
up losses on license fees, either openly
or not openly, for years. That's the
truth. But the amounts involved were
always small change.

“When Fred took over at ABC, he
made deals with producers that made
them shoot unbelievably expensive
shows. He promised all kinds of pro-
duction deals and bonuses if the pro-
ducers would make these really expen-
sive shows. If the shows failed, Fred
would usually make up the loss, under
the table or above the table. But that
would be the end of it and everybody
would be happy,” says the Worldly
Producer, knitting his bushy eye-
brows.

“It was like that movie, ‘'The Produc-
ers,” with Zero Mostel, If the show was
a flop, nobody would get hurt. But if
the show was a success, then you
started to get problems.

"The problem was that the deficits
for these shows were so enormous
that there was no way the producer
could make out if he even shared any-
thing at all with his profit participants.
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The producers were so deep in the
hole that they needed all the overages
and union-protection payments just to
stay above water. The profit partici-
pants were out the window. The pro-
ducers couldn’t stay in business and
divide up their profits. They had to
keep it all because they were playing
for such huge stakes,” says the World-
ly Producer.

"Don’t get me wrong,’’ he adds. “I'm
not saying this exact thing happened
on any specific show. It just happened
a lot. Producers got locked into a place
where there was so much money on
the line that they couldn’t share with
their profit participants and still stay in
the black.”

The Worldly Producer then adds
what everyone else has: “Once the
show becomes a big hit and goes into
syndication, then the profit partici-
pants will see money. But not until
then.” He gives a rueful smile. “And
you really can’t blame the producers at
all. It's the time-honored practice in
every business there is that whoever
collects the money keeps the money.
Just like in the old days: when the
studios owned theaters, they got to
collect the money for the tickets and
they got rich. Now, when the movie
studios get to collect the rentals for
their pictures, they get rich. And when
the TV producers get to collect the
money from the network, either open-
ly or in some kind of secret deal, they
let it stick to their fingers until they just
can’t hide it any more. That's the way
it's always been unless you had cost-
plus deals like in the old days, when
this was the cleanest business in the
world,” says the Worldly Producer
who has seen it all.

The Funny Part

The Worldly Producer smiles a lop-
sided, huge smile. His smile is so huge,
in fact, that it is almost frightening.
“"The funny part is that Aaron [Spell-
ing] is getting a totally bum rap on this
whole thing. He was getting a cost-
plus deal and everybody knew it. If the
profit participants didn’t know it, they
should have. He had the cleanest deal
in town. He got cost-plus, and then he
got an exclusivity fee that really was an
exclusivity fee, if there ever is such a
thing as an exclusivity fee. Fred [Silver-
man] liked his work so much that he

just signed him up to be exclusive and
just paid him for being exclusive. You
could call it profit, and maybe Bob
Wagner will, but you could call it an
exclusivity fee, too, and you'd be just
as right.”

A hoarse laugh from the Worldly
Producer. “The deal with Charlie’s An-
gels looks bad, but it's not bad at all.
It's the deals that nobody’s talking
about yet that are really bad. Where
profit participants are getting robbed
blind. And it's happening at big studios
that are public corporations. It hap-
pens all the time. They cover up their
real financial position so that the profit
participants don‘t know whether
they're coming or going.”

Hollywood Logrolling

The Successful Hollywood Writer in
a custom-tailored suit sits in a booth at
the Palm. Beautiful girls and ugly girls
pass by in trousers that sometimes
look wonderful and usually look terri-
fying.

"You cannot blame it all on Fred-
die,” he says. ‘| know that for a fact. He
may have put this business of making
up overages onto a bigger level, but he
didn't start it. it started back in the
Sixties when no one had even heard of
Fred Silverman. He did a lot of new
things that no one else had ever done,
like paying writers not to write, or
paying Redd Foxx $5 million to keep
him off NBC, but he did not start the
whole thing. | was getting screwed out
of profit points for years before Fred
was out of college.”

Why do writers and other profit par-
ticipants continue to deal with compa-
nies that might possibly not be playing
fairly with their deals?

The Successful Hollywood Writer
laughs so hard that he starts to choke
on a fried onion. "Why?" He can hardly
believe | have asked the question.
“You go out onto Santa Monica Boule-
vard. The air is all filled with smog and
crap. You can't just say, ‘I'm not gonna
breathe that air.’ That's the only air
there is. You've got to breathe it, dirt
and all. That's the way it is here. All the
companies figure out some way to
take money away from the people who
are supposed to be getting a share of
the profits [usually the creator of the
show, the writer of the pilot and the
original director]. They all do it. Even



the most honest of them figure out
some way to charge some overhead
against the license fee or charge a trip
to Hawaii against syndication fees.
There's no way to escape it, any more
than you can escape smog in L.A.

“But it's not really that big a prob-
lem, because everybody takes care of
you if you play the game and don't
complain. A producer may not share
his $20,000 in profits on a show with
you, but then he'll hire you to write two
pilots a year and you’'ll get $60,000
more. So everybody makes out. It's a
friendly town,” the Successful Holly-
wood Writer says, rummaging in his
pockets for a cigar.

Fact of Life: The Entitlement
Frame of Mind

A question kept going through my
mind. Why would a major producer,
who already has shows in syndication,
who already has shows in late night
and foreign, who is set for his whole
life and his children’s lives and every-
body’s life in his whole neighborhood,
care about splitting a few thousand
bucks a week—or even 30,000 bucks a
week—with the writers or the director
or some other profit participants? Why
would he risk all those bad vibes for
what must be small change to a really
successful Hollywood television pro-
ducer? (Remember that if he has a
successful show in syndication, he's a
millionaire many times over. If he has
several successful shows in syndica-
tion, he is the Emir of Kuwait.)

To answer that guestion, one calls
upon the Wise Agent. The Wise Agent
sits in a darkened office high above
Sunset Strip. Even in the darkened
office he wears sunglasses. He eats
lunch at his desk. He keeps punching
his intercom button and screaming at
his secretary. “Goddammit, Elaine, |
asked for a Perrier with a fresh god-
damn lime, not one left over from the
party for Judy Krantz last year!” (He is
not Judy Krantz's agent, who is in New
York anyway.)

"“What you have to understand
about these guys, the guys who really
strike it rich in Hollywood, is that
they've all gone hungry for years. At
least they think they have. They're all
really bitter about it. Even if it hap-
pened when they were 5 years old,
they're still really bitter about it. If they

ever strike it really big, they're still

-bitter. They feel as if the world owes it

10 them to give them every drop of
water in the ocean, every hunk of goid
in South Africa. They really think they
deserve everything.

“Elaine,” he shouts into the inter-
com, “you stupid jerk, ! can’t eat this
salad!” He glares at a salad containing
nothing but lettuce and lemons. “The

lettuce wasn't dried properly.”

With an effort, the Wise Agent pulls
himself together.

“In this business,” he says, "you're
not dealing with calm, rationai people
like the ones who work their way up
the ladder at General Electric. You're
dealing with egomaniacs. They have
to be egomaniacs to put up with all the
failure. All the loss. All the pain.” (I

continued on page 93

The Wise Agent:eeThe producers are really just
making sure that if anyone is going to be
a multimillionaire, it'll
be the producer first and foremost. ®®




John le Carré

and

the
Skepticeal
Aetor

Adapting “Tinker, Tailor,
Soldier, Spy"for TV

proved to be
a formidable task

By JOHN LE CARRE

The Case
of
the

Scared
Spy Novelist

With the current broadcast of "Tinker,
Tarlor, Soldier, Spy'' on PBS's Great
Performances, television viewers en-
ter a cold, gray world first drawn for
readers by John le Carré in the early
1960s. Its center is “the Circus”: a
nondescript government building on
Cambridge Circus, London, that
houses the British Secret Service.
George Smiley (played by Sir Alec
Guinness), described by his own wife
as “breathtakingly ordinary,” is a long-
time member of the Circus: the man
who trains recruits, sends them out,
and oversees attempts—when at-

e e e
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Alec Guinness
tempts are made—to rescue those
who fall into trouble. He is also a father
confessor for, in Guinness's words,
“geriatric ear"} to his subordinates.

Forced to retire when Control (head
of the Circus from its early days) is
discredited and removed, Smiley is
called back in “Tinker, Tailor” to help
ferret out a "mole”"—a double agent
who has worked his way high into
Intelligence. "'The Honourable School-
boy” and "“Smiley’s People” continue
Smiley’s efforts to reassemble the
service fragmented and demoralized
by the mole.

ike most authors, | am a timid
IJ creature, and desperately

scared of the screen presenta-
tion of my work. | expect no good of it; |
have little or no natural understanding
of filmmaking; the whole business is
anathema to my lightly slumbering
artistic paranoia; yet | think secretly |
could do the job better than they can.

As to why [ am so wary—well, | have
been through the movie mill more
times than | care to remember, not out
of love for the medium so much as a
terror of it. Like a mother on the beach,
| have waded, time and again, fully
dressed, into the sea to save my imper-
iled children—and what is more, like a
mother who cannot swim. For | have
gradually come to accept, with the
more rational side of my head, that |
really am no good at adapting my own
work. | have never tried anyone else’s. |
am not even good at reading scripts. At
other times, of course, once again I tell
myself | am too good for them: that |
am another Scott Fitzgerald caught up
in the wrong ball game. The fantasy
does not last long. The more likely
truth is that moviemakers are not one-
half as bad as we novelists think they
are, and that our egos fight tooth and
nail against a medium where the writer
is no longer king.

All the same, we do have our rea-
sons, and most of them have to do with
that most thorny question: character-
ization.

Until the prospect of the film comes
along, the novelist's characters have
lived undefined in his imagination. To
write about them at all is to hunt them,
to pursue an abstraction which, in or-
der to lure him, must remain always a
little bit beyond his reach. Drawing a
character is like contributing to an elu-
sive, constantly changing, constantly
imperfect portrait. You do a line, rub it
out, do another, the fleeting vision
comes and is lost again.

Thus, in the writer's eyes, and quite
often in the reader’s, to give a charac-
ter a screen identity at all—to cast
him-—is not only to snatch him painful-
ly from the living arms of his creator,
but to reduce him: to impose upon him
crippling limitations of mannerism,
speech, movement, expression and,
finally, of feeling. All, at a stroke of
casting, become the property of a sin-
gle, mortal, professional actor who has
his own public to consider and his own
director to follow.

Yet, curiously enough, even as | ago-
nize about the process, | realize that |
speak as one who has largely escaped
its hazards.

Richard Burton’'s rendering of Alec
Leamas in “The Spy Who Came in



from the Cold"’ was arguably his best
screen performance. Cyril Cusack’'s
Control in the same film was sheer
delight to me; so was Ralph Richard-
son as the mad head of the Depart-
ment in “The Looking Glass War."” As
to Simone Signoret playing Elsa Fen-
nan in “Call for the Dead” (rechris-
tened “The Deadly Affair” because
some paragon at Columbia smelt Dra-
cula in the original title), when | saw
her performance, | walked all the way
home dreaming of tearing up the book
and rewriting every scene just for her.

As to George Smiley, my anchor
man and familiar through seven nov-
els, the three films which had been
made of my work had all succeeded in
passing him by. His only official screen
appearance was in “The Spy Who
Came In from the Cold”"—where he
was played by Rupert Davies from be-
hind a large mustache and a gypsy hair
style, which were supposed to conceal
from us the fact that he was really
Simenon’s Inspector Maigret, whom
he had recently been playing on British
television. And since the part of Smiley
had little meaning in the film or the
book, except as a lever to turn the plot,
no real violence could be done to him.

On the other hand, Smiley should
have been the central character in Sid-
ney Lumet's screen version of “'Call for

the Dead”: it is in this book that he’

makes his debut. But there, as so often,
Hollywood defeated itself. Paramount
by now had a lien on the character of
Smiley and would not release him. So
for Columbia’s film he was renamed
Dobbs and played by the excellent
James Mason—also from behind a
mustache. Mason’'s performance was
elegant and touching, but he was not
Smiley, and not meant to be. And—
dare | say it?—the Smiley of the first
book was not the Smiley of “Tinker,
Tailor, Soldier, Spy.” “Tinker, Tailor”
was written 13 years later, and by that
time both Smiley and | were seeing the
world in a rather different way.

In “The Looking Glass War”"—also a
Smiley book and a Columbia film—the
same restriction applied. The Smiley
character, so far as | remember, was

written out entirely.
rl‘ hus it happened that in the
BBC's miniseries of “Tinker, Tai-
lor, Soldier, Spy,” Alec Guinness took
over a part which was, after all, still to
be played for the first time. | scarcely
remember any longer how he came to
accept it. | know | wrote to him. | know
that | never seriously considered any-
body else. | think | had read some-
where that he liked my work. And |
know that after meeting him, we all felt

the same: it was Guinness or nobody.
Guinness said "Yes, in principle”; Ar-
thur Hopcraft went off to start his
script. The rest of us—Jonathan
Powell, the producer; John Irvin, the
director; and myself—withdrew for
prayer and contemplation while Ar-
thur toiled.

in the beginning—as everyone but
the public seems to know—is the
Word. Without a good script we should
have no Guinness and no series, and
there were those who said flatly that
"Tinker, Tailor” was unadaptable.
Even Guinness himself reckoned it
might be just that.

One problem was the sheer quantity
of the information Hopcraft had to han-
dle. In the novel the facts of the affair
were presented as a deliberate jungle;
as a devilish, perverse chaos which
only Smiley could resolve. This is a
perfectly normal feature of the detec-
tive story and, in the convention, re-
quires Poirot, or Holmes, or whom you
will, to call everyone together and ex-

Smiley {Alec Guiness) visits the Secret Service's former research chief, Connie Sachs

the raw material for the story as well.
How could Arthur Hopcraft's screen-
play get round this? Flashback, obvi-
ously, was available to him as a device,
but the small screen is choosy about
how much of this it can handle, par-
ticularly when the drama is an ex-
tended series and each episode must
restore the audience to the present
time before it signs off for the evening.

.\nother problem was not just
4 the guantity of information but
its complex nature. The inside-out
thinking of double cross is a habit of
mind; its logic had to be expounded to
a lay audience as well as dramatized.
The notion of how a double agent
inside a secret service—a Blake or a
Philby—might bowl and bat at the
same time was, on the face of it, cere-
bral and static—a condition rather than
a story. A television audience cannot
turn back a few pages to refresh its
memory. Nor does it take kindly to
being out of its depth for long at a time.

{Beryl Reid),in the hope of unearthing clues to the mole's identity.

plain who precisely was in the wood-
shed at 3 A.M., and for what fell pur-
pose, and why it is that only the great
man himself was able to come up with
the solution. The audience does not
really fo/low the arguments, but it de-
rives a vicarious sense of accomplish-
ment, which is musical rather than
rational, from somebody else’'s spuri-
ous arithmetic. The luckless miscreant
then attempts to escape, and is foiled
or not foiled, or shot, or falls from a
scaffolding. But in “Tinker, Tailor'" the
facts were largely derived from Smi-
ley's own memory. His little gray cells
supplied not only the deductions, but

The journey from perplexity to anger is
a very short one; and anger in the
television business is swiftly ex-
pressed by the turn of a switch.

On the other hand, Hopcraft had
advantages. To state the obvious, tele-
vision is a talk medium whereas the
motion picture definitely is not. A tele-
vision audience, contrary to show-biz
mythology, is brighter than its reputa-
tion. Many people turn on their sets
expecting to have to listen, and even
work a little for their entertainment.
Television drama is nearer to the radio
play than to film. We needed that.
Then, again, Hopcraft could choose his

Continued on page 90
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A SPECIAL PANORAMA
SURVEY REVEALS:

The
Viewers'
Verdiet—
So Far—on
Cable TV

By STANLEY MARCUS

readers are well aware, has

arrived. The exclusive com-
munity of 4.5 million households
that were plugged into cable in 1970
has grown this year to 17 million, and
by the end of the Eighties it's expected
that at least half of U.S. homes will be
receiving their television programs
from underground.

What these statistics fail to tell us is
whether cable TV is fulfilling the ex-
pectations of subscribers. Do they con-
sider that the services they are getting
are worth the $8 to $25 a month they
are paying for them? How much TV are
they watching now, in comparison

(‘ able television, as PANORAMA

with precable days? And what more
are they seeking from the protean ca-
ble technology?

A special PANORAMA survey of ca-
ble viewers around the country an-
swers these questions, and reveals
that cable TV is an outstanding success
in terms of consumer satisfaction. No
less than 83 percent of a national sam-
ple of subscribers said they were satis-
fied with their cable-TV service (53
percent “very satisfied”). The wider
rarige of programming choice was the
feature that drew most appreciation
(46 percent mentioned this), with im-
proved reception the second most fre-
quently cited benefit (25 percent). In-
terestingly, the absence of commercial
interruptions during programs,
though it was cited by 66 percent of
respondents as an important reason
for originally subscribing to cable, was
mentioned by only 9 percent as a
“chief benefit"—a classic case of “out
of sight, out of mind.”

The other side of the coin of present
satisfaction is a marked indifference to
the numerous add-on luxuries that are
becoming increasingly available from
cable systems. The vast majority of

subscribers have no desire for “inter-
active,” two-way cabie TV, for exam-
ple, which would enable them to com-
municate their opinions and marketing
needs instantaneously to pollsters and
advertisers. They are equally cool to-
ward TV-operated burglar alarms, TV-
screen newspapers, video games, and
teleconferences with other cable view-
ers. More than two-thirds of those who
lack these items say they wouldn't
want them in the future.

"So much for the wired society,”
you say? Not so fast. The younger
generation—those between 18 and
29—is considerably more enthusiastic
than its elders about cable television’s
burgeoning accessories. Though this
group, too, is unmoved by the pros-
pect of sci-fi burglar alarms, more than
a third consider themselves potential
users of interactive TV and video
games, and nearly half express inter-
est in a computer hookup that would
provide access to diverse information
sources. So even if the wired society



doesn’t materialize tomorrow, we're
clearly headed for Videoville on the
day after.

rl‘ he PANORAMA survey, con-

ducted in mid-June by Opinion
Research Corporation of Princeton,
was based on a national random sam-
pling of househalds. Five hundred and
four cable-TV subscribers were inter-
viewed and the demographic break-
down of the sample gives a good indi-
cation of the total cable constituency.
Ninety percent was white; 30 percent
of the households had an income of
$25,000 or more; nearly a third of the
respondents were over 50, with 27
percent under 30; and 44 percent were
college-educated.

How has the advent of cable affected
viewing patterns? The commercial
networks have a nervous interest in
the answer to this question, as do
advertisers, consumer groups, inde-
pendent program-makers and the gi-
ant corporations such as Time, Inc,
Armerican Express and Getty Oil, which
are currently pouring millions of dol-
lars into the cable gold rush. Do view-
ers desert the networks when they
have a profusion of distant stations
and satellite-delivered programming
to choose from? Do they spend more
time in front of their television sets?

Might there even be some folk who
watch less TV, getting a more concen-
trated dose of satisfaction from cable
than they used to get from plain old
over-the-air broadcasting?

Our survey shows that the presence
of cable has a mildly tonic effect on
overall viewing: though 55 percent of
respondents claim that the total
amount of time they devote to TV has
remained unchanged, 35 percent say
their viewing hours have increased.
This latter percentage seems to be
unaffected by the length of time that a
household has had cable television:
veterans of six years or more are just
as likely to report increased viewing as
are the neophytes. A minority of sub-
scribers—8 percent—claim that view-
ing hours have decreased since cable

came into the home.
rl‘ he effect on network viewing is
noticeable, but is hardly a land-

slide. Twenty-nine percent of cable
subscribers say they now watch less
network programming, 13 percent say
they watch more, and the remainder—
the majority—report no change. But
among those who have had cable for
less than a year, the decline in network
viewing is significantly greater than
average: 37 percent say they tune in
less frequently to ABC, CBS and NBC.
In addition to their basic-cable ser-
vice, 43 percent of the people inter-
viewed for PANORAMA subscribe to
one or more pay-TV channels, such as
Home Box Office or Showtime. For
their monthly fee, they can see a vari-
ety of full-length, unedited movies, as
well as an increasing number of made-
for-pay concert specials, comedy

breakdown by age group. The 18-to-

shows and documentary programs. In
this group of respondents, defection
from noncable viewing (described in
the questionnaire as ‘‘regular com-
mercial and public television”) was
greater than in the sample as a whole:
36 percent told the interviewer that
they were watching less. This figure,
however, conceals significant regional
variations. While in the East 46 percent
had reduced their intake of regular
programming, in the Midwest only 26
percent had done so.

The returns indicate that, in terms of
audience loyalty, movie houses and
live theater have suffered more from
the growth of cable TV than have the
television networks. Forty-six percent
of our interviewees said that they were
going out less frequently to see mov-
ies and plays since the arrival of cable,
and in the East the percentage was
higher—b53. The stay-at-home move-
ment is led by those in the middle-
income bracket (between $10,000 and
$25,000).

What are the programs that are keep-
ing cable viewers glued to their video
modules? Chart 1 on the next page
shows how often particular types of
programming are watched, with net-
work and regular local programming
included for comparison. The greatest
draw is movies (63 percent of the sam-
ple watching fairly often);, sports are
second in popularity (49 percent); and
entertainment specials run a close third
(47 percent). However, of these three
categories, only movies do better than
noncable programming.

Other offerings, including news and
weather information displayed as
printed text, have relatively small regu-
lar audiences, though sizable numbers
of subscribers tune in occasionally. Itis
noteworthy that more than a third of all
subscribers say they are occasional
viewers of religious programs.

Three other items in the chart de-
serve comment. First, the 5 percent
figure for frequent viewing of shows
for the elderly yields a surprising



29-year-old group watches these pro-
grams almost as much as the over-
50s; the intermediate group of 30-to-
49-year-olds turns the dial. Second,
the figures for children’s programs are
overall averages that are heavily de-
flated by households that don’t include
children under 16; among households
with children, frequent kidvid viewing
is double the average. Finally, the
viewership data for the Cable News
Network are at best provisional, since
CNN began operations only three
weeks prior to the survey.

Pay-TV subscribers were asked how
satisfied they were with the aillocation
of time to particular classes of pro-
gramming. Was the current amount in
each case about right, or would they
prefer more or less? Chart 2(opposite)
shows the percentage of respon-
dents who stated that they would like
to see more of each programming
category. The heaviest demand is for
more educational programs, 58 per-
cent requesting an increase; more chil-

dren’s programs are sought by 43 per-
cent; more cultural programs by 41
percent. There are also substantial mi-
norities who would like to see in-
creases in sports, celebrity specials, R-
and X-rated movies, and news. Indi-
viduals who watch five or more hours
of TV per day tend to be more demand-
ing in most of these areas, though they
are less hungry than are lighter view-
ers for larger servings of culture and

sports.
rl‘ he demand for decreases in pro-
gramming was small and fairly
uniform among the categories, hover-
ing between 10 and 15 percent. But
there was a higher incidence of dissat-
isfaction with religious programs (32
percent wanting fewer), X-rated mov-
ies (27 percent} and ethnic programs
{24 percent). The category that drew
the largest number of “about right”
votes was news (62 percent).
Chart 3 {(bottom right} details the
gripes of the small minority of sub-

scribers {11 percent) who say they are
dissatisfied with their cable service.
They were asked an open-ended ques-
tion: “Why are you not satisfied? What
is lacking? What disappoints you?”
The largest number of complaints, 38
percent, concerned reception {more
than one respondent said that sets had
gone dark during rainstorms); 19 per-
cent of the complainants cited prob-
lems with servicing; and smaller num-
bers beefed about the range of
programs available., The enigmatic
“other” category, which includes 22
percent of the disaffected group, cov-
ers a chaotic miscellany of complaints,
ranging from the incomprehensible
“All the movies are in black and white”
to the dubious "Nothing classical.”
One respondent berated his cable sys-
tem for never answering its phone
when he called. Another said the prob-
lem was that she wasn't a TV-watcher.
Yes, ma’am, that indeed is a prob-
lem—and one for which no technologi-
cal solution is in sight. @

LWIHATARE THEY WXTCHING?

All 504 survey respondents were asked how often they watched particular
categories of programming.The possible replies were: “Fairly often,”

]

“Once in a while,

Never.” The chart below shows the percentage of

respondents giving the first two replies in each case.

-FAIRLY OFTEN ]___]ONCE IN A WHILE
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CALENDAR  MENT NETWORK
SPECIALS & LOCAL
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2WHAT MORE DOTHEY WANT?

The 214 respondents who subscribe to a pay-TV service were asked if they
wanted more or less of particular types of programming, or if the current
amounts were satisfactory. This chart shows the percentage of viewers
who wanted more of each category.

% A

1007 o

SPORTS CULTURAL CELEBRITY R-RATED X-RATED NEWS CHILDREN'S EDUCATIONAL RELIGIOUS ETHNIC
SPECIALS MOVIES MOVIES

SWILXTARE THEY COMPLAINING AB( )UI“’

Only 11 percent of the survey sample expressed dissatisfaction with cable
TV. This minority was asked: “Why are you not satisfied? What is lacking?
What disappoints you?"”

%
100 (

90 1

80 1

RECEPTION SERVICE NOT NOT NOT TOO NOT TOO OTHER
PROBLEMS ENOUGH ENOUGH ENOQUGH MANY ENOUGH MANY
VARIETY CHANNELS  NEW MOVIES RERUNS SPORTS COMMERCIALS
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...i1r0m Potholes
and Trash Baskets

In New York, ratings madness apparently blinds
local newscasters to substance and fact

By GINNIA WOOD and ERNEST VOLKMAN

ight from the start, it was obvi-
I{ ous what he was going to do.

Standing out there in the cold
while the cars and trucks rumbled by,
WABC-TV reporter Milton Lewis plant-
ed himself next to the pothole. And the
more he tatked about that pothole, the
angrier Milton got.

“When you gonna fix this thing, Mr.
Koch?” he demanded, obviously out-
raged that the mayor of New York City
was not there in his overalls, spreading
asphalt into the offending chasm.

"Milton is so cute when he gets
mad,” said an ABC executive as he
watched this little drama unfolding on
the monitor at the WABC Eyewitness
News studio in New York. Cute? Well,
maybe if you're charmed by the spec-
tacle of a diminutive man shrieking at
viewers in a choppy Brooklyn accent
about the potholes in the Big Apple.
Toward the end of his diatribe came
the quintessential mark of television
reporting today: Milton Lewis, to no
one’s surprise, jumped into the pot-
hole, demonstrating to all that he
wasn't kidding—the damn thing was
deep.

Stick a videotape of that reportin a
time capsule, dig it up several years
from now,and what have we told gen-
erations yet unborn? That at a time
when the city of New York was beset
by fiscal, housing, crime and assorted
other crises of civilization, the number-
one television-news show in that city
was foaming at the mouth over holes
in the street. And instead of reporting
the news, participating in it.

Ginnia Wood and Ernest Volkman are free-
lance writers who specialize in the media.
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But then, a clip of any local news
show across the Nation would bear a
chilling similarity, for what Milton
Lewis was doing in the middle of the
street on that day last winter is what
local television journalism is all about.
Here's a reporter for the CBS Baltimore
affiliate getting personally involved in
the story of a fire that has destroyed
several homes; here's a reporter for
the NBC affiliate in San Francisco tell-
ing viewers about his personal experi-
ences on a recent trip; here's a weath-
erman in Washington, D.C.—dressed
for the forecast—in a fur-lined earflap
hat, announcing the start of a cold
wave.

Once the stepchild of television, lo-
cal news was an underbudgeted,
throw-away lead-in to the more impor-
tant network news—the electronic
equivalent of a local weekly newspa-
per that barely supplements the news
coverage of a big-city daily. In the late
‘60s, however, it suddenly occurred to
any number of TV executives that if
network news was an important
source of revenue as a result of high
audience shares—and it was—then
the same thing could be true for local
news. Why not? Why couldn’t local
news define a station’s image in the
community?

These thoughts had a particular im-
pact in such markets as New York City,
where three of the local stations are
wholly owned subsidiaries of the net-
works, meaning that their profits go
directly into the networks’ respective
treasuries. Now, a single audience rat-
ing point in a medium-sized market
(say, Columbus, Ohio) can mean about
$250,000; in New York City the same

rating point can mean up to $1 million
in revenue,

At about the same time, one particu-
lar TV executive at KYW-TV in Philadel-
phia, Albert T. Primo, also realized
that, while viewers were apparently
willing to accept gloom and doom
from the networks, for some curious
reason they wanted something differ-
ent in their local news. In 1968, Primo
moved to WABC in New York, taking
his new ideas with him. And so, just 12
years ago, WABC introduced a differ-
ent kind of news show, featuring on-
camera “personalities” who would
leaven hard news with special, local,
“happy” news reports, lots of visuals
and something called “personal chem-
istry”” among the anchor people. Re-
porters would no tonger merely report
the news; they would participate in it,
discuss it with one another on the air
and often trade comments and asides.
The new television “journalism” was
upon us.

l n strictly journalistic terms, the ap-
proach has a number of obvious
drawbacks, mainly an obsession with
stories that have high visual content—
fires and murders are special favor-
ites—and a tendency toward tabloid-
ism (the classic formula of sex, crime,
children and animals). Hard news,
which usually is less visual, falls by the
wayside.

Indeed, its legion of critics charge
that Eyewitness News is a sloppy mix-
ture of schlock and trivia that seeks to
entertain rather than inform. (Interest-
ingly enough, Albert Primo, who left
ABCin 1976, now is a news consultant,
hard at work trying to correct the “ex-
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Chee Chee Williams: an “eyewitness” stuck
behind barricades at the Israeli Embassy.

cesses” of local “happy’’ news oper-
ations across the country.) But one fact
is indisputable: judged in terms of au-
dience ratings, the Eyewitness News
concept is the most successful in the
history of television news. Even more
important, the show makes an awful
lot of money for ABC. For that reason,
it has been widely emulated—cioned,
to be blunt—by virtually every local-
news operation in the country. And so
the network executives, who are not
journalists but businessmen, can, as
the saying goes, laugh all the way to
the bank.

Just how much they're taking to the
bank is something of a state secret
around television stations, but one
ABC executive provides this eye-open-
er: last year, all ABC local-news oper-
ations returned a combined profit of
$135 million, the bulk of it realized
from the New York and Los Angeles
stations. New York alone brought in
about $40 million, meaning that
WABC-TV news is a gold mine. And in
television, nothing talks louder than
ratings and profits. Last November, for
example—one of the all-important
times in which station ratings that will
be used to set advertising rates for the
coming months are taken—WABC
took a whopping lead of nearly six
points over its competitors, WNBC and
WCBS. Considering that each one of
those points can mean up to a cool
million in extra revenue, it is no won-
der that the November "sweeps” are
regarded in the industry as something
of a matter of life and death.

y
“ hich explains why the New York

affiliates during that month fell
all over themselves in a search for

superior schlock. The CBS affiliate de-
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cided on a five-part series examining
the burning question of marital infidel-
ity; over at NBC they were busy with a
series on "'decadence’’ (apparently an-
other burning public issue); while
WABC had a series on dogfighting, an
in-depth report on venereal disease
and, incredibly, a series titled “"Who
Are You? The Who's Who of You.”
Judging by the results, it could be
concluded that millions of New
Yorkers are more concerned about
dogfighting, who they are, and wheth-
er they've got a social disease than
about infidelity or decadence.

But it goes beyond that. WABC, with
its continuing stranglehold on the
minds and hearts of the viewers, dem-
onstrated that the subtle components

] L //" re—=
Milton Lewis: foaming at the mouth over
potholes and shrieking at viewers.

that make its news unique can be imi-
tated but never duplicated. What
makes Eyewitness News sO success-
ful? Let’s take a look at a typical show,
selected at random, for some answers.
VIW
he most popular local-TV news
program in the United States
opens with a flashing montage of New
York City sights (the Staten Island fer-
ry, people walking along the streets,
the Empire State Building, etc.), ac-
companied by a frenetic musical back-
ground that sounds something like the
mix of an aging disco record and a
Teletype machine gone mad. The last
piece of the montage is, modestly
enough, a shot of the new ABC build-
ing, and then, suddenly, the viewers
are inside “the Newsroom.”
At the center of the set sit Roger
Grimsby and Bill Beutel, the most du-
rable anchor team in the country (10

years on the job). Their success has
been extraordinary, all the more so

Melinda Nix: doggedly chasing down
clues in the backward-windows case.

because nobody quite understands
why. The more interesting of the two is
Grimsby, a dour man resembling an
undertaker who has just been told he's
out of embalming fluid. “I'm Roger
Grimsby. Here now the news,” he in-
tones sonorously, as though he were
about to recite death notices. Beutel,
who looks like the boy next door, then
introduces some quick scenes of re-
porters in the field. The impression is
that they've been hustling their tails off
all day, ferreting out the major devel-
opments in the Big Apple. Have they?

“This is Melinda Nix in the Bronx
with a story about how a landlord took
out the windows of Mrs. 's
apartment and then put new ones in,
sort of.”

That's the lead story? Well, try the
next one:

“I'm John Slattery,” says a man with
a microphone, standing beside a large
wire wastebasket in the street. “I'm on
Fifth Avenue and Il be telling you
about the problems of finding a place
to throw your wrappers away.”

The next sounds more promising:

“I'm Chee Chee Williams outside the
Israeli Consulate and I'll be talking to
some of the demonstrators here.”

That's all they've managed to dig up
in a whole day in a city of eight million
people?

The scene shifts back to the studio.
"These stories and others, plus my
special report on stress, after these
messages,” Beutel says. Cut to com-
mercial.

Then back to a head shot of Grimsby.
“Ten people were stabbed in Union
City, New Jersey,today. Gloria Rojas is
there now and will be bringing you a
live report later in the show as details
develop. Bill—"




Switch to Beutel. “Today, the trial of
Buddy Jacobson began—that's the
love-triangle case,” Beutel says. “Bob
Miller is there now with this report.
Bob—"'

The scene switches to a man with a
microphone, standing in what appears
to be a courtroom entranceway. "The
trial of Buddy Jacobson began in the
Bronx Superior Court today,” Miller
says. The viewer develops an uneasy
feeling: there is no Superior Court any-
where in the Bronx. s it possible Miller
does not know where he is? Apparent-
ly; for while he summarizes the devel-
opments of the case—'‘Mr. Jacobson
is charged with murdering the boy-
friend of his former girlfriend, while his
codefendant is charged with disposing
of the body”—Miller makes no further
references to his location: the Bronx
County Supreme Court.

A small point, perhaps, but subse-
quent portions of his report reveal an
appalling lack of understanding about
criminal law. Miller shows tape shot
earlier of his interview with a rather
depressed-looking man who turns out
to be the defendant.

Miller hits him with the Big Ques-
tion: “"Do you think you’ll be found
innocent?”

Jacobson looks at Miller incredu-
lously for a moment, then replies,
“Yes, of course.” The point of the
question was hard to fathom: did Mill-
er expect the man to say, “Weli, 'l
probably be found guilty and then be
sent away for life, but what can you
do?”

Miller then leads into another inter-
view: "“The defense attorney today
said that the codefendant disposed of
the body, but neither he nor Mr. Jacob-
son had anything to do with the mur-
der. | asked the defense attorney about
this admission.”

(‘ ut to a shot of a dapper-looking
.- man who appears to be upset.
And no wonder: Miller has just out-
lined a defense that would be laughed
out of a first-year {aw-schooi class. “I|
did not admit anything of the sort,” the
attorney snaps. “That would be ridicu-
lous.”

Miller ignores this statement, which
leaves the viewer with a probiem: If
Miller is right, if the defense attorney
admitted that the codefendant dis-
posed of a murder victim but had no
connection with the murder itself, then
the defense attorney is an idiot. But if
the lawyer is right in claiming to have
said no such thing, then Miller must

have been in Istanbul while the trial
was going on.

Return to Grimsby. “There was a
shooting in Brooklyn today,” he says.
"The police have arrested two people
in connection with it.” The camera
switches to Beutel, who says, “The
cost of a clean city, buying a new
home, the price of gold—these and
other stories when Eyewitness News
continues.” Cut to commercial, which
marks the end of any further informa-
tion about the shooting in Brooklyn—
no names, facts, details, nothing.

For those wondering whatever hap-’

pened to the lead item about windows
in the Bronx, the scene after the com-
mercials reveals that Melinda Nix, the
reporter on this story, is still there. A

ee Russian troops have
been gathering at the
Pakistan border. .. .%®
So much for the day’s
major international
events

few weeks ago,” she states seriously,
“l told you about Mrs. 's land-
lord removing the windows from her
apartment. Well, after pressure from
ABC, the landlord has finally put new

ones in. But, tell us, Mrs. , how
are they?"”
""Well,” says a black woman,

“they're in backwards. So there are big
gaps and the cold air just comes in.”

Ms. Nix, immediately grasping the
crux of the situation, replies, “They
were put in backwards. Is that what
you're saying?"’

“Yes,” the woman answers, seem-
ing confused by the question.

Ms. Nix plows on. “We called the
landlord, but couidn’'t reach him for
comment. But we did get a building
inspector here.” She turns to face an
officious-looking man. “"You've looked
at these windows—what do you
think?”’

"Well, they’re in backwards,” the
inspector says. “Which | don’t under-

stand; it seems odd that someone
would put them in that way.”

“"What are you going to do about
this?” Ms. Nix presses.

"Well, I'll issue a summons to the
landlord and he’li have to put the win-
dows in properly.”

Moving toward a summing up, Ms.
Nix says, “So the landlord will be
served with a summons?”

"Yes,” replies the inspector, looking
as though he wants desperately to be
someplace eise.

Ms. Nix turns from him, looks direct-
ly into the camera and says dramatical-
ty, “Well, Mrs. 's troubles aren't
exactly over, but things may get warm-
er. Roger.”

So much for the lead story, hardly
the stuff of great investigative journai-
ism.

Grimsby returns. “Russian troops
have been gathering at the Pakistan
border,” he says in that deadening
tone, “and the Soviet Union seems to
be in control of Afghanistan. Bill—" So
much for the day’s major international
events,

“When we return,” Beutel says, “I'll
be telling you about some of the every-
day things that cause stress in the first
part of my special report on stress.” He
appears momentarily confused, losing
track of where the camera is. “Oh,
there you are. Well, stay tuned.”

(‘ ommercials. Then Grimsby:

“We now have the story on the
stabbings in Union City, New Jersey.
Giloria—" There are a few moments of
apparent technical lapses before Glo-
ria Rojas appears, clutching an ear-
piece to her head. "Roger,” she says
plaintively, | haven’t been able to get
any details about what happened here
today, but from what | can gather, a
man went berserk when some of his
co-workers teased him about his ma-
cho. The man, a Puerto Rican and a
factory worker, was having difficulties
at home and his wife recently left him.
Some of the workers were kidding him
about this, and he grabbed a knife and
began attacking those around him. |
don’t know how serious the injuries
are, but | was able to find out that the
man has been charged with multiple
counts of atrocious assault. Back to
you, Roger.”

Without changing expression,
Grimsby deadpans, “There's more to a
story than meets the eye. Today, John
Slattery was out investigating the
problem of litter baskets.”

continued on page 102
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“Wholeheartedly heeding President
Carter's call for a boycott of the Moscow
Olympics, the International Electronic
Olympics Committee announced it will
stage alternative games in Los Angeles
on Aprit 19, 1980 “—Electronic Olym-
pics press release

on Peterson, a burly, 38-year-
l)old, Chicago-born photogra-

pher and conceptual artist,
stands before a video screen. Sweat
beads on his corrugated brow. His
dirty-blond hair is matted after hours
of exertion. He's dressed in rubber
thongs and khaki shorts; across his
hunched shoulders he wears a skin of
musk-ox fur, Pinned to the musk-ox fur
is a rubber lamb chop, symbol of his
Olympic team.

Concentration quivers through ev-
ery fiber of Don Peterson’s being. He is
so intent on the video screen that of-
fers of stimulating chemicals from the
rest of his team glance off him into
space, On that screen, a pair of video
clowns—stylized Bozos, televised Pun-
chinellos—dance their way across a
horizontal video line and onto a teeter-
totter. Peterson manipulates the tee-
ter-totter to launch these tiny buffoons
upward, where they bop the living day-
lights out of a mass of balloons. As the
balloons are extinguished, points on a
small counter in one corner of the
video screen mount up faster than the
price gauge on a premium-gas pump.

in the end, Don Peterson’s clowns
knock out more balloons than the
clowns of the opposing teams of Lei-
sureworld and Freedonia. Peterson’s
team, Youthin-Asia, has picked up an-
other gold medal in the first-ever Inter-
national Electronic Olympics and in
the process has struck a blow for Truth,
Freedom and the American Way of
Video Games.

“All major nations of the world will
participate. Specifically, they are: The
People’s Pseudo-Socialistic Republic
of Youthin-Asia (P.P.S.R.Y.A.); Free-
donia; and Leisureworid. Over fifteen
electronic athletes are expected to par-
ticipate, representing a severe diplo-
matic defeat for and a big slap in the
face of the Soviet Union in the wake of
its rape and sodomy of Afghanistan.”

The Electronic Olympics are the
brainchild of Peterson, an artist known
for such conceptual works as “The
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Flash! Youthin-\sia
Wins the
Gold for knocking
Out Balloons

History will remember the first Electronic
Olympic Games for the feverish knob-twisting,
yawning spectators—and the sore losers who

declared war on the world

By MERRILL SHINDLER

T ITETEE

Click Heard Around the World,” in
which he coordinated the taking of 24
different photographs at the same
time, one in each time zone around the
globe. "My background is in the fine
arts and photography,” says Peterson,
fiddling with a Bally video-control
knob. “It makes as much sense to me
to getinvolved in videc as in photogra-
phy. To me, they're both great ways to
act out concepts.”

Peterson’s interest in video games,
which began in bowling alleys playing
the game Tanks, intensified when a
friend introduced him to video foot-
batll. In time Peterson founded an Elec-
tronic Football League {EFL). Since a
basic tenet of conceptual art is to think
in as grandiose a fashion as possible,
the Electronic Olympics were only a

twist of the video dial away.

“All major electronic sports will be
represented in the competition. Elabo-
rate facilities are being hastily con-
structed for electronic football, hock-
ey, baseball, clowns. . NBC is
rumored to have offered up to $933, all
in quarters, for the right to broadcast
the Games. As well they might, for the
Alternate Electronic Olympics promise
to be a thrilling spectacle.”

rl‘he First Electronic Olympiad
was scheduled to begin at 6 P.M.
at the Bret Lopez Art Center in down-
town Los Angeles. At 6:40, an an-
nouncement came over the public ad-
dress system stating that there were
technical difficulties. At 7, artists, ath-



letes, the press and fellow travelers
wandered around the auditorium-
sized art studio staring at the games
being practiced on a pair of 52-inch
Muntz giant-screen televisions donat-
ed 10 the event by Earl "Madman”
Muntz, inventor of the Muntzmobile
and introducer of car stereo. At 7:10,
Italian free-lance photographer Elisa
Leonelli dashed into the Art Center
carrying the Electronic Olympics’
torch—a disposable Bic lighter.

Since the Electronic Olympics were
first, and probably foremost, an art
event, the three participating teams
had gone to some trouble to create the
countries they were supposed to be
representing. The Youthin-Asian team
members dressed in their native cos-
tumes of rubber thongs, Chinese wov-

en-grass hats and musk-ox furs; rub-
ber lamb chops (a lamb chop is the
shape of the island of Youthin-Asia)
were pinned to their lapels.

The team from Leisureworld sported
natty duck-bill caps, Hawaiian shirts,
shorts and beach shoes. According to
its official history, Leisureworld began
when Arizona seceded from the Union
and formed a confederacy with Barry
Goldwater as president. The players
from Freedonia came attired in tan
shorts and black shirts. Their symbol
was a black boot. Their motto was:
"Freedonia, land of the spree and
home of the knave.” They were the
heavies in the Olympics. And they en-
joyed their role very much.

“Amidst unparalleled pageantry and

splendor, the athletes of the world that
counts will march the 30 feet from the
Olympic Village to the Electronic Are-
na, flags flying. And then, the Games
will begin.”

Igy 7:30, video hockey had com-
menced with the teams steering
their players back and forth across the
screen, scoring goals and blocking
shots while the game’s built-in audio
effects hollered, cheered, gasped and
groaned. On another screen, teams
battled their way through the video
racing-car event, smashing their com-
puterized racers into fence posts to the
sound of much gnashing of gears and
rending of metal. The noise from the
TV screens was a lot more animated
than was the audience of about a hun-

continued on page 88
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Finally—More Sound
and Less Fury

After much to-do, TV audio has come of age

. tiful pictures—and sounds
4 rotten.

This incredible premise is so widely
accepted that most viewers willingly
settle for television sets whose audio is
just barely above the level of intelligi-
bility. We have become so accustomed
to squawks, squeaks, groans, mum-
bles and music that sounds as if it was
played on a kazoo that we don’t seem
to care—or even recognize—that tele-
vision finally is capable of exercising a
true high-fidelity voice.

The potential has always been there:
when regular commercial television
broadcasting was authorized in the
United States in 1941, it was given a
full-fidelity sound channel whose fre-
quency response was equal to that of
FM radio. The fact that we have failed
to capitalize on that potential probably
has to do more with psychology than
with anything else. The wonder of pro-
ducing a picture on a piece of plastic
furniture was so astounding that man-
ufacturers paid little attention to
sound. Nor did the public demand
quality audio. As television grew and
became accepted, it was overwhelm-
ingly a visual medium. Even in the
heyday of the variety show, the music
was incidental to the production num-
bers or the personalities involved, and
television stuck largely to familiar mu-
sic, letting viewers fill in the tonal gaps
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\merican television makes beau-

By DAVID LACHENBRUCH

from subconscious memory.

Some psychologists have even ar-
gued that the poor sound on television
enhances the picture. According to this
theory, television provides a relatively
low-resolution, smaller-than-life im-
age, and anything better than its tradi-
tionally mushy sound would upset the
viewer's video-to-audio balance and
destroy the illusion that the picture
actually is fifelike. In other words, a
crummy meal makes the dessert taste
better.

Thus an entire generation—that
famous television generation—grew
up with little or no appreciation of
good TV sound. Of course, this is the
same generation that spends perhaps
$1.5 billion a year for high-fidelity com-
ponents, plus more than $2.5 billion
for audio tape recorders and another
billion for self-contained phonograph
systems.

()ff to a bad start, television
sound suffered three decades of
neglect. The sets weren't alone in be-
ing at fault. When the American Tele-
phone & Telegraph Company connect-
ed the Nation's television stations into
networks—first via coaxial cable and
later by microwave—the soundtrack
was carried separately on a standard
telephone line, capable of the same
frequency response as network AM
radio: that is, up to five kilohertz, only

one-third the capability of an FM radio
station, with all of the high notes
clipped off.

Because of the tin-eared characteris-
tics of the network lines and the even
more limited capabilities of most TV
sets, networks and local stations de-
veloped sloppy audio habits. After all,
who was listening? Through most of
the 1960s and '70s, television sound
was atrocious, even at its best—when
transmitted directly from the key sta-
tion of the originating network without
even going through the signal-chop-
ping telephone line. Hobbyists in New
York who hooked good VHF tuners to
their hi-fi components often could hear
camera cables being dragged across
the studio floor.

Although television manufacturers
often took more than their share of the
blame, they didn’t help much, either. A
cost-saving system in some sets, called
intercarrier sound, which amplified
both audio and video, often added
hum and buzz of its own. Actually, the
sound passed through the network
lines, although it had all of its high
notes clipped off, was capable of fairly
decent bass rendition. But a booming
bass can distort and unbalance the
sound when there are no high notes
present, so most television manufac-
turers filtered out the low notes to
provide a "balanced,” but extremely
limited, sound. continued






Although the broadcasters blamed
the set-makers, the set-makers blamed
the broadcasters and everybody
blamed the telephone company, tele-
vision's first 30 years were marked by
sporadic attempts to break the cycle
and improve sound quality. Occasion-
ally networks would spruce up their
audio systems, and every now and
then a TV-set manufacturer would pro-
duce a mode! designed to make a seli-
ing point of better sound reproduction.
Although a vocal segment of the public
has always been given to complaining
about the poor quality of TV sound,
these efforts fell on tone-deaf ears; the
sets with good sound cost more than
standard sets, and they flopped re-
peatedly. Americans with thousand-
dollar stereos in their homes refused
to kick in an extra 50 bucks for a TV that
could distinguish a flute from a snare
drum.

Then too, the way television sets are
sold has repeatedly militated against
any efforts of manufacturers to add
better audio capability. The customer
generally chooses the TV he’s going to
live with for the next seven to 10 years
by comparing pictures on a group of
sets in a big showroom, with the sound
turned off.

The inadequate quality of our dron-
ing video voice quite probably has
shaped the nature of programming
itself. Television simply is not a8 musi-
cal medium, and true musical pro-
grams have become rarities. Talk, on
the other hand, is usually comprehen-
sible, so that’'s what we get—action we
can see and talk we can understand
(except when the background music
drowns it out on sets that can't even
distinguish between music and voice).
The scarcity of musical shows, once
cited as an excuse for maintaining the
institution of poor sound, actually may
be the resuit of that tinny audio. An-
other vicious cycle.

\Tow the good news: a// the vi-
4 W cious cycles of sound have been
broken. Television now promises to
become a true hi-fi medium—thanks to
communications satellites, the phone
company, Japan, the set-makers, PBS
and the commercial networks.

The Public Broadcasting Service
(whose former vice chairman, Hartford
Gunn, once called television "a beauti-
ful young lady with an ear trumpet”}
has always presented more musical
programs than ail the commercial net-
works combined and lobbied untiringly
for better audio. At great cost, it occa-
sionally has proven the value of good
sound to television by presenting si-
muicasts of musical programs, using
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FM stations to carry the sound in ster-
eo. (On infrequent occasions, the com-
mercial networks also have experi-
mented with simulcasts.) In the mid-
1970s, PBS decided to interconnect its
member stations by space satellite in
place of land lines of the type operated
by AT&T. Although it wasn't the princi-
pal consideration, one of the benefits of
satellite transmission is its ability to
carry a high-fidelity sound channel—
mono or stereo—matching FM radio’s
capability of conveying the full fre-
quency spectrum out to 15 kilohertz.
Possibly by coincidence, but prob-
ably because of the potential competi-
tion from satellites, AT&T in the late
1970s modified its nationwide micro-
wave network circuits with a technique

TV set-makers had
been burned before in
their attempts to use

sound as a selling

point

called diplexing, which, in effect, folds
the sound into the video channel,
eliminating the use of a separate tele-
phone line to carry TV's audio. Not
only does this arrangement permit the
transmission of the full FM frequency
spectrum of 15 kilohertz; it also makes
possible an easy conversion to stereo
if the need should arise.

That leaves the TV-set manufactur-
ers. About the time AT&T got its con-
version under way, many set-makers
took a serious new ook at television
sound. One of them, General Tele-
phone & Electronics Company (GTE),
which makes Sylvania and Philco sets,
surveyed a large sample of consumers
on attitudes toward TV sound. A big 90
percent responded that they'd “defi-
nitely” or “probably” pay a premium
of $125 for a console television set with
a buiit-in high-fidelity sound system,
and 70 percent indicated they'd be
willing to buy a $300 adapter kit to
convert their present set to hi-fi.

Seeking to capitalize on TV's new
capability, U.S. Pioneer Electronics in
1978 introduced a new component for
home high-fidelity systems: a tuner

designed to bring in television’s audio
with maximum quality. It was consid-
ered a natural, and even spawned a
competitor or two before the disap-
pointing results came in. The public
simply wasn‘t willing to put its money
where its ear was.

I elevision-set manufacturers
had been burned before in their
attempts to use sound as a selling
point, but now they foresaw demand
growing out of the better audio avail-
able as the resuit of the new network
transmission facilities—and they final-
ly took a headlong plunge. Crash pro-
grams short-circuited the usually
lengthy television-set design cycle,
and the “new sound” models started
appearing in good quantities last year.

The set-makers generally upgraded
the sound in many of their sets by
using higher quality parts and better
speakers. Almost every one of them
also added a couple of showcase mod-
els whose audio amplification systems
were completely separate from the
video circuits. Some of these sets have
audio amplifiers powered at a respect-
able {for television) 10 or 12 watts, with
two- or three-way speaker systems (for
better reproduction of treble, mid-
range and bass notes) in acoustically
designed enclosures, and separate
bass and treble tone controls. These
systems may not qualify as genuine hi-
fi, but they certainly put out far better
notes than the raspy 3-inch speaker
hooked to the one-watt amp.

Some manufacturers are going a
step further and adding “simulated
stereo.” This effect usually is accom-
plished by dividing the sound into two
different bands of frequencies and
channeling these into different speak-
ers on either side of the screen. The
technique is similar to that used in
“rechanneling’’ old monophonic mas-
ter recordings for stereophonic repro-
duction. Quasar has offered this type
of system on some of its sets for sever-
al years without generating much con-
sumer enthusiasm; RCA added it this
year. Tatung, a Taiwan-based manu-
facturer, is equipping all of its 1981-
model color sets for this stereolike
effect, but they must be connected to
home stereo systems to achieve it.
Sony follows a different approach, us-
ing a special circuit to achieve a split-
second time delay between the sound
from the left and the right speakers.

The sound barrier still hasn't been
broken, but TV sets this year are enter-
ing the second phase of the better-
audio program: the addition of audio
output jacks to the back of the sets so
they can be plugged into home stereo



systems. This relatively low-cost ap-
proach to realizing the new good vibes
from TV is expected to spread rapidly
over the next year or two, until it's
present in almost all new living-room-
sized models—great news for people
who have a hi-fi and a TV in the same
room. For those who haven't, Sylvania
offers a one-piece, accessory amplifier-
speaker with reasonably good fidelity,
which can be plugged into the TV set’s
audio jack; at $90, it's priced consider-
ably below the $300 surveys found so
many consumers willing to spend.

If you're in the market for a new color
set now and want to be able to hear as
well as see, you're advised to audition
prospective candidates by ear as well
as eye. If it will be convenient for you to
plug the set into your hi-fi, you have a
low-cost path to good sound by buying
a set with an audio output jack. Bear in
mind that this involves a little incon-
venience—you’ll have to turn on both
the TV and the hi-fi (keeping the TV
sound turned down} every time you
want to get good sound from your TV.

,\s to television sets with im-
4 proved sound built in, there are
now a few worthy options, with plenty
more on the way. To get really high-
quality separate sound-amplification
systems, you’ll have to stick with 25-
inch consoles for the time being. Mag-
navox has 12-watt audio amplifiers in
some of its consoles, seven-watters in
others, with separate treble and bass
controls and three-way speaker sys-
tems, Zenith provides a 10-watt ampli-
fier, four speakers and separate con-
trols in its top-priced sets. Quasar has
eight-watt amplifiers and pseudo-ster-
eoinits new Audio Spectrum Sound !l
series with double speaker systems.
Sony uses not one but two audio am-
plifiers in its super-deluxe, pseudo-
stereo 26-inch console, but this comes
at the rather high list price of $1250.
Sylvania offers consoles with eight-
watt amplifiers, vented-port speaker
systems and beefed-up cabinets to im-
prove the sound. If you want some-
thing with a smaller screen, you'll have
to settle for a little less in the sound
department. Sanyo has a couple of 19-
inchers with audio-quality amplifiers,
and Magnavox has increased ampiifier
power and put better speakers in all its
19-inch sets. RCA's Dual Dimension
Sound pseudo-stereo is available in
one 18-inch set as well as in a 25-inch
series. Next year, there should be too
many improved-sound models to list.

Beyond good sound may lie stereo-
phonic sound. Many of Japan's televi-
sion stations have been broadcasting

on dual-sound channels for more than
a year, and there have been brisk sales
of television sets with built-in stereo,
as well as stereo adapters for older TVs
and TV-stereo tuners for hi-fi systems.
The Japanese system permits the
transmission of dual-language sound
tracks in addition to stereo. Because of
the increasing sales of dual-sound TV
receivers, Japanese manufacturers
are now building two sound channels
into home videocassette recorders
that can be attached to TV sets.

The mere existence of stereophonic
television in Japan is spurring work
here. Japan-based TV-set manufactur-
ers are influential in this country and
are gaining broad experience in the
manufacture of stereo-sound sets.

If all goes well,
stereophonic
television
broadcasting might
begin as early as late
1982

Naturally, they'd like to see the econo-
mies of large-scale tooling and manu-
facture to help keep costs low—and
they'd love to bring another genuine
innovation to American TV,

In the United States, the FCC has let
it be known it's interested in better
sound for television. An industry-wide
engineering subcommittee of broad-
casters and transmission- and receiv-
ing-equipment manufacturers, under
the auspices of the Electronic Indus-
tries Association, has been meeting for
more than a year to explore all pro-
posed technical standards, with the
goal of recommending a single system
of muitichannel television sound to the
Commission.

The subcommittee currently is test-
ing three proposals for multichannel
sound specifications at the Matsushita
Industrial Corporation plant in Franklin
Park, lll., as well as companion tech-
niques to improve sound dynamics
and expand the reception area for
good sound. The timetable calis for
completion of work and a recommen-
dation to the FCC before next spring. If
all goes well, stereophonic television

broadcasting might begin as early as
late 1982.

Although the networks are high on
multichannel sound, they’re probably
more interested in its dual-language
aspects than in stereo—broadcasting
in Spanish and English simultaneously
could sharply increase their audi-
ences. However, PBS has long been an
exponent of music stereo, and it's ex-
pected that the commercial networks
will add stereo to musical specials (and
to movies originally made with stereo-
phonic sound) virtually from the start
of the new service.

I he emerging videodisc market

also is expected to have a posi-
tive effect on the market for good
sound in general and for stereo in
particular. Two of the three existing or
proposed videodisc systems are being
introduced with stereo capability from
the start, and the third (RCA Selecta-
Vision} will catch up in future models.
Optical disc players being sold by
Magnavox and Pioneer can reproduce
stereo right now and are designed to
be channeled into either a television
set or a home stereo system. Stereo-
phonic videodiscs are already on the
market, and disc producers are prom-
ising a lot more where those came
from.

Videocassette recorders, too, are ex-
pected to sprout stereo sound, since
they’re all made in Japan and dual
sound is an increasingly popular fea-
ture there. One model, recently intro-
duced by Akai, can accommodate two
separate soundtracks; although no
American TV set can yet make use of
this feature, a TV could reproduce e/-
ther track in the case of bilingual tapes
(for stereo, the recorder’s sound output
can be fed to a home music system).

Broadcasters and set manufacturers
still face the problem of selling stereo-
phonic sound—or, indeed, good
monophonic sound. So far, even con-
sumers who insist they’re dissatisfied
with TV's current groaning, buzzing,
lo-fi sound track have stayed away
from the new better-sound sets in
droves. It's obvious that many of them
simply don’t believe the manufactur-
ers’ claims, and for good reason: re-
tailers have been lax in pushing sound
as a "feature,” and many prospective
buyers simply haven’t heard about the
sound revolution. This situation
should change with the advent of mul-
tichannel TV audio, which will no
doubt be accompanied by a heavy
drumbeat of helpful publicity.

So take heart. Even if nobody knows
it yet, good sound is here—and even
better sound is coming. (@
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Alien. One of 300 Magnetic Video titles. Instead of being
bored stift with what's on TV tonight, why not be scared
_«_ . stiff with our new videocassette, Alien. It's consid-
= ered to be one of the most suspenseful futuristic

' thrillers ever produced.

And Magnetic Video has the largest collection of
videocassette movies ever gathered. In additi -_~:"
= to Alien, some of our new releases in
a4 All That Jazz, Breaking Away, Norn
Rae, The Rose, The Muppet Movi ’ :.0

and An Unmarried Woman. And all :

of Magnetic Video's 300 releases “g /
are available in both Beta Il and
VHS formats.

> 7 4

ﬁ‘. .
. So if you want your TV programming
ﬂum\ to be out of this world, head

out to your Magnetic Video

dealer. He can help you -~ T
T (&

color catalog of our titles, write \ ' _
to: Catalog Dept., Magnetic Video

Corporation, Farmington Hills, Mich. 48024,

Y4

again. For a free 24-page
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“Freud says somewhere that the only
happy men are those whose boyhood
dreams are realized.”—Carl Sagan, in
“The Cosmic Connection”

T here are five viewing screens on
the bulkhead in front of us, more
on the control console, still
more on the bank of electronic ma-
chines 10 our right. Men and women
crouch in the darkness, their tense
. faces reflected in gleaming surfaces of
plastic and metal, their attention rivet-
ed by a vision of bright galaxies ahead.

A supernova flares in a galactic spi-
ral arm. “It's tearing!”’ a man says in
alarm. “"Never make it home,” replies
| another, mumbling something about
time-code-base carrection. A screen to
the right shows our ship plummeting
toward a blue planet, flashing through
clouds, disappearing in a burst of
light—from which appears the silhou-
ette of a samurai warrior.

Paul Preuss is the author of a science-fiction
novel titted “The Gates of Heaven.” He is
also a television producer and lives in San
Francisco.

-

.

<

IA-

A samurai warrior?

Yes. This is not the bridge of a space-
ship but the shiny new one-inch-video-
tape editing facility at KCET in Los
Angeles, and the cosmos we see
through our viewing screens is in fact
Cosmos, the stunningly beautiful 13-
episode science series from KCET and
Carl Sagan Productions, which is now
appearing on public television Sunday
nights.

Cosmos is Carl Sagan’s personal
journey, recorded on both film and
videotape, through space and time.
Much of the trip is made in a “ship of
the imagination” that travels the uni-
verse at the precise speed of thought,
now quick as a wish, now slow as a
good conversation. In the first episode
we start our trip from "The Shores of
the Cosmic Ocean”; this program and
the next few keep us close to home,
looking at the evolution of life on Earth,
learning the truth about Venus, Mars
and the other planets, and listening to
some “Travelers’ Tales,” the title of
episode 6. Later, as we move away
from the solar system, we peek into

r- creatm& thelr evocative

:-msnons of the Universe
o By FAUL'PREUSS




“The Lives of the Stars’” (episode 9)
and eventually reach "The Edge of
Forever” {episode 10}—then go inside
the human brain for an inquiry into
“The Persistence of Memory” (epi-
sode 11). In the final episode we come
home again to ask, "Who Speaks for
Earth?”

l n real time and space, the journey
has already taken three years, sent
two film crews around the world, em-
ployed many of Hollywood's best spe-
cial-effects experts, and consumed a
budget of $8 million (and then scme).
Cosmos engages the mind as well as
the eye and ear, entertaining, teaching,
and not infrequently inviting an argu-
ment. It may be such a good show
precisely because the people who
made it have been passionately argu-
ing for it and for their personal visions
of what it could be almost from the
beginning. "'Science is a human en-
deavor,” Sagan continually reminds
the viewer, an enterprise filled with
beauty, laughter, pain and hope; Cos-
mos conveys these qualities better
than any series |'ve seen—both in its
content and in the circumstances of its
creation,

| find myself in the videctape control
room because the producers have giv-
en me the extraordinary freedom to
poke into whatever | find interesting,
on the perhaps optimistic presump-
tion that as a fiilmmaker and science
buff myself | will be able to correctly
interpret what | see. As the big moni-
tors fade and the lights come up, the
samurai continue to do silent battle on
smaller screens to the side; they be-
long to a different episode being
worked on elsewhere in the studio.
Later, | will learn the surprising con-
nection Cosmos makes between these
ancient warriors and the principles of
biological evolution. After a brief dis-
cussion, tape editor Roy Stewart is told
that the show on cosmology ("“The
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Edge of Forever”) is "locked for vid-
eo.” The decision is made by Adrian
Malone, executive producer and series
director, late of the BBC. It no longer
surprises me to hear Cosmos speak
with a British accent, off-camera; sev-
eral of the key production people are
products of the "Beeb,” the English
universities, or both.

From Greg Andorfer, Cosmos
project director for KCET, and
from Sagan’s business partner Gentry
Lee, | learned how Cosmos took the
first steps from imagination to reality.
Lee was director of science analysis
and mission planning for the Viking
Mars landings. He'd seen there how
Sagan, who was also involved in the
mission, could convey a sense of pur-
pose and excitement to a group of
scientists and engineers, and he was
fired by the idea of getting Sagan to
inspire the general public about sci-
ence through the mass media. He and
Sagan decided to form Carl Sagan Pro-

continued on page 84

In Cosmos, Car/ Sagan uses the device of
a spaceship (above) to explore the
universe. Among the places he “visits”

is Titan, one of Saturn’s moons, a
representation is shown on the previous
two pages. Scenes from the making of
the series appear on the opposite page,
clockwise from top left: A Viking Mars
landing is replicated in Califorma‘s Death
Valley; Jim Dow of the Magicam model
shop poses with a re-creation of
Alexandria‘s ancient library, which Sagan
“walks through" with the help of
Magicam's special effects; the similar
appearance of crab shells and samurai
warriors' faces illustrates the principles of
biological evolution, fireworks raining
down on a California beach help Sagan
convey an image of “stars like grains of
sand”; in a historical vignette, astronomer
Johannes Kepler is played by Czech actor
Jaromir Hanzlik; and Magfcarm model-
maker Richard Thompson creates a
representation of a DNA molecule.
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What's Missing from'T\'’s

Though potentially great theater, these confrontations—in the eyes

reference works, debate is a
literary form, popular in the
Middle Ages, in which dialogue takes
place between two persons represent-
ing different points of view on philos-
ophy, theology, love or dogma. Debate
blossomed in the 13th century with a
Middle English poem called “The De-
bate of the Body and the Soul.” A dead
man is destined for hell. Along the way
his body and soul argue: which one is
responsible for this dismal trip?

In a sense, the original “"Body and
Soul” could be a primer for reviewing
televised Presidential debates, which
are about to descend upon us. Presi-
dential debates, carried by the three
commercial networks and PBS, are as
remote from medieval literary forms
as the transistor, But the candidates,
Democratic, Republican—and this
year possibly Mr. Anderson—will all
agree on one point: the other guy, if
elected, will take the country on a four-
year trip to hell.

I don’t know about that. I'm begin-
ning to believe in a system that sur-
vived Vietnam and Watergate in suc-
cession. As a matter of fact, I'm not
even sure about hell. Perhaps it is an
eternity of boredom. If so, and form
holds true, these next debates will give
us a satanic taste of tedium.

Nothing innately militates against
eliciting modern excitement from the
medieval form. Adversaries confront
each other. They attack. They respond.
They challenge. They use all they have
of logic, wit and rhetoric. We are
aroused, amused and possibly per-
suaded. Or so we hope. At the first
announcement that John Kennedy
and Richard Nixon would debate in the
autumn of 1960, we reacted with the
clear anticipation one feels before two
powerful heavyweight sluggers fight.
But do you remember what we actual-
ly got to see?

A handsome, nervous Kennedy
threw out jabs about the missile gap,
which meant that the Soviet rocket
program was ahead of ours. A soft-
voiced, dark-jawed Nixon led with light

\ccording to one of my favorite
A

Roger Kahn is the author of “The Boys of
Summer” and the recently published novel
“But Not to Keep.”
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By ROGER KAHN

flicks about Quemoy and Matsu, two
coastal Chinese islands whose safety,
he said, was important to Taiwan. With
Kennedy's election, the missile gap
vanished. In Nixon’s time of power, he
neglected Quemoy and Matsu and
flew to Peking. Both candidates of 1960
were cautious. Nobody landed a tell-
ing blow. The only individual knocked
out was Nixon’s makeup man, who
had failed to put enough pancake on
the dark jaw. We had come a long way,
not necessarily forward, from “The De-
bate of the Body and the Soul.”
Presidential politics is men, ideas
and sometimes eloquence. It is also
staffs—of thinkers, typists, polisters,

ghosts, publicity men and their com-
puters. Televised debate is living the-
ater. It also should be spontaneity. But
pollsters, ghosts, computers and the
rest create a process as spontaneous
as arson. | look for spontaneity in can-
didates. Spontaneity and eloquence,
which bespeaks a lucid mind, and
strength, and—most important—hu-
manity.

l n the summer of ‘64, when the
Republicans nominated Barry
Goldwater, ) suddenly found myself
assigned to write 5000 words about an
obscure congressman from upstate
New York named William Miller, Gold-
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Presidential Debates

of a famed writer— are usually as spontaneous as arson

water had anointed Miller to run for
Vice President. We met in a duplex
suite at the San Francisco Hilton, and |
mentioned Poland. In 1964, Polish
leaders were trying to move out from
under the suffocating Moscow blan-
ket. “Doesn’t the Polish stride toward
independence suggest that commu-
nism is something other than a mono-
lith?”

Miller blinked and said, “You're ask-
ing me about Poland?”

“Yes.”

“Right. The captive nations issue.
The brave people of Eastern Europe
must never be abandoned. .. .”

“But I'm not asking about captive

nations, Mr. Miller. The Polish teaders
want some independence within com-
munism. Doesn’t that suggest that
communism has many faces, many
stresses?’”

Miller’'s visage darkened and he
looked about. No position paper had
prepared him for this question. He
seemed to want to utter something
profound. “Communism is evil,”” Mill-
er said. “What else do you want to
know?"’

In 1968, | was writing about the
movement to dump Lyndon Johnson
when Eugene McCarthy appeared in
the old caucus room of the Senate
Office Building and announced his

solitary candidacy. | met him several
weeks later in a small suite at the Plaza
Hotel in New York. "If your movement
fails,” | said, "won't Johnson go after
you?”

“How?" McCarthy asked.

“Audit the hell out of your tax re-
turns.”

McCarthy smiled. “They‘re well doc-
umented.”

“Well, however this particular Presi-
dent would go after this particular sen-
ator.”

"“You don’'t understand Lyndon,”
McCarthy said. “He doesn’t waste time
in the name of vengeance. What will
happen if we fail is that | won't be
invited to White House parties. They're
tedious anyway.”

“But it's not just Johnson. You're
fighting the entire Democratic estab-
lishment.”

“Near the end of his life,” McCarthy
said, “Dylan Thomas remarked that his
own survival now mattered |ess to him
than the deaths of certain friends. Well,
we both know Vietnam, and | tell you
my political survival matters less to me
than the deaths of other men.”

I gulped.

McCarthy rose and punched me
lightly in the shoulder. “if you want to
get heavy,” he said.

Barry Goldwater stumped the
country with four speeches
someone else had written. One argued
that the Social Security system as cur-
rently structured would bankrupt itself
within 10 years. Another told us that
our wives and daughters were no long-
er safe on the sidewalks largely be-
cause the Earl Warren Supreme Court
encouraged criminal violence. Gold-
water’'s campaign was remarkable for
monotony until one night at the bas-
ketball arena of the University of North
Carolina. The hall was loud with radi-
cals of the right—Southern rightists—
and Strom Thurmond, who introduced
Goldwater, roused them with a bril-
liant, ranting speech. The crowds
roared and chanted. A race riot waited
to be born.

Goldwater stepped to the micro-
phones, looking embarrassed, and
read speech A, about Social Security.
By the time he finished the crowd was

continued on page 93
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AStar LM

Sure, Mare Winningham has talent, but her success will depend
largely on some calculated business decisions

of the patrons are not famous, but

merely San Fernando Valley sub-
urbanites still discussing the old
Southern California get-rich-quick
scheme—pyramid parties—over mat-
zo ball soup. Jerry’'s is not a show-biz,
star-watching hot spot; its main claim
to fame is its proximity to a pink-and-
orange bowling alley that Valley locals
call "Teeny-bopper Heaven.” But
things are picking up. Here comes
Mare Winningham, 21 years old and
well on her way to becoming a TV
superstar of the 1980s.

Few of Jerry's regulars pause in their
spooning and gabbing to watch' the
arrival of the actress whose perform-
ance as a teen-age hooker in ABC's
TV-movie “Off the Minnesota Strip”
was called “extraordinary” by The
New York Times. Then one of the deli's
countermen spots her, grins, waves
and vyells, “Hi, hookie.”

Even though she is poised for star-
dom, Mare Winningham’s lifestyle is
low profile. ""I'm not sure I'm supposed
to say this,” she says, “but this whole
star-making thing is crazy. | just want
to move audiences with my perform-
ances. But if | get caught up in the
fame and the Hollywood BS, I'll just be
in the same tornado as everyone else
in this town.”

Yet the process for bringing her
fame has begun. Ask anyone in Holly-
wood. First of all, people sense some-

Alan Cartnal is a free-lance writer based in
Southern California and the author of the
book “California Crazy,” to be published in
January.

l t's high noon at Jerry’s Deli. Most

By ALAN CARTNAL

thing new about her. In casting lan-
guage, that means she’'s got
“individuality.” Or, in marketing lan-
guage, that she’s easily “identifiable,”
meaning that no one could mistake her
for any other actress. Not that anyone
says she’s the next Meryl Streep. Or
the new Kristy McNichol. The only
thing she has in common with Bo
Derek is that they both live in Southern
California.

Winningham has the right style and
skills for this particular moment in Hol-
lywood star-making. “"We think we've
struck oil,” says one ABC executive.
"Mare just might possess the magic
that sets her off from the hundreds of
Farrah and Cheryl and Suzanne clones
pouring into Hollywood right now.
Look what happened with Peter
Strauss. He came off of Rich Man, Poor
Man and could have asked for any-
thing. He could have made deal after
deal. Instead, he held out for quality.
Mare has the same instincts. Audi-
ences are already being primed to ex-
pect that anything she appears in
stands for quality and will be a break-
through event for television. That
makes stars.”

rl‘ he betting is that viewers, tired
of last year's blonde, are cur-
rently rooting for talent. At least, that's
the theory being put to work in the
drive to make Winningham a star.
There are those who view Mare’s rise
as nothing more than the old Holly-
wood hype, with a new twist thought
up by the Machiavellian men in the
towering buildings: sell Mare Win-

ningham as quality-—even if she’'s had
very little theatrical training.

"TV stars are just like racehorses,”
says Winningham’'s agent, Meyer
Mishkin, the man responsible for the
successful careers of Lee Marvin, Rich-
ard Dreyfuss and Gary Busey. “It's all
in the grooming. I'm using every trick
I've learned in the last 50 years of
grooming stars. The fact that she’s not
from the New York stage doesn't both-
er me. This is the ‘80s. Where are the
stars coming from? Television. It's re-
placed summer stock as the launching
pad for stardom.”

l ;ut how do you launch a dramat-
ic star from TV? In the past, for
Carol Burnett and Mary Tyler Moore,
among others, the route was through a
lead role in a series. With Mare Win-
ningham, however, they are building a
female dramatic star from scratch.
That requires guidelines that have nev-
er been tried before. Rules such as:

1. The Only-the-Best Principle: Sur-
round a newcomer with the best co-
stars, producers, screenwriters and—
especially——directors. This is also
known as the Rub-Off Principle, be-
cause with talent like this surrounding
the kid, how can she miss?

2. The For-Once-the-Critics-Count
Principle: Who cares what The New
York Times thinks of the Fonz? But,
with a dramatic star, critical acclaim is
important.

3. The Super-Agent-Is-All-Impor-
tant Principle: This is not a case for an
agent who specializes in sex bombs.
The agent should know how to nurture
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talent, to turn an actress into a major
award-winner. Very important.

4. The Talent Principle: In all public-
ity, etc., the star’s talent as an actress
should be stressed, not her looks. Also
known in some circles as the Sudden-
ly-Networks-Realize-That-Not-All-
Women-Are-Sex-Objects Principle.

5. The Bottom-Line Principle: If all
the above do not produce ratings, can-
cel all the above. Still the ultimate
principle.

But audiences do seem to re-
spond to Winningham and she
certainly has come along at the right
time for a dramatic star buildup; a time
when the networks are feeling fierce
competition from cable TV, when net-
work TV viewing is down and when
women executives are clamoring for
significant drama on television. And so
here comes Mare Winningham, who
was discovered playing Maria in a
Chatsworth, Cal., 1977 high-school
production of “The Sound of Music.”
She has just spent two years playing
serious bit parts on TV and has demon-
strated particular skill in a meaningful
ABC TV-movie, "“Special Olympics,”
about handicapped children. Now she
is being brought along carefully and
selectively for just this moment inTV.

“It's like a modern fairy tale,” says
Winningham. "All these people that
the world sees as ogres—network
executives and Hollywood big shots—
are all ganging together to make
something new happen on television. |
mean, I'm supposed to have to kick,
scream and crawl on my knees to get
quality work on television. And they're
dropping it in my lap.”

Yet even though she is rising faster
and easier than an actress trained in
the School of Hard Knocks, Winning-
ham realizes that her star is nowhere
near its zenith. One day when she ar-
rives for a meeting at her agent’s Sun-
set Strip office in Hollywood, she no-
tices that in the reception area there are
no women'’s pictures displayed among
the large, glossy photographs of big-
time clients. Two weeks later she re-
turns for another appointment. in her
hand is an unglossy 8x10 publicity
photo of herself. She cuts it in half and
hangs it between portraits of Lee Mar-
vin and Richard Dreyfuss. “] may be
only half a star now,” says Win-
ningham, “but someday I'll be up there
with the big boys.” Mishkin gives a fa-
therly laugh and says, “This only goes
to show you what a cutup Mare is.”

Mishkin may joke about his client’s
prankster side, but he takes his role of
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piloting her career through the Holly-
wood shoals very seriously. Under his
guidance the buildup is begun. First,
she is surrounded with talent. She
soon works opposite Dennis Weaver in
the big ABC TV-movie ""Amber
Waves,” and with Hal Holbrook and

In “Amber Waves,” as in coming parts,
Winningham is surrounded by talent,

ee I'm supposed to have
to crawl on my knees
to get quality work on
television. They're
dropping it in my lap. @

Michael Learned in “Minnesota Strip.”
And she gets to work for quality direc-
tors (Joseph Sargent and Lamont
Johnson) and producers (Meta Rosen-
berg and David Chase).

But it’s not enough just to work with
such talents; you've got to impress
them. And Winningham does. “| have
never seen an actress so young and so
good and so knowledgeable about act-
ing,” says Hal Holbrook.

It also helps to receive an Emmy
nomination and critical acclaim. The
producers of “Minnesota Strip” push
her for an Emmy after a New York
Times critic writes of her performance:
“Throughout ‘Minnesota Strip,’ Miss
Winningham gives an extraordinary
performance, an almost frightening
slice of life. Coming on top of her
affecting portrayal of Dennis Weaver's
daughter in ‘Amber Waves,’ this ap-

pearance establishes Miss Win-
ningham as a young actress of formi-
dable ability.”

And Winningham proves she can
get ratings. Her TV-movie about teeny-
bopper ladies of the night comes with-
in one point of some very heralded
competition, the NBC presentation—
within weeks of its Oscar—of the theat-
rical film ““Breaking Away.” Notice is
taken. Deals are made. ABC signs Win-
ningham to a two-picture contract.

q he agrees to take a character role
A_Yin a TV-movie featuring Lee Rem-
ick and Colleen Dewhurst—an adap-
tation of Marilyn French’'s "The Wom-
en’s Room,”” scheduled for fall
broadcast. This is a very good move. It
demonstrates that, though a rising star,
Winningham isn‘t afraid to accept a
quality supporting part. Once again,
her name is linked to class and she wiill
learn from two giants of the acting
profession.

Most important, however, is receiv-
ing the support of the network execu-
tives. You either fit into their pattern
for the future of television or you be-
come /ast year's hot young thing.
Mare Winningham fits.

“She has no idea how good she is,”
says Leonard Hill, vice president, mov-
ies for TV,- ABC Entertainment, who
supervises 30 films a year. “Mare is not
a star in the Old Hollywood sense.
She's not like Lynda Carter, who is
heavily into the old star system and
won't even look at a script unless
there’s a quarter-of-a-million-dollar
deal or [her husband/manager] Ron
Samuels is hired as her executive pro-
ducer. Mare is part of a new Hollywood
and is desperately concerned with the
excellence of her material. She will
sacrifice considerable numbers of dol-
lars to find interesting projects that
develop her as an actress.”

So far, so good. With the support of
the ABC brass, Mare reaches for the
big leagues. She becomes part of an
elite group, those in the top two per-
cent of the Screen Actors Guild.
(Translation: she now makes more
than $50,000 a year.) And as her mar-
ket value rises, the movie studios be-
gin calling. Universal. Columbia.

Winningham, however, signs for an
off-the-wall New York film production
called “The Paul Simon Movie.”
Again, a good choice. Perhaps rock
star Simon’s movie can bring Win-
ningham the same fame Woody Al-
len’'s offbeat "Manhattan” brought
Mariel Hemingway. The gamble is
slight—Winningham gets supporting



billing, so even if the film flops, she
can't be blamed. Meanwhile, Simon
introduces her to New York theater
and film insiders, and his fitm forces
her as an actress to take a step on the
big screen that she can’t on the small
one—she does a semi-nude scene.
"That was hard. HARO!" she roars.

Winningham does seem to have dif-
ficulty adjusting to her sexuality being
publicly tapped as part of a dramatic
rendering. On the June evening when
"Off the Minnesota Strip” is broadcast,
her entire family is gathered around
the television at her parents’ house in
Northridge, Cal. (She lives nearby,
alone, in a rented and decidedly mod-
est home.) At the movie's end, every-
body but Mare Winningham ap-
plauds—she is on the floor, hiding
under a pillow.

"The hardest lines for me to hear
around my family were about my be-
ing sensuous in this part,” she recalls.
“Hey, they know me as Mare, the for-
mer tomboy. When | first started mak-
ing the acting rounds, | never got the
gorgeous-girl roles. | never saw myself
like that at all. But here | am being sexy
on coast-to-coast television.”

The day after “Minnesota Strip” is
broadcast, Winningham is at a Linda
Ronstadt concert. She walks up to a
refreshment stand to get a beer. A girl
in the crowd comes rushing up. She is
dressed like the teen-ager Win-
ningham played in the TV film. “Oh,
my God!” the stranger begins yelling.
“You're that girl. Aren’'t you? The girl
on TV?” Then she yells even louder:
“Good. GOOO!” The fan asks for an
autograph. Winningham obliges—
then asks for the fan’s autograph.

“That incident is so Mare Win-
ningham,”” says one of her best
friends. “It's that wvulnerability that
people love. When Mare is on the
screen, every man or woman can ex-
perience what it’s like to be looking for
the love that we all want in life. Off-
screen, what can | tell you? She plays
football. She hangs out in delis, study-
ing characters. She just wants to show
how ordinary people are beautiful.”

I o ensure becoming a superstar,
an actress needs two things.
They are not a Mercedes 450SL or a
Gucci handbag. Her first need is a big,
smashing hit. (Example: Meryl Streep
in “Kramer vs. Kramer.”)} The second is
the cover of Time or Newsweek. It
helps with both goals if she has the
support of the media, and Win-
ningham clearly has the natural flair to
obtain it. She not only possesses off-

beat good locks and precocious acting
inteltigence, but during the reporting
on this story, she displays a zestful
aptitude for banter—a talent that is
marketable on the talk-show circuit.

Examples: Were you popular in high
school? “Yes. | was popular for odd

Winningham was embarrassed to hear
lines about her being sensuous in “'Off
the Minnesota Strip. "

ee \When Mare is on the
screen, every man or
woman can
experience what it's
like to be looking for
the love that we all
want. ee

reasons. | went to my senior prom as a
gorilla. | was the kind of gir! who sat in
class and everyone thought was tough.
I'd say, "Yeah, well, what are you gonna
do about it?’ My classmates challenged
me to go on The Gong Show when |
was 16. | won. | won $500. At that time,
that was big money. You should have
seen me. | dressed up as this really
backward, awkward child with lots of
pimples and oily hair. | came out with
my guitar and the people started laugh-
ing before | did anything.”

What about the future? “Eventually |
want to be a singer. That's where my
heart is. | love rock-and-roll. But El-Lay
rock-and-roll. The kind of music you
listen to in your car and you are driving
down by the beach and suddenly you
realize it's great to be alive. | write all
the time at my house in the Vailey.
Some of my titles are "My Sweet-

heart” and “Meet Me in the Closet.”

ll ow would you describe your
family? “I've got the greatest
family. My father is chairman of the
department of athletics for Northridge
College in Southern California. A real
jock. My mother is a schoolteacher. A
real lady. | have three brothers and one
sister. A big, Catholic family. My real
name is Mary, but | changed it to Mare
because my dad called me Maré Bear
when | was 4. | got rid of teddy bears,
but | kept Mare.”

She may sound cloying, too good to
be true, but beyond those formidable
assets of looks and talent thereis still a
21-year-old stumbling across the
bridge between girl and woman.

It's Saturday night at Ou Par’s coffee
shop, another of Winningham's off-
beat hangouts. She is with her friends,
most of whom she knew in high school
or has met on the coffee-shop circuit.
They are attractive, young, some into
show biz, but most of them teachers
and college students. They discuss
everything from politics to draft
registration for women. Hollywood is
hardly ever mentioned. But Mare is
sad. She has just broken up with a
musician she had been dating for more
than a year. The relationship was im-
portant to her. This is not playacting.
This is real.

“I'm growing as an actress,” she
says to a friend over coffee. “But I'm
growing as a person, also. | guess the
thing I've learned about relationships
is that I've got to stop being so me-
chanical with men. I've got to stop
having to be the first to leave a party
because I'm the star. Or because I'm
afraid that people don‘t really want
me—Mare—hanging around. I'm
learning to stop acting all the time. And
I'm learning to stop sizing every other
woman up as if we were in competition
with each other. I've stopped kicking
my friends under the table if | see
someone who isn't ‘normal.’ I'm look-
ing for what's good in others, not the
flaws.”

So that's Mare Winningham. The
next big TV star. Everybody in
Hollywood says so. But she knows
Hollywood can serve you to audiences
as Miss Super-Hype, and she is wary of
the pitfalls, determined that her career
won’t be compromised by easy suc-
cess. “Everybody tells me what a star
is, but | think it's all changed,” she
says. “Give me arole that's a challenge
and it'll make me a star. I'm not going
to be Sandra Qee. I'm going to take
chances.” @]
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