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Preface

The Museum of Broadcast Communications is proud to continue its commitment to educat-
ing about, and providing a better understanding of, electronic media in our world with this
second edition of the Museum of Broadcast Communications Encyclopedia of Television. We
also continue our collaboration with Dr. Horace Newcomb as Editor of the Encyclopedia.
Dr. Newcomb is the Lambdin Kay Distinguished Professor for the Peabodys and Director of
the George Foster Peabody Awards Program in the Grady College of Journalism and Mass
Communication at the University of Georgia.

The first edition the Encyclopedia of Television was recognized throughout the world of
reference book reviewers, librarians, scholars, teachers, and students as a powerful addition
to their resources for understanding this most important medium. As an accompaniment to
the Arthur C. Nielsen, Jr. Research Center at the Museum, it makes a major contribution to
our ongoing educational mission. Television, as Dr. Newcomb writes in his Introduction, is
constantly changing. Our efforts, both at the Museum and in this important reference work,
mark those changes and look to the future of the medium.

The MBC is dedicated to preserving the history of television, analyzing its present state,
and assisting in shaping its future. This edition of the Encyclopedia of Television, completely
updated and containing almost 200 new entries, is central to those tasks. We believe it makes
a truly significant contribution and are pleased to collaborate with our new publisher, Rout-
ledge, in making it available to the public.

This second edition of the MBC Encyclopedia of Television will also usher in a new era for
the Museum. In 2006 the MBC will move into its new 50,000 square foot home on State
Street at Kinzie in downtown Chicago. At this new location, visitors will be able to explore
radio and television history in comfort. They will also be able to interact with our digitized
collection in the MBC Media Cafe. The digitization of the MBC collection began in early
2004. It will allow us to offer greater access to our archives, our public programs and our
seminars, both onsite and online at www.museum.tv. With extensive streaming content, stan-
dardized lesson plans for teachers, online exhibitions and our Flashback series of historic
events, the MBC website is on the “favorite list” of many television scholars around the
world.

Happy reading, happy browsing and please plan to visit us at our new home in Chicago in
2006

Bruce DuMont
Founder/President/CEO
Museum of Broadcast Communications
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Introduction to the Second Edition

This second edition of the Museum of Broadcast Communications Encyclopedia of Televi-
sion contains almost 200 new entries. Additionally, approximately 500 entries from the first
edition have been revised and updated to account for developments since 1997, including
changes in cast or other personnel, industrial developments, changes in executive ranks, se-
ries endings, or, in some cases, with the addition of new readings or other ancillary materi-
als.

As it was for the first edition, the selection of additional entries has been a difficult pro-
cess. Some new entries are included because they should or could have been placed in the
first edition. That is, their absence from that edition was an oversight. In most cases, how-
ever, they are here because they add depth and breadth to the overall attempt to represent
television in the fullest possible manner. Others, however, do reflect new developments in
the television industries, such as new programs, new companies, merged conglomerates, and
individuals who have risen to prominence.

Satellites, videocassette recorders, cable systems, and computers continue to alter the pro-
files and processes related to the medium of television. By the end of the century these tech-
nologies had all but obviated any necessity for the locally familiar transmitting tower, the
antenna, and even conventional forms of tuners and receivers. Regularized program sched-
ules had given way in most cases to an array of choices, even in regions where official agen-
cies still attempted to control access to televised content. Moreover, the shifts in technology,
with consequent alterations in economic underpinnings, and the power alignments accompa-
nying them, showed up new failures—shortcomings, really—in policies and legal arrange-
ments designed to monitor and rationalize the systems of broadcasting commonly thought of
as “television.”

Still, some aspects retain familiar outlines. The GE/NBC purchase of Vivendi Universal in
late 2003 was a clear example of old strategies of increased vertical and horizontal integra-
tion in the media industries. Whatever new technologies are applied in production or used in
transmission and reception, it was in the interest of the network to own a major production
facility, especially one that produced one of its “bread and butter” program franchises, the
Law and Order “brand” of television fictions. Moreover, that brand may be popular precisely
because it maintains “older” styles of narrative, marked by contained episodes in which fa-
miliar characters deal with issues of the day within a crime and punishment format.

In the case of both the more heavily revised and the many new entries, then, the variable,
mutable, strategically positioned definitions of “television” mentioned in the Introduction to
the first edition, including the most traditional as well as the more innovative, experimental,
or postmodern, come into play. One fundamental question can be framed in terms of degrees
of change: has “television” truly changed in less than a decade, or has it merely shifted
shape? And in either case, has the type and degree of control by corporate and state interest
or the type and degree of use by “viewers” and “audiences” been significantly altered? I have
no intention of attempting a firm answer to those questions. Rather, I call attention to a few
examples that could be fruitfully examined in such an attempt.

Xi




Introduction to the Second Edition

Xii

In the Introduction to the first edition, I noted the increasing use of personal video
recorders, digitally based devices for recording television programs from broadcast or cable
transmission. This topic is examined much more fully in a specific entry in this edition
(“Digital Video Recorder”), where William Boddy outlines the development of the devices
and explores some of the implications of their diffusion and uses. Interestingly, however, the
same devices are mentioned in numerous other entries on topics such as “Advertising,”
“Time Shifting,” “Programming,” and “Zapping,” among others. From discussions of dire
predictions to comments about ease of use, the significance of the device is demonstrated in
large and small shifts in our understanding of “television.” Is “television” in the U.S. the
same thing if commercials, so long a topic of anger, delight, scorn, and profit, are easily
avoided? Will the entire financial structure of the industries falter? Will producers be influ-
enced more directly by advertising agencies desirous of placing their products inside fic-
tional narratives? Such questions indicate that the personal video recorder is perhaps more
significant than its predecessor, the video cassette recorder, which seems now so basic, so
useful primarily for recording programs and skipping a few commercials (if only it could be
more easily programmed by someone in the house).

In other developments, programming decisions have altered the material that might be
available for such recordings. Despite the claims of HBO, for example, that “it’s not TV,”
original programming for cable television has adopted and adapted narrative strategies long
familiar to viewers. In terms of content, however, cable television offerings have also pushed
boundaries set by cultural restrictions and social expectations, opening television to subject
matters and treatments long restricted in the era dominated by network broadcasting. More-
over, in response to the attraction of these newer programs, more conventional television
venues have relaxed these restrictions in their own programming.

In part, these variations in content are made possible by the continuing segmentation of
audiences. As more distribution outlets are developed with the capacity afforded by digital-
ization, as technologies make it easier to record for private viewing, and as creative commu-
nities take advantage of new freedom to experiment and challenge, the notion of the “mass
audience” recedes in the design and dissemination of televisual material. While it is the case
that the largest number of viewers can still be reached within the conventional network
structure familiar since the days of radio, television programs remain available on schedules
with far smaller numbers of regular viewers. As a result of some of these factors, corporate
strategies also shift. New entries in this edition note the presence of new television networks
such as The WB. The expanded holdings of conglomerates such as Viacom and Disney are
discussed here as is the trend capped, for the time being, by the aforementioned GE/NBC
purchase of Vivendi Universal studios, cable channels, and ancillary services.

These alterations are best understood, I believe, as evidence of incremental change, rather
than completely new developments, and many were in some degree of progress at the time of
publication of the first edition of the Encyclopedia of Television. They indicate the complex-
ity of social attitudes and cultural patterns, and even more significantly the strength and flex-
ibility of the powerful forces that exercise some forms of control over the multiple contexts
in which “television” is made and experienced. Radical shifts, whether in the realm of pol-
icy, economics, creativity, or technology, are hard to come by.

In some ways, then, the new entries and revisions published here represent a best effort at
“keeping up” with the topics that are very likely already in a process of transformation. More
than that, however, they also represent an ongoing attempt to understand these processes.
The selection of entries, then, continues to represent a useful map of the surface of television
rather than a complete analysis of the entire phenomenon. The Encyclopedia of Television
does not pretend to provide final answers for these questions. It offers no definition of its
own for “television.” Instead, it offers a multitude of beginning points from which to trace
the intersections, conflicts, struggles, and convergences that can be applied, and used as par-
tial explanations for particular events, policies, developments—even for the existence of
particular television “shows.”




Introduction to the Second Edition

In the second edition of the Encyclopedia of Television as in the first, connections are per-
vasive. Multiple explanations are essential. Comparisons are to be expected. Contradictions
are inevitable. With a thorough analytical Index, and a network of Cross-References in the
form of See alsos following most entries, an apparatus enabling the user to explore these
connections is built into the structure of the work. The presence of 750 Photographs ac-
companying entries (486 of which are entirely new to the second edition) further enhances
usage of the encyclopedia. In every case the connections, cross-references, explanations,
comparisons, and contradictions should be sought out and used to understand any particular
item presented here. These items are starting points on that surface map of television. Radi-
ating from any single entry, crossing many others, are lines of inquiry. But they are also lines
of influence. Providing those connections is the aim of this work. Pursuing them should be
the delight of the user.

Horace Newcomb
Athens, Georgia
January, 2004

xiii




Gina Abbott
Daniel Abram
Bram Abramson
Charles Acland
Henry B. Aldridge
Alison Alexander
Erika Tyner Allen
Robert C. Allen
Robert S. Alley
Martin Allor
Manuel Alvarado
Mark Alvey
Hussein Y. Amin
Christopher Anderson
Danielle Aron
Sanjay Asthana
Paul Attallah
Patricia Aufderheide
Albert Auster
Philip J. Auter
Robert K. Avery

Robert Babe

Vidula V. Bal

Tino Balio

Miranda Banks
Warren Bareiss
Eduardo Barrera
Richard Bartone
John Bates

Vanessa B. Beasley
Giovanni Bechelloni
Christine Becker
Robert V. Bellamy Jr.
Louise Benjamin
Harry M. Benshoff
Arthur Asa Berger
Daniel Bernardi
Alina Bernstein
Daniel Biltereyst

Contributors

J. B. Bird

William L. Bird Jr.
Thomas A. Birk
Gilberto M. Blasini
Joan Bleicher

Jay G. Blumler
William Boddy
Aniko Bodroghkozy
Stuart Borthwick

J. Dennis Bounds
Stephen Bourne
Marian Bredin
Myles P. Breen
Dwight Brooks
Carolyn N. Brooks-Harris
Sue Brower

James A. Brown
Charlotte Brunsdon
Steve Bryant

Gary Burns

Mary Margaret Butcher
Jeremy G. Butler
Richard Butsch
Rodney A. Buxton

John Thornton Caldwell
Steven Carr

James Castonguay
Christine R. Catron
Frank J. Chorba
Miyase Christensen
Kathryn Cirksena
Kevin A. Clark

Lynn Schofield Clark
Kathleen Collins
John Cook

Lez Cooke

John Cooper

John Corner

Michael Couzens

Xv




Contributors

Robert Craig

Sean Cubitt

Jan Culik

Paul Cullum

Stuart O. Cunningham
Ann Curthoys
Michael Curtin

Kathryn C. D’ Alessandro
Daniel Dayan
Roger de la Garde
Pamala S. Deane
Michael DeAngelis
Mary Desjardins
George Dessart
Robert Dickinson
John Docker
Thomas Doherty
David F. Donnelly
Bonnie Dow

Kevin Dowler

John D.H. Downing
Phillip Drummond
Mark Duguid

J.A. Dunn

Ross A. Eaman
Gary R. Edgerton
Greg Elmer
Susan Emmanuel
Michael Epstein
Anna Everett
Robert Everett

Jaqui Chmielewski Falkenheim
Irving Fang

Norman Felsenthal
Robert Ferguson
John P. Ferré

Dick Fiddy

Robert G. Finney
Frederick J. Fletcher
James E. Fletcher
Terry Flew

Nicola Foster

Eric Freedman
Katherine Fry

Ursula Ganz-Blaetller
Ronald Garay

Paula Gardner
Frances K. Gateward
Susan R. Gibberman
Mark Gibson

XVi

Joan Giglione
William O. Gilsdorf
Ivy Glennon

Kevin Glynn

Peter Goddard
Donald G. Godfrey
Douglas Gomery
Hannah Gourgey
Nitin Govil

August Grant

Sean Griffin

Alison Griffiths
Lynne Schafer Gross
David Gunzerath
Karen Gustafson

Bambi Haggins
Jerry Hagins
Daniel C. Hallin
Geoffrey Hammill
Susan Hamovitch
Keith C. Hampson
Denis Harp

Cheryl Harris
Roderick P. Hart
John Hartley

Amir Hassanpour
Tim Havens

Mark Hawkins-Dady
James Hay
Richard Haynes
Michele Hilmes
Hal Himmelstein
Olaf Hoerschelmann
Todd Holden
Jennifer Holt
Junhao Hong
Stewart M. Hoover
W.A. Kelly Huff
Ed Hugetz

Olof Hultén

David Humphreys
Darnell M. Hunt

Elizabeth Jacka
Matt Jackson

Jason J. Jacobs
Randy Jacobs
Sharon Jarvis
Henry Jenkins

Ros Jennings
Victoria E. Johnson
Jeffrey P. Jones
Judith Jones




Lisa Joniak
Garth Jowett
Guy Jowett

Michael Kackman
Lynda Lee Kaid
David Kamerer
Nixon K. Kariithi
Michael B. Kassel
Janice Kaye

Mary C. Kearney
+tC.A. Kellner
Douglas Kellner
Brendan Kenny
Vance Kepley Jr.
Kelly Kessler
Lahn S. Kim
Won-Yong Kim
Howard M. Kleiman
Derek Kompare
Beth Kracklauer
Robert Kubey

Antonio C. La Pastina
Manon Lamontagne
Christina Lane
Jim Leach
Stephen Lee

Nina C. Leibman
Debra A. Lemieux
Robert Lemieux
Lisa Anne Lewis
Tamar Liebes
Lucy A. Liggett
Val E. Limburg
Sonia Livingstone
Guy E. Lometti
Amy W. Loomis
Amanda Lotz
Lynn T. Lovdal
Chris Lucas
Moya Luckett
Kathleen Luckey
Catharine Lumby

Ted Magder
Sarita Malik
Brent Malin
Chris Mann
David Marc

P. David Marshall
William Martin
Tom Mascaro
Michael Mashon

Contributors

Kimberly B. Massey
Richard Maxwell
Sharon R. Mazzarella
Matthew P. McAllister
Anna McCarthy

Tom McCourt

Mark R. McDermott
Alan McKee

Lori Melton McKinnon
Susan McLeland
Peter McLuskie

John McMurria
Philippe Meers
Bishetta D. Merritt
Fritz J. Messere
Walter Metz

Cynthia Meyers
Andrew Miller

Mary Jane Miller
Toby Miller

Bob Millington

Jason Mittell
Margaret Montgomerie
Nickianne Moody
Albert Moran

James Moran

Albert Moretti

Anne Morey

Michael Morgan
David Morley
Margaret Morse
Megan Mullen
Seung-Hwan Mun
Graham Murdock
Matthew Murray
Susan Murray

Diane M. Negra

Horace Newcomb
Darrell Mottley Newton
Jonathan Nichols-Pethick
Joan Nicks

Poul Erik Nielsen

Dawn Michelle Nill
Kaarle Nordenstreng

Cary O’Dell
Peter B. Orlick
David Oswell

Lindsy E. Pack
Lisa Parks
Chris Paterson
Tony Pearson

Xvii




Contributors

Alisa Perren

Lance Pettitt

Jennie Phillips
David Pickering
Joanna Ploeger
Gayle M. Pohl
Robbie Polston
Rodolfo B. Popelnik
Vincent Porter

Julie Prince

Andrew Quicke

Marc Raboy
Michael Real
Jimmie L. Reeves
Jef Richards
William Richter
Jeremy Ridgman
Karen E. Riggs
Trudy Ring
Madelyn Ritrosky-Winslow
America Rodriguez
Stacy Rosenberg
Karen Ross

Robert Ross
Sharon Ross
Pamela Rostron
Lorna Roth

Eric Rothenbuhler
David Rowe

Steve Runyon

Paul Rutherford

Michael Saenz
Avi Santo

Eric Schaefer
Thomas Schatz
Sherra Schick
Christine Scodari
Jeffrey Sconce
Elizabeth Seaton
Peter B. Seel
Krishna Sen

Jan Servaes

Scott Shamp
Mitchell E. Shapiro
Marla L. Shelton
Shawn Shimpach
Jeff Shires
Mayra Cue Sierra
Jane Sillars

Ismo Silvo

Xviii

Ron Simon

Nikhil Sinha
Jeannette Sloniowski
B.R. Smith
Christopher Smith
Paul A. Soukup
Nigel Spicer

Lynn Spigel

Michael Sragow
Janet Staiger

Laura Stein
Christopher H. Sterling
Joel Sternberg
Nicola Strange
Joseph Straubhaar
Daniel G. Streible
Sharon Strover

John Sullivan

Trine Syvertsen

Zoe Tan

Lora Taub-Pervizpour
Julia Taylor

Gisele Tchoungui
John C. Tedesco
David J. Tetzlaff
Robert J. Thompson
David Thorburn
Bernard M. Timberg
Paul J. Torre

Raul D. Tovares
Liza Treviiio

John Tulloch
Marian Tulloch

J.C. Turner

Rob Turnock

Joseph Turow

Peter Urquhart

Tise Vahimagi
Hanna Bjork Valsdottir
Leah R. Vande Berg

Clayland H. Waite
Cynthia W. Walker
James R. Walker
Kay Walsh
Charles Warner
Jody Waters

Mary Ann Watson
James Wehmeyer
Tinky “Dakota” Weisblat




Gary Whannel

Mimi White

Phil Wickham

D. Joel Wiggins

Karin Gwinn Wilkins

Carol Traynor Williams
Kevin D. Williams

Mark Williams

Suzanne Williams-Rautiolla

Pamela Wilson
Brian Winston
Richard Worringham

Thimios Zaharopoulos
Rita Zajacz

Sharon Zechowski
Nabeel Zuberi

Contributors

Xix







Alphabetical List of Entries

Abbensetts, Michael

Abbott, Paul

ABC Family Channel

Aboriginal People’s Television Network (APTN)
Absolutely Fabulous

A.C. Nielsen Company

Academy of Television Arts and Sciences
Action/Adventure Programs

Action for Children’s Television

Activist Television

Adaptations

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

Advertising Agency

Advertising, Company Voice

Advocacy Groups

Aesthetics, Television

Africa, Sub-Saharan

Ailes, Roger

Alcoa Hour, The

Alda, Alan

Alfred Hitchcock Presents

Alice

All Channel Legislation

All in the Family

Allen, Debbie

Allen, Fred

Allen, Gracie

Allen, Steve

Alliance Atlantis Communications
Allison, Fran

Allocation

Ally McBeal

Almond, Paul

Altman, Robert

Amen

American Bandstand

American Broadcasting Company (ABC)
American Forces Radio and Television Service
American Movie Classics

Volume 1

American Women in Radio and Television

Americanization

America’s Funniest Home Videos

America’s Most Wanted

Amerika

Amos 'n’ Andy

Anchor

Ancier, Garth

Ancillary Markets

Andy Griffith Show, The

Animal Planet

Anne of Green Gables

Annenberg, Walter

Anthology Drama

Arbitron

Archives for Television Materials

Argentina

Arledge, Roone

Armstrong Circle Theatre

Army-McCarthy Hearings

Armaz, Desi

Arsenio Hall Show, The

Arthur, Beatrice

Arthur Godfrey Shows (Various)

Arts and Entertainment

Ascent of Man, The

Asner, Ed

Asper, lzzy

Association of Independent Television Stations / As-
sociation of Local Television Stations

Atkinson, Rowan

Attenborough, David

Aubrey, James T.

Audience Research: Cultivation Analysis

Audience Research: Effects Analysis

Audience Research: Industry and Market Analysis

Audience Research: Overview

Audience Research: Reception Analysis

Auf Wiedersehen, Pet

Australia

Australian Production Companies

XXi




Alphabetical List of Entries

Australian Programming

Australian Programming: Indigenous

Avengers, The

Azcarraga, Emilio, and Emilio Azcarraga Milmo

Baird, John Logie
Bakewell, Joan

Ball, Lucille

Barney Miller
Barnouw, Erik

Bassett, John

Batman

BBM Canada
Beachcombers, The
Beaton, Norman
Beavis and Butt-head
Belgium

Bell Canada

Bell Globe Media
Bellamy, Ralph

Ben Casey

Bennett, Alan

Benny, Jack

Benson

Berg, Gertrude

Berle, Milton
Berlusconi, Silvio
Bemstein, Sidney
Bertelsmann AG
Berton, Pierre

Betacam

Betamax Case

Beulah

Beverly Hillbillies, The
Beverly Hills 90210
Bewitched

Big Brother

Billy Graham Crusades
Birt, John

Black Entertainment Television
Black and White in Colour
Black and White Minstrel Show, The
Blacklisting

Bleasdale, Alan

Blue Peter

Bob Newhart Show, The/Newhart
Bochco, Steven

Bogart, Paul

Bolam, James

Bonanza

Boone, Richard
Borrowers, The

Boyle, Harry

XXii

Boys from the Blackstuff
Boys of St. Vincent, The
Brady Bunch, The
Bragg, Melvyn
Brambell, Wilfrid
Branding

Bravo

Bravo! Canada

Brazil

Brideshead Revisited
Briggs, Asa

Brinkley, David

British Academy of Film and Television Arts
British Programming
British Sky Broadcasting
British Television
Brittain, Donald
Broadband

Broadcasting
Broadcasting Standards Commission
Brodkin, Herbert
Brokaw, Tom
Brooke-Taylor, Tim
Brooks, James L.
Brookside

Buffy the Vampire Slayer
Bureau of Measurement
Bummett, Carol

Burmns, Allan

Burns, George

Burns, Ken

Burr, Raymond
Burrows, James

Cable Modem

Cable Networks

Cable News Network (CNN)

Cable Television: United States

Caesar, Sid

Cagney and Lacey

Call Signs/Call Letters

Camcorder

Cameron, Earl

Canada

Canada: A People’s History

Canadian Broadcasting Corporation Newsworld

Canadian Cable Television Association

Canadian Film and Television Production
Association

Canadian Morming Television

Canadian Production Companies

Canadian Programming in English

Canadian Programming in French




Canadian Specialty Cable Channels
Canadian Television Network
Candid Camera

Cannell, Stephen J.

CanWest Global Communications
Captain Video and His Video Rangers
Captioning

Cariboo Country

Camney, Art

Carol Burnett Show, The
Carsey, Marcy

Carson, Johnny

Carter, Thomas

Cartier, Rudolph

Cartoon Network

Cartoons

Case, Steve

Casualty

Cathy Come Home
Cavalcade of America
Censorship

Channel Four

Channel One News

Charles, Glen and Les
Charlie’s Angels

Chase, David

Chayefsky, Paddy

Cheers

Cheyenne

Chicago School of Television
Children and Television
China

China Beach

Chung, Connie

Citytv

Civil Rights Movement and Television, The
Civil War, The

Civilisation: A Personal View
Clark, Dick

Clarkson, Adrienne
Clearance

Cleese, John

Clinton Impeachment Trial
Closed Captioning

Closed Circuit Television

Da Vinci's Inquest
Dad’s Army
Dallas

Alphabetical List of Entries

Cock, Gerald

Codco

Coe, Fred

Cole, George

Colgate Comedy Hour, The
Collins, Bill

Color Television

Colorization

Coltrane, Robbie

Columbia Broadcasting System (CBS)
Columbo

Comedy Central

Comedy, Domestic Settings
Comedy, Workplace
Communications Act of 1934
Communications Satellite Corporation
Computers in Television
Convergence

Cooke, Alistair

Cooking Shows

Cooney, Joan Ganz
Coproduction, International
COPS

Copyright Law and Television
Corbett, Harry H.

Corday, Barbara

Coronation Street

Cosby, Bill

Cosby Show, The
Cost-Per-Thousand and Cost-Per-Point
Country Music Television
Country Practice, A

Couric, Katie

Courtroom Television
Cousteau, Jacques

Cracker

Craft, Christine

Craig, Wendy

Crawford, Hector

Criticism, Television (Journalistic)
Cronkite, Walter

C-SPAN

Cuba

Curtin, Jane

Czech Republic, Slovakia

Volume 2

Daly, Tyne
Danger Bay

Dann, Michael

xxiii




Alphabetical List of Entries

Danny Kaye Show, The
Dark Shadows

Dateline NBC

Davies, Andrew

Day After, The

Day, Robin

Death on the Rock
Defenders, The
Degrassi
Demographics

Dench, Judi

Denmark

DePoe, Norman
Deregulation
Desmond’s

Detective Programs
Development
Development Communication
Dick Van Dyke Show, The
Different World, A
Digital Television
Digital Video Recorder
Diller, Barry

Dimbleby, Richard
Dinah Shore Show, The (Various)
Dingo, Ernie

Direct Broadcast Satellite
Director, Television
Disasters and Television
Discovery Channel
Discovery Channel (Canada)
Disney, Walt

Distant Signal

Dixon of Dock Green
Doctor Who
Docudrama
Documentary

Docusoap

Dolan, Charles F.
Donahue, Phil

Dowdle, James Charles
Downs, Hugh

Dr. Kildare

Dragnet

Dramedy

Drew, Robert

Dubbing

DuMont, Allen B.

Dyer, Gwynne

Dyke, Greg

Dynasty

E! Entertainment Network
Early Frost, An

XXiv

East Side/West Side

EastEnders

Ebersol, Dick

Ed Sullivan Show, The

Educational Television

Egypt

Eisner, Michael

Elderly and Television, The

Ellen

Ellerbee, Linda

Emerson, Faye

E.N.G.

English, Diane

Englishman Abroad, An
Entertainment Tonight

Equal Time Rule

Ernie Kovacs Show, The (Various)
Ethics and Television

European Audiovisual Observatory
European Broadcasting Union
European Commercial Broadcasting Satellite
European Union: Television Policy
Eurovision Song Contest
Experimental Video

Eyes on the Prize

Eyewitness to History

Fairness Doctrine

Falk, Peter

Fall and Rise of Reginald Perrin, The
Famille Plouffe, La

Family

Family on Television

Family Ties

Family Viewing Time

Farnsworth, Philo T.

Father Knows Best

Father Ted

Fawlty Towers

FBI, The

Fecan, Ivan

Federal Communications Commission
Federal Trade Commission

Fifth Estate, The

FilmFour/ Film on Four

Financial Interest and Syndication Rules
Finland

Fireside Theatre

First People’s Television Broadcasting in Canada

Fisher, Terry Louise
Flintstones, The

Flip Wilson Show, The
Flow

Fontana, Tom




Food Network

Foote, Horton

For the Record

Ford, Anna

Format Sales, International
Forsyte Saga, The
Forsythe, John

Four Corners

FOX Broadcasting Company
France

Francis, Arlene

Frank N. Magid Associates
Frank, Reuven
Frankenheimer, John
Frank’s Place

Frasier

Frederick, Pauline

Freed, Fred

“Freeze” of 1948

French, Dawn

Friendly, Fred W.

Friends

Front Page Challenge
Frontline

Frost, David

Frum, Barbara

Fugitive, The

Furness, Betty

Garner, James

Garnett, Tony

Garroway at Large
Gartner, Hana

Gelbart, Larry

Geller, Henry

Gender and Television
General Electric Theater
Genre

Geography and Television

George Burns and Gracie Allen Show, The

Germany

Gerussi, Bruno

Get Smart

Gleason, Jackie

Gless, Sharon
Globalization

Godfrey, Arthur

Goldbergs, The

“Golden Age” of Television
Golden Girls, The
Goldenson, Leonard
Goldie, Grace Wyndham
Good Times

Goodson, Mark, and Bill Todman
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Goodyear Playhouse
Grade, Lew

Grade, Michael
Grandstand

Grange Hill

Great Performances
Greece

Green Acres
Greenberg, Harold
Greene, Lorne
Griffin, Merv
Griffith, Andy
Griffiths, Trevor
Grundy, Reg
Gunsmoke

Gyngell, Bruce

Hagman, Larry

Haley, Alex

Hallmark Hall of Fame

Hancock’s Half Hour

Hanna, William, and Joseph Barbera

Happy Days

Harding, Gilbert

Harris, Susan

Have Gun—Will Travel

Have I Got News for You

Hawaii Five-0

Hazel

Heartbreak High

Hemsley, Sherman

Henning, Paul

Hennock, Frieda Barkin

Henry, Lenny

Henson, Jim

Hewitt, Don

Hey Hey It’s Saturday

High-Definition Television

Hill Street Blues

Hill, Benny

Hillsborough

Hill-Thomas Hearings

Hird, Thora

History and Television

Hitchhiker’s Guide to the Galaxy, The

Hockey Night in Canada

Hodge, Patricia

Holbrook, Hal

Hollywood and Television

Holocaust

Home Box Office (HBO)

Home Shopping as Concept and the Television Chan-
nels (various)

Home Video
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Homicide

Homicide: Life on the Street
Honey West
Honeymooners, The
Hong Kong

Hood, Stuart

Hooks, Benjamin Lawson
Hope, Bob

Hopkins, John

Hour Glass

Howdy Doody Show, The
Howerd, Frankie
Huggins, Roy

Hungary

Huntley, Chet

I Claudius

I Love Lucy

1 Spy

Iceland

Iger, Robert

Independent Production Companies
Independent Television Service

India

Inspector Morse

Interactive Television

International Telecommunications Union
International Television Program Markets
Ireland

Isaacs, Jeremy

Israel

Italy

It’s Garry Shandling’s Show/The Larry Sanders Show
I've Got a Secret

Jackson, Gordon
Jackson, Michael (British)
Jaffrey, Madhur

Jaffrey, Saeed

James, Sid

Japan

Jason, David
Jeffersons, The

Jenkins, Charles Francis
Jennings, Peter
Jeopardy!

Jewel in the Crown, The
Johnson, Lamont

Jones, Quincy

Julia

Julien, Isaac

Juneau, Pierre

Kate and Allie
Keeshan, Bob
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Kellner, Jamie

Kendal, Felicity

Kennedy, Graham

Kennedy, John F.: Assassination and Funeral
Kennedy, Robert F.: Assassination
Kennedy Martin, Troy

Kennedy-Nixon Presidential Debates, 1960
Kenya

Kids in the Hall

Kinescope

King, Larry

King, Dr. Martin Luther, Jr.: Assassination
King of Kensington

Kinnear, Roy

Kinoy, Ernest

Kintner, Robert E.

Kirck, Harvey

Klein, Paul

Kluge, John

Knowledge Network

Koppel, Ted

Kovacs, Emie

Kraft Television Theatre

Kukla, Fran and Ollie

Kuralt, Charles

Kureishi, Hanif

LA. Law

La Femme Nikita

La Frenais, lan

La Plante, Lynda

Lamb, Brian

Lambert, Verity

Landon, Michael

Lane, Carla

Language and Television

Lansbury, Angela

Lassie

Late Show with David Letterman (Late Night with
David Letterman)

Laverne and Shirley

Law & Order

Lawrence Welk Show, The

Laybourne, Geraldine

Le Mesurier, John

Lear, Norman

Leave It to Beaver

Leno, Jay

Leonard, Herbert B.

Leonard, Sheldon

Leslie Uggams Show, The

Letterman, David

Levin, Gerald

Levinson, Richard

Liberace Show, The




License

License Fee

Life of Riley, The

Life on Earth

Lifetime

Likely Lads, The

Link, William

Little House on the Prairie
Littlefield, Warren

Loach, Ken

Magic Roundabout, The

Magnum, P1.

Malone, John C.

Mama

Man Alive

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

Mann, Abby

Mann, Delbert

Mansbridge, Peter

Marchant, Tony

Marcus Welby, M.D.

Market

Marketplace

Married. .. With Children

Marshall, Garry

Martin, Quinn

Marx, Groucho

Mary Tyler Moore Show, The

M*A*S*H

Mass Communication

Mastermind

Maude

Maverick

Max Headroom

McDonald, Trevor

McGovern, Jimmy

McGrath, John

McKay, Jim

McKerm, Leo

McLuhan, Marshall

McQueen, Trina

Media Conglomerates

Media Events

Medic g

Medical Video

Meet the Press

Melodrama

Mercer, David
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Local Television

Lone Ranger, The
Loretta Young Show, The
Lou Grant

Low Power Television
Lumet, Sidney

Lumley, Joanna

Lupino, Ida

Lyndhurst, Nicholas

Volume 3

Mercer, Rick

Mergers and Acquisitions
Messer, Don

Mexico

Miami Vice

Microwave

Midwest Video Case

Miller, J.P.

Milton Berle Show, The
Minder

Miner, Worthington
Miniseries

Minow, Newton

Mirren, Helen

Miss Marple

Mission: Impossible
Monkees, The

Monkhouse, Bob

Monty Python's Flying Circus
Moonlighting

Moonves, Leslie R.

Moore, Garry

Moore, Mary Tyler

Moore, Roger

Morecambe and Wise
Morning Television Programs
Motion Picture Association of America
Movie Network, The

Movie Professionals and Television
Movies on Television
Moyers, Bill

MSNBC

MTV

MuchMusic

Munroe, Carmen

Muppet Show, The

Murder, She Wrote

Murdoch, Rupert K.

Murphy Brown
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Murphy, Thomas S.
Murrow, Edward R.
Music Licensing
Music on Television
Must Carry Rules
My Little Margie
My Three Sons

Naked City

Naked Civil Servant, The

Name of the Game, The

Narrowcasting

Nash, Knowlton

Nat “King” Cole Show, The

Nation, Terry

National, The/The Journal

National Academy of Television Arts and Sciences

National Asian American Telecommunications Asso-
ciation

National Association of Broadcasters

National Association of Television Program Execu-
tives

National Broadcasting Company (NBC)

National Cable and Telecommunications Association

National Education Television Center

National Telecommunication and Information Admin-
istration

Nature of Things, The

NBC Mystery Movie, The

NBC Reports

NBC White Paper

Neighbours

Nelson, Ozzie and Harriet

Netherlands, The

Networks: United States

New Zealand

Newhart, Bob

Newman, Sydney

News Corporation, Ltd.

News, Local and Regional

News, Network

Nichols, Dandy

Nick at Nite/TV Land

Nielsen, A.C.

Nixon, Agnes

North of 60

Northern Exposure

Norway

Not the Nine O’clock News

Not Only...But Also...

NYPD Blue

O’Connor, Carroll
Odd Couple, The
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Ohlmeyer, Don

Old Grey Whistle Test, The
Olympics and Television
Omnibus

One Day at a Time

One Foot in the Grave

Only Fools and Horses
Open University

Original Amateur Hour, The
Ouimet, Alphonse

Our Friends in the North
Our Miss Brooks

Ovitz, Michael

Ownership

Paar, Jack

Paik, Nam June

Paley, William S.

Palin, Michael

Palmer, Geoffrey
Panorama

Park, Nick

Parker, Everett C.
Parkinson

Parkinson, Michael
Parliament, Coverage by Television
Partridge Family, The
Pauley, Jane

PAX Television

Pay Cable
Pay-per-View/Video-on-Demand
Pay Television

Peck, Bob

Pee-wee's Playhouse
Pennies from Heaven

Perry Mason

Person to Person

Pertwee, Jon

Peter Gunn

Peter Pan

Peyton Place

Phil Silvers Show, The
Philbin, Regis

Philco Television Playhouse
Phillips, Irna

Pierce, Frederick S.

Pilot Programs

Pittman, Robert W,
Playhouse 90

Poland

Poldark

Police Programs

Police Story

Political Processes and Television
Politically Incorrect with Bill Maher




Pool Coverage

Porridge

Post, Mike

Potter, Dennis

Powell, Dick

Power without Glory

Presidential Nominating Conventions
Press Conference

Prime Suspect

Prime Time

Prime Time Access Rule

Primetime Live

Princess Diana: Death and Funeral Coverage
Prinze, Freddie

Prisoner

Prisoner, The

Producer in Television

Programming

PROMAX

Pryor, Richard

Public Access Television

Public Interest, Convenience, and Necessity
Public-Service Announcement
Public-Service Broadcasting

Public Television

Puerto Rico

Quatermass

Quebecor Media
Queer As Folk
Quentin Durgens, M.P.
Quiz and Game Shows
Quiz Show Scandals

Racism, Ethnicity and Television

Radio Corporation of America

Radio Television News Directors Association
Randall, Tony

Rather, Dan

Ratings

Ready Steady Go

Reagan, Ronald

Real World, The

St. Elsewhere
Sagansky, Jeff
Salant, Richard S.
Sale of the Century

Reality Television
Red Green Show, The
Red Skelton Show, The
Redmond, Phil
Redstone, Sumner
Rees, Marian

Reid, Tim

Reiner, Carl

Reith, John C.W.
Religion on Television
Remote Control Device
Reruns/Repeats
Reynolds, Gene

Rich Man, Poor Man
Rigg, Diana

Riggs, Marlon
Rintels, David W.
Rising Damp

Rivera, Geraldo

Road to Avonlea
Robertson, Pat
Robinson, Hubbell
Rockford Files, The
Roddenberry, Gene
Rogers, Fred McFeely
Rogers, Ted

Room 222

Roots

Rose, Reginald
Roseanne

Roseanne

Rosenthal, Jack

Route 66
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Rowan and Martin’s Laugh-In
Royal Canadian Air Farce, The
Royalty and Royals on Television

Royle Family, The
Rule, Elton

Rumpole of the Bailey
Rushton, William
Russell, Ken

Russia

Volume 4

Sandford, Jeremy
Sandrich, Jay
Sanford and Son
Sarnoff, David
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Sarnoff, Robert

Satellite

Saturday Night Live

Saunders, Jennifer

Sawyer, Diane

Scales, Prunella

Schaftner, Franklin

Schorr, Daniel

Schwartz, Sherwood

Science Fiction Programs

Science Programs

Scotland

Scrambled Signals

Second City Television

Secondari, John H.

See It Now

Seeing Things

Seinfeld

Sellers, Peter

Selling of the Pentagon, The

Serling, Rod

Sesame Street

Sesame Workshop

Sevareid, Eric

Sex

Sex and the Ciry

Sexual Orientation and Television

Share

Shatner, William

Shaw, Bernard

Sheen, Fulton J.

Sherlock Holmes

Shore, Dinah

Showtime Network

Silliphant, Stirling

Silverman, Fred

Silvers, Phil

Simpsons, The

Simulcasting

Singing Detective, The

Siskel and Ebert

Six Wives of Henry VIII, The

60 Minutes, 60 Minutes 11

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

Skelton, Red

Skippy

Smith, Howard K.

Smothers Brothers Comedy Hour, The

Soap

Soap Opera

Social Class and Television

Society for Motion Picture and Television
Engineers

XXX

Some Mothers Do ’ave’em
Sony Corporation
Sopranos, The

Soul Train

South Africa

South Korea

South Park

Southeast Asia

Space Program and Television
Spain

Spanish International Network
Special/Spectacular
Speight, Johnny
Spelling, Aaron
Spin-Off

Spitting Image

Sponsor

Sports and Television
Sportscasters

Spriggs, Elizabeth

Spy Programs
Standards

Standards and Practices
Stanton, Frank

Star, Darren

Star Trek

Starowicz, Mark
Starsky and Hutch
Station and Station Group
Steadicam

Steptoe and Son

Steve Allen Show, The (Various)
Streaming Video

Street Legal
Street-Porter, Janet
Studio

Studio One

Subtitling

Sullivan, Ed

Super Bowl
Superstation

Survivor

Suspense

Susskind, David
Sustaining Program
Suzuki, David
Swallow, Norman
Sweden

Sweeney, The
Switzerland

Sykes, Eric

Sylvania Waters
Syndication




Tabloid Television in the United States
Taiwan

Talk Show in the United States
Talking Heads

Tarses, Jay

Tartikoff, Brandon

Taxi

Teaser

Technology, Television
Teenagers and Television in the United States
Telcos

Telecommunications Act of 1996
Telefilm Canada

Telemundo

Telenovela

Teleroman

Teletext

Telethon

Television Studies
Terrorism

That Girl

That Was the Week That Was
Thaw, John

Theme Songs
thirtysomething

This Hour Has Seven Days
This Is Your Life

Thomas, Danny

Thomas, Tony

Thorn Birds, The

Three’s Company
Thunderbirds

Tiananmen Square

Till Death Us Do Part
Tillstrom, Burr

Time Shifting

Time Warner

Tinker, Grant

Tinker, Tailor, Soldier, Spy
Tisch, Laurence

Tiswas

Tommy Hunter Show, The
Tonight

Tonight Show, The

Top of the Pops

Touched By an Angel

Tour of the White House with Mrs. John F. Kennedy, A
Trade Magazines
Translators and Boosters
Tribune Broadcasting
Trodd, Kenith

Troughton, Patrick

Turkey
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Turner Broadcasting Systems
Turner, Ted

20th Century, The

20/20

24-Hour News

Twilight Zone, The

Twin Peaks

2000 Presidential Election Coverage
227

Uncounted Enemy: A Vietham Deception, The

Undercurrents

Unions/Guilds

United States Congress and Television

United States Presidency and Television (Historical
Overview)

Universal (NBC-Universal, Vivendi Universal)

University Challenge

Univision

Untouchables, The

UPN Television Network

Upstairs, Downstairs

Valour and the Horror, The
Van Dyke, Dick

Variety Programs

Very British Coup, A

Victory at Sea

Video Editing

Videocassette

Videodisc

Videotape

Videotex and Online Services
Vietnam: A Television History
Vietnam on Television
Violence and Television
Voice of Firestone, The
Voice-Over

W (formerly Women’s Television Network)
Wagon Train

Wales

Walking with Dinosaurs

Wallace, Mike

Walsh, Mary

Walt Disney Programs (Various Titles)
Walters, Barbara

Waltons, The

War Game, The

War on Television

Warner Brothers Presents

Watrch Mr. Wizard

Watch with Mother
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Watergate

Waterman, Dennis
Waters, Ethel

Watkins, Peter

Watson, Patrick

Wayne and Shuster
WB Network

Wearing, Michael
Weaver, Sylvester (Pat)
Webb, Jack

Wednesday Play, The
Weinberger, Ed
Weldon, Fay

Welland, Colin

Wendt, Jana

Western
Westinghouse-Desilu Playhouse
Weyman, Ron

Wheel of Fortune
Wheldon, Huw
Whicker, Alan

White, Betty
Whitfield, June

Who Wants to Be a Millionaire
Widows

Wild Kingdom

Wildlife and Nature Programs
Wildmon, Donald
Williams, Raymond
Wilson, Flip

Winant, Ethel

Wind at My Back
Windsor, Frank
Winfrey, Oprah
Winters, Jonathan
Wiseman, Frederick
Witt, Paul Junger

XXX1i

Wojeck

Wolf, Dick

Wolper, David L.
Women of Brewster Place, The
Wonder Years, The
Wood, Robert

Wood, Victoria
Woodward, Edward
Woodward, Joanne
Workplace Programs
World at War, The
World in Action

Worrel, Trix

Wrather, Jack
Wrestling on Television
Wright, Robert C.
Writer in Television
Wyman, Jane

Xena: Warrior Princess
X-Files, The
XYY Man, The

Yentob, Alan
Yes, Minister
Young, Loretta
Young, Robert
Your Hit Parade
Youth Television

Z Cars

Zapping

Ziv Television Programs, Inc.

Znaimer, Moses

Zorro

Zwick, Edward, and Marshall Herskovitz
Zworykin, Vladimir




Abbensetts, Michael (1938-)

British Writer

Michael Abbensetts is considered by many to be the
best black playwright to emerge from his generation.
He has been presented with many awards for his life-
time achievements in television drama writing and, in
1979, received an award for an “QOutstanding Contri-
bution to Literature™ by a black writer resident in En-
gland. His work emerged alongside, and as part of, the
larger development of black British television drama.

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

In the same year, The Museum Attendant, his first
television play, was broadcast on BBC 2. Directed by
Stephen Frears, the drama was, Abbensetts says, based
on his own early experiences as a security guard at the
Tower of London. After these two early successes,
Abbensetts, unlike most black writers in Britain at the
time, was being offered more and more work. He wrote
A Black Christmas, which was broadcast on the BBC in
1977 and featured Carmen Munroe and Norman
Beaton. Like The Museum Attendant, A Black Christ-
mas was based on actual experience and was shot on lo-
cation for television.

During the 1970s and 1980s, a number of Abbensetts’s

plays were produced for the London theater. Alterations
appeared in 1978, followed by Samba (1980), In the
Mood (1981), Outlaw (1983), and El Dorado (1983). In-
ner City Blues, Crime and Passion, Roadrunner, and
Fallen Angel were produced for television.

Abbensetts’s success led to participation in British
television’s first black soap opera, Empire Road (1978-
79), for which he wrote two series. Horace Ove was
brought in to direct the second series, establishing a pro-
duction unit with a black director, black writer, and black
actors. The television series was unique not only because
it was the first soap opera to be conceived and written by
a black writer for a black cast but also because it was
specifically about the British-Caribbean experience. Set
in Handsworth, Birmingham (United Kingdom), it fea-
tured Norman Beaton as Everton Bennett and Corinne
Skinner-Carter as his long-suffering screen wife. Al-
though Empire Road was a landmark program on British
television, it managed to survive only two series before it
was axed. Beaton said of the program, “It is perhaps the
best TV series | have been in.”

Beaton continued to star in many of Abbensetts’s
television productions, including Easy Money (1981)
Big George Is Dead (1987), and Little Napoleons
(Channel 4, 1994). Little Napoleons is a four-part
comic-drama depicting the rivalry between two solic-
itors, played by Saeed Jaffrey and Beaton, who be-
come Labour councillors. The work focuses on a
number of themes, including the price of power, the
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Michael Abbensetts.
Photo courtesy of Michael Abbensetts

relationship between West Indian and Asian commu-
nities in Britain, and the internal workings of political
institutions.

Much of Abbensetts’s drama has focused on issues
of race and power, but he has always been reluctant to
be seen as restricted to issue-based drama. His dialogue
is concerned with the development and growth of char-
acter, and he is fundamentally aware of the methods
and contexts for his actors. Abbensetts has always ac-
tively involved himself in the production process, and
his dramatic works have provided outstanding roles for
established black actors in Britain (Carmen Munroe,
Rudolph Walker, and Beaton), giving them the chance
to play interesting and realistic roles as well as creating
stories about the everyday experiences of black people.
Abbensetts’s work thrived at a time when there was
very little drama on television that represented the lives
of black British people, and his television plays have
created new perspectives for all his viewers.

SARITA MALIK

Michael Abbensetts. Born in British Guiana (now
Guyana), June 8, 1938; became British citizen, 1974.
Educated at Queen’s College, Guyana, 1952-56;

Stanstead College, Quebec; Sir George Williams Uni-
versity, Montreal, 1960-66. Security attendant, Tower
of London, 1963-67; staff member, Sir John Soane
Museum, London, 1968-71; resident playwright,
Royal Court Theatre, London, 1974; visiting professor
of drama, Carnegie Mellon University, Pittsburgh,
Pennsylvania, 1981; Royal Literary Fellow, University
of North London, 2000-01 and 2001-02. Recipient:
George Devine Award, 1973; Arts Council bursary,
1977; Afro-Caribbean Award, 1979.

Television Series
1978-79 Empire Road
1994 Little Napoleons

Television Plays

1973  The Museum Attendant
1975 Inner City Blues

1976  Crime and Passion
1977 A Black Christmas
1977  Roadrunner

1981  Easy Money

1987  Big George Is Dead

Radio

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

Stage

Sweet Talk, 1973; Alterations, 1978; Samba, 1980; In
the Mood, 1981: The Dark Horse, 1981: Outlaw,
1983; El Dorado, 1984; Living Together, 1988; The
Lion, 1993.

Publications

Sweet Talk (play), 1976

Samba (play), 1980

Empire Road (novel), 1979

Living Together (play), 1988

Four Plays (including Sweer Talk, Alterations, El Do-
rado, and In the Mood), 2001

Further Reading

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

Walters, Margaret, “Taking Race for Granted,” New Society
(November 16, 1978)
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Abbott, Paul (1960-)

British Writer

Paul Abbott is one of a new generation of British tele-
vision writers whose work owes much to the strong
tradition of social realism in British television drama.
His upbringing in the northwest of England, as the
ninth of ten children in a poor working-class family,
has clearly had a formative influence, yet the zest and
vitality of series like Clocking Off and Linda Green be-
lie the deprivations of his childhood.

Writing stories was a means of escape for the
teenage Abbott and after having a story published in
the local Weekly News he began to think he could make
a living from it. In 1980 Abbott enrolled at Manchester
University to study psychology but he didn't give up
hopes of a writing career, and when, in 1982, he had a
radio play accepted by the BBC he decided to leave the
university and concentrate on writing.

Abbott got a job at Granada Television as a story ed-
itor on Coronation Street and it was there, like many
writers before him, that he served his apprenticeship,
graduating to writing episodes for the serial in 1989.
Given his background, the nuances of working-class
life in Coronation Street were something Abbott could
easily relate to. His upbringing in a large family also
drew him to writing for and about children and his first
televised script was for Granada’s children’s series
Dramarama, an episode called “Blackbird Singing in
the Dead of Night,” written with Kay Mellor, who was
also working on Coronation Street. Following this Ab-
bott and Mellor developed Children’s Ward for
Granada TV. The series, which Abbott had originally
wanted to set in a children’s home, enabled him to
draw on his experience of growing up in a large family
and sharing a bedroom with seven brothers.

After working on Coronation Street for more than ten
years Abbott decided to move on in 1994, producing the
second series of Jimmy McGovern’s Cracker before
writing two stories for the third series in 1995, one of
which involved a psychology student stalking Fitz, the
criminal psychologist played by Robbie Coltrane. The
Cracker scripts marked Abbott’s growing maturity as a
writer and saw him following in the footsteps of Mc-
Govern, branching out from soap opera to series drama.

Following Cracker Abbott spent the next year work-
ing on three serials, all screened in 1997, an unusually
prolific spell for a writer in contemporary television.
The first of these was the six-part romantic drama
Reckless, starring Francesca Annis and Robson Green,
which was nominated for Royal Television Society
(RTS) and Writers Guild awards, followed by the four-
part Springhill, a soap opera about a large Liverpool
family, and the six-part crime drama Touching Evil,
also nominated for RTS and Writers Guild awards.
This period saw Abbott establish himself on ITV as a
successful writer of popular generic drama—a talent
much sought after by television companies increas-
ingly concerned with maximizing audiences. After the
limitations of the half-hour soap episode these serials
enabled Abbott to extend himself with longer, original
stories. A sign of his emerging reputation was that
high-profile actors were attracted to his scripts; Peter
Postlethwaite starred in the 1999 two-part police
drama Butterfly Collectors.

In 1998 Abbott signed a two-year contract with the
BBC and his first commission was the series that really
established him as a leading writer of contemporary
television drama, Clocking Off. Based on the lives of a
group of workers at a textile factory in Manchester,
with each episode focusing on a different character,
Clocking Off was in the BBC Play for Today mold, se-
rious single dramas about working-class life in the
north of England. While its factory setting, working-
class characters, and urban locations suggested social
realism, Abbott’s stylish treatment gave Clocking Off
an altogether different flavor. The series was highly ac-
claimed, winning British Academy of Film and Televi-
sion Arts (BAFTA) and RTS awards for Best Drama
Series, with Abbott receiving the RTS Best Writer
award for the series.

The first series of Clocking Off in early 2000 was fol-
lowed by The Secret World of Michael Fry, an off-beat
two-part drama starring Ewen Bremner, Abbott’s sec-
ond drama for Channel 4 following the pilot episode for
the 1999 series Love in the 21st Century. The move
from ITV to the BBC and Channel 4 liberated Abbott,
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enabling him to broaden his repertoire and experiment
with different styles, but the three-part BBC 1 serial,
Best of Both Worlds (2001), about an air hostess with
marriages in two different countries, was disappointing,
suggesting that Abbott was less comfortable with mate-
rial that did not arise from his own working-class expe-
rience. Linda Green (2001), by contrast, was an
inspired return to form. Featuring Liza Tarbuck as the
brash, uninhibited car salesperson, out for a good time,
it marked a return to more familiar territory.

As if to prove his ability to deal with “serious”
drama material Abbott spent the next two years work-
ing on a major drama for the BBC. State of Play (2003)
was a six-part political thriller, a genre with an illustri-
ous history but little seen on British television since
the 1980s. With a rapturous critical reception State of
Play cemented Abbott’s reputation as a serious drama-
tist and, while the “human interest” story may have
eclipsed the politics in an overly complex plot, it was
enough of a success for a second series, this time con-
centrating on the investigative journalists, to be com-
missioned by the BBC.

Also in 2003, ITV screened Alibi, a two-part drama
that confirmed Abbott’s standing as a highly accom-
plished television dramatist. Essentially a crime
thriller leavened with comedy, the three-hour drama
worked well thanks to excellent performances from
Michael Kitchen and Sophie Okonedo, two of British
television’s best actors.

With Shameless, a seven-part autobiographical
drama, also screening in 2004, Paul Abbott has estab-
lished himself as one Britain’s most prolific and origi-
nal screenwriters. His success may suggest that the
days of the writer as an important figure in British tele-
vision are not yet numbered.

LEz COOKE

Paul Abbott. Born in Burnley, England, 1960. Worked
as story editor and scriptwriter on Coronation Street,
writer and producer on Cracker, then creator and
writer of several acclaimed series and serials, includ-
ing Touching Evil, Clocking Off, and State of Play. Re-

cipient: Royal Television Society Award for Best
Writer, for Clocking Off, 2001.

Television

1988 Dramarama, “Blackbird Singing in the
Dead of Night” (with Kay Mellor)

1989-94 Coronation Street

1989-95 Children’s Ward

1995 Sharman: Hearts of Stone
Cracker

1997 Reckless
Springhill
Touching Evil

1999 Butterfly Collectors

2000-02 Clocking Off

2000 The Secret World of Michael Fry
Love in the 21st Century,

“Reproduction”

2001 Best of Both Worlds
Linda Green

2003 State of Play
Alibi

2004 Shameless

Theater

1989 Binnin’ It

1993 Possession
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ABC Family Channel

When the Walt Disney Company bought the Family
Channel from FOX in October 2001, the acquisition
came with an unusual condition: two or three times a
day, the cable channel now known as ABC Family
Channel must provide time for the Christian evangelist
Pat Robertson to air his religious talk show, The 700
Club. To understand the origin of this decree, one must
look back to 1960, when a then-unknown Robertson
bought a run-down UHF TV station in Portsmouth,
Virginia, for $37,000 and called his operation the
Christian Broadcasting Network (CBN). Robertson
was a pioneer in satellite-delivered cable program-
ming, since he saw that it was really the only way he
could reach 60 million homes with his evangelical pro-
gramming. CBN built its own satellite Earth station in
1977, bought $13 million worth of satellite time when
it was sold cheaply, and began providing round-the-
clock religious programming to a growing network of
cable stations. By 1980 the Continental Broadcasting
Network, an alternative name for CBN Cable, reached
more than 5 million homes, and cable operators were
paid eight cents a month per subscriber to provide the
religious cable channel in their area.

Robertson financed the early days of his channel by
allowing other religious broadcasters to buy his air-
time, but the number of viewers was low. He then de-
cided to boost his audience size by providing a broad
channel of wholesome entertainment based on reruns
of successful old shows from the 1960s and to get rid
of all religious shows other than his own 700 Club,
which received a boost in viewership when CBN made
the format change. On August 1, 1968, CBN Cable
changed its name to the Family Channel.

Two years later, the U.S. Internal Revenue Service
forced CBN to sell its profitable subsidiary. Pat
Robertson and his son Tim arranged a leveraged buy-
out, with a new group, International Family Entertain-
ment (IFE), purchasing the Family Channel from CBN
for $250 million in cash and $43 million in program
commitments. IFE was controlled and partially owned
by Pat and Tim Robertson, and, under the terms of the
sale, IFE and its successors were required to provide
airtime for The 700 Club in perpetuity. It was good
deal for everyone; CBN claimed that the transaction
provided the company with $600 million in benefits
(which included everything from cash to airtime), and

IFE, brilliantly managed by Tim Robertson, Larry
Dantzler, and John de Moose from Chrysler, soon be-
came a profitable entity. Launched on the New York
Stock Exchange in 1992, IFE became a publicly held
$150 million company.

IFE flourished, buying a chain of theaters in the
southern United States and starting the Games Chan-
nel, with a format of original game shows and reruns
of such series as Crosswits, Let’s Make a Deal, and
Truth or Consequences. IFE also began a cable Health
Club Channel, with limited success. Tim Robertson’s
most inspired move was to negotiate the 1993 acquisi-
tion of the United Kingdom operation Television
South (TVS) for a modest $85 million. TVS had lost
its license to broadcast in the ITV awards of 1992 but
still had impressive holdings, including MTM Produc-
tions (which TVS had bought for approximately $285
million four years earlier) and Maidstone Studios,
which IFE later sold for a profit. Ownership of MTM
gave IFE not only the production company’s library of
programs but also its production facilities in Los Ange-
les; in addition the TVS acquisition presented an op-
portunity to establish a British version of the Family
Channel.

IFE grew into a variety of entertainment divisions,
which included production, live-entertainment, and
syndication groups. The MTM catalog provided the
channel with such notable programs as The Bob
Newhart Show, Lou Grant, and Evening Shade. 1FE
revenues rose from $242 million in 1994 to $273 mil-
lion in 1995 to $315 million in 1996. Cable analyst
Breck Wheeler suggested that IFE was “poised to ride
a wave of worldwide cable system growth that will
push demand for both original and syndicated pro-
gramming.” Big groups like Disney and FOX looked
toward the Family Channel as an attractive acquisition,
while at the same time the Robertsons doubted
whether they had the long-term capital resources to
compete for new programming with the giants who
surrounded them. For Pat Robertson, the real incentive
to own the Family Channel remained its ability to
carry The 700 Club to a nationwide audience; if the
terms of any sale included the provision that the new
owners must carry this show, he reasoned, why not
sell? The issue then became who would pay the high-
est price, Disney or FOX?
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In 1996 it was an Israeli entrepreneur with a huge li-
brary of cartoons for kids, Haim Saban of Saban
Entertainment, who started serious negotiations to ac-
quire IFE, with the enthusiastic backing of the FOX
Children’s Network. The new company was called
FOX Kids Worldwide, jointly owned by FOX Broad-
casting and Saban Entertainment. FOX saw the
merger as a necessary ingredient for future success in
their worldwide expansion plans. Margaret Loesch,
chief executive officer of FOX Kids Networks World-
wide, was quoted as saying that, “Together, we are
greater than the sum of our parts.... By bringing [Sa-
ban] on board, it gives us an insurance policy and the
tools we need to build a very strong international tele-
vision company. [ think it makes the difference be-
tween success and failure.” In hindsight, the Saban
presence did make a difference, but not the one for
which Loesch had hoped: Saban’s total lack of cable
programming experience doomed FOX Kids World-
wide to relative failure.

Still, back in June 1997 Rupert Murdoch, chairman
and CEO of FOX’s parent company, News Corpora-
tion, was congratulated on his wisdom in buying IFE
for the price of $1.9 billion. At that point, the Family
Channel reached 59 million homes in the United
States. Now known as FOX Family Worldwide, the
channel thus provided the Saban/Murdoch team with a
cable base of roughly equal standing to that of the two
other main children’s cable enterprises in the United
States: Viacom’s Nickelodeon channel (reaching 66.8
million homes at that time) and Time Warner’s Car-
toon Network (cablecast in 28.3 million households).
However, the good times promised did not materialize,
for the audience accustomed to the Family Channel
format did not like drastic changes in programming in-
stituted by the new owners. Sinking ratings and rest-
less affiliates led to an immediate crisis; within a
month Saban removed FOX Kids founder and creative
head Loesch from all operations.

IFE staff members leftin droves, while Saban strug-
gled desperately to stop the disintegration of his audi-
ence by hiring Rich Cronin, a 13-year Nickelodeon
veteran, as FOX Family president, but Nickelodeon’s
owners, MTV Networks, went to court and prevented
Cronin from taking the position until his old contract
terminated in July 1998. Tim Robertson stepped down
from his duties as adviser to the network, and Saban
was left without the guidance he needed. He decided to
change everything he inherited from IFE and spent
$100 million on promotion, promising another $125
million for 26 original movies.

Cronin only survived two years under Saban. By
May 2000 ratings for FOX Family remained static at
0.3; viewing by children was up 6 percent, but the adult
audience 18 to 49 years, a demographic so important to
advertisers, declined 0.6 percent. The company lost $86
million and was forced to borrow $125 million from
another News Corporation unit at a high interest rate of
20 percent. Saban and News Corporation denied they
were looking to sell, but rumors abounded. Salvation
for the ailing network came in July 2001, when Disney
paid an amazing $5.3 billion ($3 billion in cash and
$2.3 billion in assumed debt), an amount 32 times the
annual cash flow generated from FOX Family’s §1 mil-
lion basic-cable subscribers. Disney executives openly
acknowledged that one way they expected to justify the
high price was through license-fee hikes to operators.

Disney’s purpose in buying FOX Family Worldwide
and renaming it ABC Family was to provide an outlet
for “repurposed content.” In plainer language, Disney
intends to repeat its programming from the ABC net-
work and other Disney subsidiaries on the ABC Fam-
ily Channel, a strategy some media analysts think can
succeed. One thing remains from the old Family Chan-
nel days, however; whether Disney likes the program
or not, The 700 Club is now carried by the ABC Fam-
ily Channel.

ANDREW QUICKE

Aboriginal People’s Television Network

Aboriginal People’s Television Network’s (APTN) in-
augural broadcast on September 1, 1999, from Win-
nipeg, Canada, marked a watershed in North American
and international television. APTN is the first national
network controlled and operated by indigenous peo-
ples carrying primarily aboriginal content. The Cana-

dian Radio-television and Telecommunications Com-
mission’s (CRTC) February 1999 license decision es-
tablished APTN as a mandatory service distributed to
nearly 8 million households on basic cable, satellite,
and wireless cable.

In regions and nations with significant “Fourth
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World” populations like Canada, the United States,
Australia, New Zealand. Scandinavia, and several
Central and South American countries, indigenous mi-
nority groups have recently included access to media
among their other struggles, such as political rights,
land entitlement, and cultural autonomy. APTN can be
situated within this global emergence of indigenous
media and demonstrates First Peoples’ desire to use
television and other media as tools to sustain aborigi-
nal languages and cultures.

Aboriginal television in Canada has its roots in
community radio projects in the 1970s, interactive
satellite experiments in the 1980s, and the consolida-
tion of regional native broadcasting organizations
across the north in the 1990s. Throughout this period,
aboriginal groups (including Indian, Inuit, and Metis)
actively lobbied various government jurisdictions for
more direct control over television production and
distribution as a means of counteracting the flow of
nonnative media and its cultural influences upon na-
tive communities.

Beginning in 1985, television produced by federally
funded native communications societies was dis-
tributed to northern native audiences on the basis of ad
hoc and often unstable agreements with existing net-
works such as the Canadian Broadcasting Corporation
(CBC) or TV Ontario. In 1992 the CRTC licensed a

Aboriginal People’s Television Network

consortium of native broadcasters and northern educa-
tional institutions to operate a dedicated northern na-
tive satellite channel called Television Northern
Canada (TVNC). TVNC was APTN’s immediate pre-
decessor, but the service was not widely available in
southern and urban Canada, and it was limited by de-
clining government support for the native broadcasters
supplying programs.

In 1997 TVNC implemented a strategy to re-create
the network as a national television channel with a se-
cure financial base and renewed mandate to represent
aboriginal people across Canada. In its license applica-
tion to the CRTC, APTN emphasized the need to see
Canada through aboriginal eyes in order to strengthen
national unity and contribute to the country’s cultural
development. The network fulfills key requirements for
participation of aboriginal peoples laid out by the 1991
Broadcasting Act. APTN is also a response to recom-
mendations of the 1990-96 Royal Commission on Abo-
riginal Peoples, which called for a new relationship
between aboriginal and nonaboriginal Canadians.

APTN is a unique hybrid of several elements in
Canada’s mixed broadcast economy. Constituted as a
nonprofit, native-controlled entity, it fulfills public ser-
vice and cultural policy objectives, while its manda-
tory carriage and reliance on subscription fees adapts
the financial model of specialty cable channels. In the
tradition of earlier native broadcasting, APTN remains
connected to aboriginal communities through its 21-
member volunteer Aboriginal Board of Directors,
drawn from all regions of Canada.

Although the eight northern native broadcasters
who contribute regional programming to APTN re-
ceive some operating funds from the federal govern-
ment, the network itself depends primarily on the $.15
per month, per residential subscriber, collected from
cable and satellite distributors in combination with a
small percentage of advertising income.

The majority of APTN programming is uplinked
from its Winnipeg headquarters; a smaller portion origi-
nates in Yellowknife. APTN broadcasts in English (60
percent), French (15 percent) and a variety of aboriginal
languages (25 percent). The network has less propri-
etary interest in its programs than conventional net-
works and functions as a distributor for locally and
regionally produced aboriginal programming. By ac-
quiring much of its new programming from independent
aboriginal production companies, APTN is generating
the growth of a distinctive aboriginal television sector.
In 2001 APTN successfully applied to increase its non-
Canadian content from 10 percent to 30 percent, allow-
ing the network to reflect the diverse perspectives and
cultures of the world’s indigenous peoples through a
greater proportion of international programming.
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While its first season consisted primarily of “shelf
product” and contributions from former TVNC mem-
bers, by October 2000 APTN was able to launch 20
new programs. The network mounted its own in-house
news and current affairs programs in April 2000.
APTN National News now contains segments from all
regions, with bureaus in major Canadian centers. A
live national call-in program, Contact, covers a wide
range of topical issues relevant to First Peoples, from
aboriginal content on the Internet to a public “town
hall” debate in Ottawa on proposed revisions to
Canada’s Indian Act. Northern native broadcasters
contribute news and current affairs programming in
aboriginal languages including Inuktitut, Inuvialuktun,
Dene, Oji-Cree, and Cree.

Programming for children and young people in-
cludes: Takuginai, an Inuktitut puppet show that
teaches young children values of respect and sharing;
Longhouse Tules, a combined puppet and live action
program for older children; and Seventh Generation,
profiles of aboriginal youth who excel in their fields.
APTN also schedules several arts and entertainment
programs. Buffalo Tracks is a talk show featuring abo-
riginal guests in a wide range of fields. The Rising Sun
Café presents interviews with aboriginal talent in
sports, theater, and music from Edmonton. In Cooking
with the Wolfan, chef David Wolfman demonstrates
aboriginal fusion cuisine.

Part of APTN’s mandate is cross-cultural communi-
cation with a nonaboriginal audience. Reception im-
mediately after its launch was mixed, with some
nonnative critics welcoming the unique perspectives
offered by aboriginal television, others dismissing the
new network as another instance of government hand-
outs. While APTN is included in the basic-cable pack-

age, it competes for attention with the second and third
cable tiers as well as with a new slate of digital spe-
cialty channels launched in September 2002. APTN
has been given channel assignments in the 50s and 60s
in many areas, making it that much harder to locate by
the casual channel surfer. The network risks being
marginalized within rapidly expanding television
choices in Canada. Still in its infancy, APTN offers
Canadian audiences a tantalizing model of how televi-
sion can communicate cultural differences. Presenting
the nation through aboriginal eyes subtly relocates the
center, so that viewers can begin to imagine more in-
clusive local, national, and global cultural spaces.
MARIAN BREDIN

See also First People’s Television Broadcasting in
Canada; Television Northern Canada
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Absolutely Fabulous

British Situation Comedy

A half-hour BBC sitcom with a large cult following,
Absolutely Fabulous debuted in 1992 with six
episodes. Six additional episodes appeared in 1994, six
more in 1995, and still another half-dozen in 2001. The
U.S. cable channel Comedy Central began running the
series in 1994,

Ab Fab, as fans call it, is about idle-rich Edina Mon-
soon (Jennifer Saunders), a 40-ish spoiled brat who
owns her own PR business but works at it only rarely
(and incompetently). Stuck in the self-indulgences of
the 1960s but showing no sign of that decade’s politi-
cal awareness, Edina refuses to grow up. Her principal




Absolutely Fabulous, Joanna Lumley, Jennifer Saunders,
1992-2001, episode “The Last Shout™ aired November 67,
1996.
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talent is making a spectacle of herself. This she
achieves by dressing gaudily, speaking loudly and
rudely, and lurching frantically from one exaggerated
crisis to the next. All the while, she overindulges—in
smoking, drinking, drugs, shopping, and fads (Bud-
dhism, colonic irrigation, various unsuccessful at-
tempts at slimming down). She lives extravagantly off
the alimony provided by two ex-husbands.

Edina’s best friend, Patsy Stone (Joanna Lumley), is
equally a caricature. Employed as “fashion director” of
a trendy magazine, she almost never works (she has
the job because she slept with the publisher). She is
even more of a substance abuser than Edina and
trashier in appearance with an absurdly tall, blond
hairdo and far too much lipstick. Most disturbingly,
Patsy is overly dependent upon Edina for money,
transportation, and especially companionship.

Patsy often behaves like an unruly daughter, thereby
displacing Edina’s real daughter, Saffron (Julia
Sawalha), of whom Patsy is extremely jealous. Edina
humors Patsy’s excesses and seems parental only by

Absolutely Fabulous

virtue of her money and domineering personality. The
real “mother” of the house is Saffron, a young adult
who, in being almost irritatingly virtuous, is both a
moral counterweight to Patsy and a comic foil for the
two childlike adults.

Thus, Saffron represents conscience and serves a
function similar to that of Meathead in All in the Fam-
ily, except that in Ab Fab the generational conflict is
not one of conservative versus liberal so much as bad
versus good liberalism. Neither Saffron nor Edina is
conservative. Although Saffron is somewhat nerdy in
the manner of Alex Keaton of Family Ties, she lacks his
predatory materialism and serves as a reassuring model
of youth. While Patsy and Edina illustrate a pathologi-
cal mutation of 1960s youth culture, Saffron provides
hope that liberalism (or at least youth) is redeemable.

Ab Fab’s focus on generational issues also plays out
in Edina’s disrespect for her mother (June Whitfield).
The relationships among the four female main charac-
ters are all the more interesting because of the absence
of men. Edina’s father puts in only two appearances in
the series (most noticeably as a corpse), and only Saf-
fron cares that he has died. Similarly, Edina’s son is
never seen in the first 12 episodes and is only men-
tioned a few times. It is not that men are bad; rather,
they are irrelevant.

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

Ab Fab developed from a sketch on the French and
Saunders show and is a fine example of the flowering of
Alternative Comedy, the post-Monty Python movement
that also produced The Young Ones. Rejecting what
Roger Wilmut and Peter Rosengard have called the
“erudite middle-class approach” of the Python genera-
tion, the new British comics of the 1980s approached
their material with a rude, working-class, rock-and-roll
sensibility (see Wilmut and Rosengard). Ab Fab, while
focusing on the concerns of middle age, nonetheless has
a youthful energy and eschews sentimentality. Flash-
backs and dream sequences contribute to this energy
and give the show a mildly anarchic structure.

A smash hit in Britain, Ab Fab won two Interna-
tional Emmy Awards and gave the somewhat obscure
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Comedy Central channel a significant publicity boost.
Camp elements of the series were especially appreci-
ated by gay viewers, among whom the Edina and Patsy
characters achieved icon status. Comedian Roseanne
began developing an American adaptation of Ab Fab
in 1995 but was unable to find a network willing to air
it. Meanwhile, Saunders kept the franchise alive by
producing a half-hour mock documentary, How ro Be
Absolutely Fabulous (1995), and a reunion movie, Ab-
solutely Fabulous: The Last Shout (1996). Six new
episodes of the sitcom aired on the BBC in 2001 and
debuted on Comedy Central in November of that year.
The success of Ab Fab and other mid-1990s series
such as Politically Incorrect has encouraged Comedy
Central to venture even further in the direction of topi-
cality and taboo breaking. For the cable channel, this
programming strategy has resulted in additional suc-
cess (South Park) as well as the occasional failure

(That’s My Bush!).
GARY BURNS

See also Comedy Central; Lumley, Joanna; Saun-
ders, Jennifer
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Edina Monsoon

Patsy Stone

Saffron Monsoon

June Monsoon (Mother)
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Jennifer Saunders
Joanna Lumley
Julia Sawalha
June Whitfield
Jane Horrocks

Producer
Jon Plowman

Programming History

BBC

November 1992-December 1992
January 1994-March 1994
March 1995-May 1995

August 2001-October 2001

Six episodes
Six episodes
Six episodes
Six episodes
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A.C. Nielsen Company

Media Market Research Firm

Under the banner of Nielsen Media Research, AC-
Nielsen measures and compiles statistics on television
audiences. It sells this data in various formats to adver-
tisers, advertising agencies, program syndicators, tele-
vision networks, local stations, and cable program and
system operators. Marketing research comprises the
primary activity of ACNielsen, which provides a vari-
ety of standard market analysis reports and engages in
other market research on many different consumer
products and services for clients worldwide. By some
reports, only 10 percent of ACNielsen’s total business
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relates to the television audience, although it is well
known to the general public for that work. This is due,
of course, to the ubiquitous reporting and discussion of
program and network ratings produced by ACNielsen.

The A.C. Nielsen Company was started in 1923 by
A.C. Nielsen, an engineer, and bought by Dun and Brad-
street in 1984 for $1.3 billion. On February 16, 2001, the
company was acquired by VNU N.V,, an international
media and information corporation based in the Nether-
lands. Thus, ACNielsen is no longer an independent en-
tity but a subsidiary of the larger conglomerate.
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The A.C. Nielsen Company first became involved in
audience studies in the 1930s, as an extension of
Nielsen’s studies tracking retail food and drug pur-
chase. In 1936 Nielsen bought the Audimeter from its
designers, Robert Elder and Louis F. Woodrutf, two
Massachusetts Institute of Technology professors. The
Audimeter (and a previous design for a similar device
patented in 1929 by Claude E. Robinson and then sold
to RCA, which never developed it) was intended to
record automatically two aspects of radio listening that
would be of interest to programmers and advertisers.
The device recorded the frequencies to which a radio
set was tuned when it was on and the length of time the
set was on. This technique had an obvious problem: it
could not ascertain who, if anyone, was listening to the
radio. However, compared to the use of telephone sur-
veys and diaries used by competing ratings companies,
it had important advantages as well. The other ratings
methods depended to a much greater degree on audi-
ence members’ active cooperation, memories, honesty,
and availability.

After a period of redesign and a four-year pilot
study, the Nielsen Audimeter was introduced commer-
cially in 1942 with an 800-home sample in the eastern
United States. The number of Audimeters and the sam-
ple size and coverage were expanded after World War
II, eventually, by 1949, representing 97 percent of U.S.
radio homes. The Cooperative Analysis of Broadcast-
ing had ceased providing ratings in 1946: in 1950 the
A.C. Nielsen Company bought Hooper’s national ra-
dio and television ratings services and thus became the
single national radio-rating service. This allowed the
company to increase rates, and the new capital was
used to increase sample size. As the television industry
grew, the Nielsen Company’s attention to television
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A Nielsen "Peoplemeter.”
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grew with it, and the company left the radio field in
1964.

In 1973 the Nielsen Company began using the
Storage Instantaneous Audimeter, a new and more so-
phisticated design for the same purposes as the origi-
nal (although surely not the only modification to the
Audimeter made over the years, this one was much
publicized). Set in a closet, designed with battery
backup for power outages, and hooked to a dedicated
telephone line for daily data reports to a central office,
the device kept track of turn on, turnoff, and channel
setting for every television in a household, including
battery-operated and portable units (through radio
transmitter).

Although the Audimeter, widely known as the
“Nielsen black box,” was the company’s most famous
device, it was used only for household television rat-
ings. For ratings by people and demographic descrip-
tions of the audience, the Nielsen Company required
supplementary studies of audience composition based
on a separate sample using the diary technique. This
separate sample was smaller, and there was concern in
the industry that the people who cooperated with the
diaries were not representative of the population in
general.

In the 1970s the Nielsen Company experimented
with Peoplemeters, a system for measuring the view-
ing of individuals without diaries, but brought no new
services to market. In 1983 AGB Research of Great
Britain proposed a commercial Peoplemeter service in
the United States similar to the system that organiza-
tion was using in other countries. This proposal at-
tracted funding from a group of networks, advertising
agencies, and others for an evaluation study in Boston.
In 1985. in response to this competitive threat, the
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Nielsen Company initiated its own Peoplemeter sam-
ple, as a supplement to its existing samples. Reports
became available beginning in January 1986. The sys-
tem depends on a box sitting atop the television set that
keeps track, in the usual way, of what channel is tuned
in. However, the meter is also programmed with dem-
ographic descriptions of individual viewers in the
household and their visitors. Viewers are asked to push
a button indicating when they begin or end viewing the
television, even if the set is left on when they leave.
The data then indicate which (if any) viewers are pres-
ent as well as set tuning. (There have also been experi-
ments with passive meters that use infrared sensing
rather than requiring viewers to cooperate by pressing
buttons, but so far these devices have not been suffi-
ciently reliable.)

Because the Peoplemeters produced different num-
bers than diaries, they generated controversy in the in-
dustry. Ratings points are the reference for
negotiations in the purchase of advertising time, in de-
ciding which programs are syndicated, and other is-
sues vital to the television industry. Thus, when
different measurement techniques produce different
ratings, normal business negotiations become compli-
cated and less predictable. For this reason, many par-
ticipants in the television business actually prefer one
company to have a monopoly on the ratings business,
even if it does allow that company to charge higher
rates for its services. Even if this service provides inac-
curate numbers, those numbers become agreed-upon
currency for purposes of negotiation. Eventually, the
most recent controversies were settled, and AC-
Nielsen’s Peoplemeter system now dominates the pro-
duction of national television ratings.

The Audimeter was originally conceived as a means
to the testing of advertising effectiveness. To at least
some extent, A.C. Nielsen’s own interest in broadcast
audiences was originally motivated by his marketing
and advertising clients. However, the ratings have

grown to be an end in themselves, a product sold to
parties interested in the composition of audiences for
broadcasting.

Among the ratings reports provided by the Nielsen
Company were, until 1964, the Nielsen Radio Index
(NRI) for network radio audiences. Currently, AC-
Nielsen provides the Nielsen Television Index (NTI)
for network television audiences, the Station Index
(NSI) for local stations and for designated market ar-
eas (DMAs), the Syndication Service (NSS) for the au-
diences of syndicated television shows, and the
Homevideo Index (NHI) for the audiences of cable and
satellite networks, superstations, and home video.
More recent systems include the Nielsen/NetRatings
Internet audience measurement service (in partnership
with NetRatings).

ACNielsen periodically produces reports on special
topics as well, such as videocassette recorder (VCR)
usage, viewership of sports programming, or televi-
sion viewing in presidential election years. In 1992
ACNielsen launched the first national Hispanic televi-
sion ratings service (Nielsen Hispanic Television In-
dex) in the United States.

EriCc ROTHENBUHLER
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Academy of Television Arts and Sciences

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

The academy was founded in 1946 in Los Angeles
by Syd Cassyd, a trade journal writer who recognized
the need for a television organization similar to the
Academy of Motion Picture Arts and Sciences. Cassyd




The Emmy Award.
Courtesy of the Everett Collection

and a group of associates held several exploratory
meetings and then decided they needed a major televi-
sion industry figure to support the project. They suc-
ceeded in interesting ventriloquist Edgar Bergen, who
became the academy’s first president in 1947,

One of the earliest activities of the new academy
was to establish a creative identity (and a degree of
publicity and prestige) for the developing television
industry by presenting awards, the Emmys, in recog-
nition for outstanding work in the medium. Origi-
nally, the awards were to be called “lkes,” an
abbreviation for the television iconoscope tube. Be-
cause “Ike” was so closely associated with Dwight D.
Eisenhower, however, the group decided on “Emmy,”
a feminine form of “Immy,” nickname for the televi-
sion camera image orthicon tube. A contest was held
for the design of the statuette and the winner was
Louis McManus, an engineer, who used his wife as
the model for the winged woman holding up the sym-
bol of the electron.

In the first year of the award, Emmys were pre-
sented in only five categories. And because television
did not yet have a coast-to-coast hookup, they were

Academy of Television Arts and Sciences

given only to Los Angeles programs and personalities.
Shirley Dinsdale (and her puppet Judy Splinters) was
the Most Outstanding Television Personality and Pan-
tomime Quiz the Most Popular Television Program. By
the second year, any show seen in Los Angeles could
receive an award and New York-based personalities
such as Milton Berle and Ed Wynn were winners.

At this point, there was more intrigue backstage in
the academy than onstage. In 1950 Ed Sullivan, host
of Toast of the Town, produced in New York, initiated
arival TV awards program, but these lasted only until
1953. No awards were presented in 1954 (the only
year there have been no Emmys), because the Los An-
geles group had decided the show had become too ex-
pensive. By 1955, however, the television networks
were interested and the Emmys were broadcast
nationally for the first time. Sullivan, realizing the
Hollywood-based Emmys were a success, became
upset and called together New York’s television lead-
ers. They demanded, and were granted, a New York
chapter of the academy. They then asked for another
academy, with equal “founding chapters” in both
New York and Hollywood. Thus, in 1957 a newly
formed and newly named National Academy of Tele-
vision Arts and Sciences (NATAS) was created with
Sullivan as the first president.

The animosity between the East and West Coasts
continued. In the early years, New York had the upper
hand because the networks were based there and much
early live dramatic programming, as well as news and
documentaries, emanated from New York. From 1955
to 1971, the Emmys were simulcast with cameras cut-
ting between New York and Los Angeles, often creat-
ing technical blunders that left screens blank for
several minutes.

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

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

In 1976 the Hollywood chapter of NATAS decided
to split from that organization. A year of lawsuits fol-
lowed, but the end result was two academies: the Na-
tional Academy of Television Arts and Sciences
comprised of New York and outlying cities, and the
Hollywood-based Academy of Television Arts and
Sciences. NATAS would bestow daytime, sports,
news, and documentary Emmys, and ATAS would
oversee prime-time awards, using its Hollywood mem-
ber base as voters.

The two academies remain separate, although from
time to time they hold meetings regarding reunifica-
tion, and ATAS has assisted NATAS in the production
of the Daytime Emmy Awards. When those prizes first
aired nationally in 1991, they achieved higher ratings
than the prime-time awards. During this period, ATAS
was having its own problems with the prime-time
show. For many years, the telecast rotated sequentially
among ABC, CBS, and NBC. When the upstart FOX
network went on the air, it offered the academy more
money for the telecasts than the other networks had
been paying, and from 1987 to 1992 the Emmys were
shown exclusively on the new network. Ratings plum-
meted, largely because FOX programming did not ap-
pear on local stations throughout the entire country.
Eventually the academy returned to the rotation con-
cept, with FOX as one of the participants.

ATAS’s membership is based on peer groups: writ-
ers, art directors, performers, sound editors, produc-
tion executives, and so forth. Each peer group
establishes its own requirement for membership, usu-
ally defined in terms of the number of shows or num-
ber of hours of television the person has to his or her
credit. The board of governors is composed of two
members from each peer group.

Voting for prime-time Emmys is also conducted on
a peer group basis, so that only members of the music
peer group vote for awards involving music, directors
vote for directing awards, and so on. Some “Best Pro-
gram” awards can be voted on by much of the mem-

bership. Individuals may nominate themselves for
awards, and producers may nominate individuals or
programs. All nominated material is then judged by the
appropriate peers, who come to a central location to
view the tapes or are mailed tapes to view at home.
Their votes are tabulated and the winners are an-
nounced, either during the on-air telecast or at a lun-
cheon ceremony. In general, the awards that the public
is most likely to find interesting (performers, outstand-
ing shows, directors) are presented during the prime-
time telecast.

While the Emmy Awards are the most visible of its
projects, the academy undertakes many other activities
including sponsoring a paid student internship pro-
gram, through which outstanding students from around
the country spend eight weeks working with Holly-
wood professionals; conducting a contest for student
TV productions with the winners receiving cash sums;
inducting outstanding industry professionals into a hall
of fame; holding an annual faculty seminar, where col-
lege teachers come to Hollywood and are introduced to
people and ideas related to TV programming; hosting
luncheons and meetings at which people from within
and without the industry share ideas and information;
participating, with the University of California Los
Angeles, in overseeing a television archives; and pub-
lishing Emmy, a magazine devoted to articles about the
TV industry.

In 1991 ATAS moved into new headquarters con-
taining office space as well as a state-of-the-art theater
in which to screen television materials and hold large
meetings.

LYNNE Gross

See also National Academy of Television Arts and
Sciences
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Action/Adventure Programs

“Action/Adventure” is a loose generic categorization
that encompasses a range of programming types, all of
which celebrate bodies and objects in action across the
television screen. Action/adventure is not a formal or
technical term, but this melding of two Hollywood film
genres can been seen as a staple within American tele-
vision production. It is often considered a quality or
stylistic mode within other, more popular genres: de-
tective series, westerns, science fiction, fantasy, police
shows, war dramas, spy thrillers, and crime stories.

Whether a particular program can be deemed an ac-
tion/adventure show is somewhat arbitrary; what quali-
fies as action- or adventure-oriented enough to fit within
the genre has changed over the course of television his-
tory. While there are many series that have not followed
these larger programming patterns, there have been cer-
tain types of action/adventure shows that have been par-
ticularly popular during specific eras. In the 1950s,
westerns and detective programs ruled the genre and the
screen, while in the 1960s, during the height of the cold
war, American television viewers saw a larger trend to-
ward international spy stories. Tough, urban undercover
cops became popular in the early 1970s, while in the
later half of the decade, the trend was toward fantasy
and mild titillation. The 1980s action/adventure show
centered around the group or the crime-fighting couple,
while in the 1990s the action heroine emerged as a pop-
ular new lead. In the new millennium, the emphasis
seems to be on reality action/adventure programming,
with a return to the international action/adventure thril-
ler also discernible.

Because of its emphasis on violence, the genre has of-
ten served as an easy target for public criticism. As a
genre, action/adventure shows celebrate spectacle, often
based on violence, from elaborate fight sequences, to the
representation of people in physical jeopardy, to car
chases, to explosions, to the dramatization of crimes. In
1961, United States Federal Communications Commis-
sion chief Newton Minow decried television as “‘a vast
wasteland,” singling out as the arbiters of mediocrity

a procession of game shows, violence, audience
participation shows, formula comedies about unbe-
lievable families, blood and thunder, mayhem, vio-
lence, sadism, murder, western badmen, western
good men, private eyes, gangsters, more violence,
and cartoons.

Besides his disdain for game shows, cartoons, and do-
mestic comedies, most of his comments seemed di-
rected toward a genre that was dominating prime-time
network programming during this era, the action/
adventure show. Nevertheless, the genre has remained
popular because of its ability to thrill, shock, and ulti-
mately entertain television viewers.

Advancements in the technology of television pro-
duction have often had their greatest showcase in the
action/adventure show. Technical innovations in film
stock, cameras, and sound equipment have lead to
greater flexibility for television producers in designing
the look of their programs. The syndicated adventure
series Sea Hunt (1957-61) made use of underwater
camera equipment to follow the show’s hero, Mike
Nelson (Lloyd Bridges), on his deep-sea adventures.
Programs such as the buddy espionage series I Spy
(NBC, 1965-68) began using location shooting to cre-
ate more exciting visuals and dramatic chase se-
quences. The early 1980s saw great changes as
handheld cameras brought a more gritty, realistic feel
to programs such as Hill Street Blues (NBC, 1981-87).
With the knowledge that the average viewer’s televi-
sion screen size is increasing, television programs are
becoming more visually complex. A program like
Michael Mann’s Miami Vice (NBC, 1984-89), which
was shot much like an MTV video, or the hybrid sci-
ence fiction police drama The X-Files would film se-
quences outdoors in low light, knowing that color
technology on television sets could still register the
image clearly on modern television screens. In order to
keep track of multiple, simultaneous actions, the tele-
vision program 24 uses split screens to follow as many
as five different characters’ movements at the same
time. Since its inception, the action/adventure show
has virtually been defined by its fast-paced style: a de-
tective show becomes action/adventure simply by an
increase in motion of the bodies represented—both by
actors and the editor.

While there were a few programs that could be con-
sidered action/adventure in the early years of televi-
sion, it was not until the mid-1950s that the genre
became defined for television. By the middle of the de-
cade, action/adventure programming was extremely
popular, manifesting itself in the form of westerns,
crime shows, and children’s programming. The late
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Sea Hunt, Lloyd Bridges. 1957-61. water.
Courtesy of the Everett Collection

1950s saw an exponential rise in the number of action-
oriented westerns on television, including Cheyenne,
Gunsmoke, Maverick, Have Gun—Will Travel, and
The Rifleman. These westerns featured the exploits of
a strong man of the West, and episodes often involved
dramatic, violent confrontations. The second most
popular dramatic prime-time program of the era was
the detective show. While some programs featured
more thrills than others, the detective program always
offered a few sequences filled with action and danger.
Focusing more on the individual, the detective show,
from Peter Gunn, to 77 Sunset Strip, to Route 66, of-
fered access to a world of drama, intrigue, and adven-
ture. The police procedural Dragnet (NBC, 1952-59,
1967-70), proved to be one of the most successful
action/adventure series, lasting over eight years and
making the program’s laconic actor-director Jack
Webb into a household name. For four years, Desilu
Productions offered perhaps the most violent program
of the era, The Untouchables (ABC, 1959—63), which
celebrated the crime-fighting work of Eliot Ness and
his gang and emphasized audience-pleasing action
over historical accuracy. Children’s programming of
the era also offered a number of action/adventure se-
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ries, a number of which were mined from popular chil-
dren’s books or comic book series, including The Ad-
ventures of Rin Tin Tin, Zorro, The Lone Ranger, The
Adventures of Superman, and Sheena, Queen of the
Jungle.

The popularity of action/adventure programming
increased in the 1960s, with an emphasis on interna-
tional espionage and detection. From [ Spy, to The
Man from U.N.C.L.E., o Mission: Impossible, spy
stories that seemed to echo real-life cold war experi-
ences were extremely popular. Two programs from
the United Kingdom both stood out as significant con-
tributions to the genre—The Avengers and The Pris-
oner. Produced from 1961 to 1969, the British
television import The Avengers promised a world of
fashion, pop culture, and witty repartee, along with
the typical espionage plots. (The Avengers reemerged
in the 1970s again with a new female lead, but with
less success.) The Prisoner (1968—69) was a personal
tour de force for Patrick McGoohan, who created,
produced, wrote, and starred in the series as its protag-
onist, the ex-spy, known only as Number Six, who is
stuck in a merry-go-round world unable to escape.
Another significant player in the genre emerged in the
1960s, television producer Aaron Spelling. First with
his series featuring a young martial arts-trained fe-
male private detective, Honey West (ABC, 1965-66),
and then a few years later with The Mod Squad (ABC,
1968-73), which followed street kids turned under-
cover cops, Spelling gave audiences hip, stylish,
youthful heroes along with action-packed theatrics.
The decade also offered a range of action/adventure
programming that included war dramas, in particular
Combat (ABC, 1962-67), as well as the cult hit Star
Trek (NBC, 1966-69), a franchise that has been
known for its dedicated fan following throughout all
of its television, as well as cinematic, variations.

The genre began moving off the soundstage and
onto the streets starting in the late 1960s. One pro-
gram that capitalized on its location was Hawaii
Five-O (CBS, 1968-80), the longest continually run-
ning police show, which featured tough, often brutal,
violence along Hawaii’s most beautiful beaches. Af-
ter the program ended, CBS’s production studio
based in Hawaii was taken over by another action/
adventure series, Magnum, P.I. (1980-88). Along
with exciting locales came more youthful protago-
nists—a continuing trend that virtually guarantees the
coveted 18-35 audience for the genre. Starsky and
Hutch (ABC, 1975-79) featured two plainclothes
cops, celebrating their swinging bachelorhood, catch-
ing criminals after long chase sequences in their
bright red hot rod. As part of a similar tactic to bring
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Macgyver, Richard Dean Anderson, 1985-92.
©Paramount/ Courtesy of the Everett Collection

in more youthful audiences. the 1970s saw a great
surge in the number of high-concept. fantasy-oriented
action/adventure shows. The Six Million Dollar Man
(ABC. 1974-78) was the first in a line of heroes and
heroines imbued with special powers who began sav-
ing the day on a weekly basis. From The Bionic
Woman, 1o Wonder Woman, to The Incredible Hulk,
superheroes promised great thrills and fearless char-
acters, if often somewhat simplistic plotlines. The
heroines could also be included in what Julie D" Acci
has referred to as the “jiggle era™ of the late 1970s,
epitomized in the series Charlie’s Angels (ABC,
1976-81), which featured young. sexy. fashionable
women fighting crime. While the action/adventure
heroine in the 1970s was negotiating a position of
power, she was often quite conventional in compari-
son to the type of characters being developed in other
television genres of the era. in particular, the sitcom.
A few years later, Cagney and Lacey (CBS. 1982-88)
countered the one-dimensional characters in 1970s
jiggle programs by presenting female cops as both

Action/Adventure Programs

Turzan, Ron Ely. 1966-69.
Courtesy of the Everett Collection

professionally and emotionally strong, well-rounded
characters—but, like many of the female heroines of
action/adventure programming, they were also less
physically active.

The 1980s saw a rise in the number of crime-fighting
buddies or teams. In 1983 Stephen Cannell, a veteran of
the action/adventure genre, who had been involved in
Adam 12, Baretta, and The Rockford File, as well as the
superhero spoof The Greatest American Hero, began
producing a show about four unjustly persecuted Viet-
nam veterans in the program The A Team (NBC,
1983-87). Each episode featured massive explosions,
grand displays of firepower, but very little blood or
death. Urban crime dramas such as Miami Vice, Hill
Street Blues, and Hunter highlighted the intensity of
city life and featured gritty, typically male cops who of-
ten had to break the rules in order to catch the most
heinous criminals. The end of the 1980s saw an in-
crease in reality programming, and for the action/
adventure genre, in particular, an increased interest in
police documentary programs, such as COPS (FOX,
1989 ). COPS offered a view of real police tracking
down and arresting ordinary criminals and seemed to
celebrate the sordid, unsavory nature of the United
States’s underworld of crime.

Unlike these more violent action/adventure shows, a
number of buddy programs featuring male-female pri-
vate investigation firms began appearing on television
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Wonder Woman, Lynda Carter, 1976-79.
Courtesy of the Everett Collection

screens. Starting with Hart to Hart (ABC. 1979-84),
which featured wealthy, married supersleuth million-
aires, buddy programs proved popular with male and
female audiences. The success of Remington Steele
(NBC, 1982-87) and the more comical than action-
oriented duo in Moonlighting (ABC, 1985-89) soon
lead to more crime-fighting couples, all of whom
promised light action/adventure along with the
prospect of romance. Even children’s programming of
the era played into the trend of team-oriented heroes,
as evidenced by the great ratings and merchandising
success of programs like The Mighty Morphin Power
Rangers and Teenage Mutant Ninja Turtles, which
were targeted primarily to young boys.

While there was a variety of action/adventure shows
in the 1990s, many questioned the authority of what
had often been, within the genre, a guaranteed accep-
tance of the government and the iaw as moral and just.
Particularly popular with Generation X viewers

(loosely defined as those born between 1965 and
1980), The X-Files (FOX, 1993-2002) was another
buddy series but within a story arc that found the pair
uncovering hidden government conspiracies about
alien abductions.

Another trend that was decidedly broken in the mid-
1990s was the focus on the male action hero. Up until
the mid-1990s, the overwhelming number of action/
adventure shows had starred male leads. Over the
years there have been notable exceptions, but the
1990s saw a great rise in the number of action/adven-
ture heroines on television, in particular Xena: Warrior
Princess (syndicated, 1995-2001) and Buffy the Vam-
pire Slayer (WB, 1997-2001, UPN, 2001-3 ). Xena:
Warrior Princess, a syndicated, campy action/adven-
ture show created as a spin-off to Hercules: The Leg-
endary Journeys (syndicated, 1995-99), became a cult
classic, with a strong female fan base. Two years later,
the WB premiered Buffy the Vampire Slayer in an at-
tempt to bring in the teen audience. These female
action/adventure heroines gained strong audience fol-
lowings, and soon more female heroines began to
emerge on the small screen, from the animated series
The Powerpuff Girls, to James Cameron’s postapoca-
lyptic Dark Angel.

The action/adventure show continues to be one of
the most popular genres on American television. The
early 2000s saw the development of the international
crime show as well as the genre’s blending with reality
programming. Television shows like 24 (FOX, 2001-),
which follows a government agent’s attempt to thwart
a presidential candidate’s assassination; Alias (ABC,
2001-), whose heroine is both a graduate student and
an international double agent, and The Agency (CBS,
2001-3), the first program created with the support of
the CIA, all use federal agents as their heroes. While all
of these programs went into production before the ter-
rorist attacks of September 11, 2001, this progovern-
ment trend in programming has only helped to increase
their audience share. On an entirely different program-
ming spectrum, the qualities of the action/adventure
show can be seen within a reality series such as Sur-
vivor (CBS, 2000- ), where contestants must brave
physical challenges as well as the cutthroat competi-
tion among their peers.

At the turn of the century, the action/adventure
show continued to morph to fit producers’ whims and
audiences’ tastes. The genre has maintained its status
as a television staple due to its flexibility in adapting
various styles and genres. But always, at is core, is
the pleasure of excess, from fights, to explosions, to
awesome displays of power and bravura. The low-
brow nature of the genre has led to much condemna-




tion by politicians and cultural critics, and programs
have often been cited for their emphasis on action
and violence over narrative or character develop-
ment. Yet for television scholars, the action/adven-
ture shows’ bold visual style, narrative conventions,
and emphasis on a clear symbolic iconography have
offered compelling points of entry for the study of
American popular culture.

MIRANDA J. BANKS
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U.S. Citizens’ Activist Group

A “grassroots” activist group, Action for Children’s
Television (ACT) was founded by Peggy Charren and
a group of “housewives and mothers™ in her home in
Newton, Massachusetts, in 1968. The members of
ACT were initially concerned with the lack of quality
television programming offered to children. In 1970
ACT petitioned the Federal Communications Com-
mission (FCC), asking that television stations be re-
quired to provide more programming for the child
viewer. In that year the organization also received its
first funding from the John and Mary R. Markle Foun-
dation. ACT later received funding from the Ford and
Carnegie Foundations as well, grants that allowed the
group to expand from volunteers to between 12 and 15
staff members at the height of its activity.

ACT was not generally viewed as a radical or right-
wing group advocating censorship. According to Char-
ren, “too many people who worry about children’s
media want to do it in. ACT was violently opposed to
censorship.” Partially due to this attitude, the group

was able to gain support from members of the public
and from many politicians.

ACT also became concerned with issues of advertis-
ing within children’s programming. Of particular con-
cern was their finding that one-third of all commercials
aimed at children were for vitamins. Partially due to
their efforts, the FCC enacted rules pertaining to pro-
gram-length commercials, host selling, and the place-
ment of separation devices between commercials and
children’s programming.

ACT was responsible for many cases brought before
the courts involving the FCC and its policies concern-
ing children’s television. These cases include a major
case in media law, Action for Children’s Television, et
al. v. Federal Communications Commission and the
United States of America (821. F. 2d 741. D.C. Cir.
1987).

One of the major successes of ACT was the passage
of the Children’s Television Act of 1990. Shortly after
the passage of this act, Charren announced the closing
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Peggy Charren.
Photo courtesy of Peggy Charren

of Action for Children’s Television, suggesting that it
was now up to individual citizens’ groups to police the
airwaves. In recent years Charren, a strong supporter
of the First Amendment, has fought against FCC regu-
lations limiting “safe harbor” hours; she has also lob-
bied for government regulation of digital broadcasting
to ensure that digital TV serves and protects the inter-
ests of children.

WILLIAM RICHTER
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Activist Television

Although it has antecedents in earlier print, radio, and
film activism, activist television first arose in the late
1960s. A confluence of technological and social factors
inspired activists of that era to use television as a tool
for political, social, and cultural change. The advent of
consumer video cameras, cable television, and video
recorders/players opened up new possibilities in televi-
sion production and distribution. Ordinary people could
use inexpensive, portable production equipment to
make their own messages in the video medium. Public
access cable channels and consumer VCRs provided
the means of viewing these messages. The growth of
contemporaneous social movements and the founding
of a new documentary tradition also spurred the rise of
activist television. The New Left, the women’s move-
ment, and the civil rights movement all recognized the
value of using television to communicate to their mem-
bers and the society at large. In addition, a broad move-
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ment for participatory democracy advocated citizen in-
volvement in public policy formation and access to the
media. Participatory democrats thought that popular
media, including television, should play a role in mobi-
lizing people, disseminating information, and improv-
ing political and social life. At the same time, a new
documentary tradition, known as “community media,”
began using film and video as a tool for political orga-
nizing within communities and for conveying commu-
nity concerns to government authorities.

Over the years, various media-centered groups have
attempted to use television for activism. Media scholars
have called the resulting media by various names, in-
cluding grassroots or community television, guerilla
television, radical alternative television, and advocacy
video. Differing mainly in their relative emphasis on a
range of strategies and goals for media activism, these
groups share an overarching interest in TV as a catalyst



Activist Television

Paper Tiger Television.
Courtesy of Paper Tiger TV Collective

for change, a medium for community expression, and a
forum for democratic communication and representa-
tion.

The Canadian “Challenge for Change” project of the
late 1960s and early 1970s was an early impetus for ac-
tivist television. Grounded in the Canadian social dem-
ocratic tradition and funded by the Canadian
government and National Film Board, the project es-
tablished and refined the concept of community media.
Hoping to increase citizen involvement in social and
cultural development, “Challenge for Change” sent
video makers into impoverished or socially troubled lo-
cales to train already active citizens groups to commu-
nicate their needs. These groups used video to help
establish community leaders, prioritize social agendas,
tell their stories, catalyze local action, and demand bet-
ter government programs and services. In its later
years, the project promoted the creation of community
video centers. A former executive producer on the proj-
ect, George Stoney, cofounded the Alternative Media
Center in New York in the early 1970s and began advo-
cating for the establishment of community television in
the United States and for public access cable television
as a means of distributing community programming.
Today, community television often stresses local out-
reach, organization, and participation; direct expression
unmediated by industry professionals; and small scale,
locally based initiatives and projects. This model of
television activism has analogs in many other parts of
the world, including Aboriginal community television
in Australia, TV Maxambomba from the marginalized
and impoverished neighborhoods of Rio de Janeiro,
Brazil, and Video SEWA, produced by working women
in Ahmedabad, India, to name a few.

Paper Tiger Television.
Courtesy of Paper Tiger TV Collective

Guerilla television groups in the United States were
another impetus for activist television. Video collec-
tives, such as Global Village, Videofreex, People’s
Video Theater, and Raindance, sought to use new
technologies to create a more democratic and Utopian
society. In the book Guerilla Television, Michael
Shamberg of the Raindance collective laid out his
ideas for the philosophy and practice of activist me-
dia. The book, which became known in the United
States as the *“Bible” of guerilla media, covered a
range of issues, including the dynamics of the infor-
mation economy, the nature of media bias, and practi-
cal tips on video production. Shamberg criticized the
undemocratic, centralized, and monotonous character
of the mainstream media and proposed a re-democra-
tization of the media through political and cultural
guerilla warfare waged with video, cable TV, and
computers.

Activist television today also finds expression in
radical alternative television and advocacy video proj-
ects. Radical alternative television includes noncom-
mercial and noncorporate media that have a content,
aesthetics, and organization that is fundamentally dif-
ferent from the mainstream media. These media ad-
dress topics and represent viewpoints often excluded
from mainstream television, sport a visual look that
purposefully defies televisual norms and conventions,
and adhere to a more democratic though less efficient
and professionalized production process. In addition,
these videos place their audience in a different rela-
tionship to the product they’re viewing, often aiming
at smaller and more specific audiences than their main-
stream counterparts. Radical alternative television
projects are activist in that they pose challenges to
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Activist Television

Paper Tiger Television.
Courtesy of Paper Tiger TV Collective

dominant power structures, give voice to diverse com-
munities and classes, enable like-minded groups to
speak to one another, and aim to move and motivate
their viewers. U.S. projects in this vein include: Paper
Tiger Television, a video collective that produces a se-
ries of media critiques that deconstruct both the con-
tent and aesthetic of conventional media; Labor Beat,
a news and public affairs show that covers labor issues
for working people; and Dyke TV, a show made by and
for lesbians.

Advocacy video refers to the production of works
closely connected to specific political campaigns.
These videos aim to motivate people to take direct ac-
tion on issues such as environmental protection, hu-
man rights, animal rights, and corporate responsibility.
Often in the form of short documentaries, advocacy
videos focus on a particular problem intending to
evoke a response, initiate debate, build constituencies,
and shape legislation. There are many successful ex-
amples of advocacy video. The United Farm Workers
video, No Grapes (1992), was part of an effective cam-
paign to boycott California table grapes and ultimately
to restrict the use of harmful pesticides. Not in Our
Town (1995), a film produced in response to a series of
hate crimes in Billings, Montana, was part of a na-
tional initiative to fight hate crimes. Deadly Deception
(1991), an Academy Award-winning documentary de-
signed to hold the General Electric (GE) corporation
responsible for the health effects of its nuclear produc-
tion facilities, helped win a drive to push GE out of the
nuclear weapons business.

The ability to produce activist television has in-
creased with developments in technology. In the
1980s, relatively cheap and lightweight video cameras
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became available. In the 1990s, digital formats and
computer-based editing substantially reduced the time
and cost of postproduction. These developments are
beginning to erode the gap in production values be-
tween mainstream media and activist television. Al-
though the means of production has become widely
available, the same cannot be said for distribution. Ac-
tivist television is largely excluded from mainstream
broadcast and cable television channels. Since the late
1960s and early 1970s in the United States, public ac-
cess cable television has been a primary source of dis-
tribution for activist television, but these channels are
hard-won concessions obtained from cable operators
by cities during cable franchise negotiations. The dif-
fusion of home videocassette recorders/players in the
1970s and 1980s offered another avenue for viewing
this mode of television. Both public access cable and
VCRs require that producers distribute individual
tapes to potential audiences and programmers. Since
the 1980s, there have been some notable efforts to dis-
tribute activist television more efficiently and broadly
by satellite. Deep Dish TV Network began using satel-
lite in the mid-1980s to deliver activist programming
to public access stations and home dish owners around
the United States. In 2000 Free Speech TV began its
own channel for activist-oriented programming on the
direct broadcast satellite system the Dish Network.
The Internet is the newest frontier for activist televi-
sion distribution. Numerous activist groups have put
the Internet to innovative uses. Free Speech TV uses
the World Wide Web to stream program segments, pro-
vide additional information on program topics, coordi-
nate discussion forums, and connect viewers with
activist organizations. The Witness program works
with partner groups in 50 countries to produce and dis-
tribute short advocacy videos on human rights abuses.
Internet users can view Witness program videos on the
Internet that deal with such topics as state-supported
executions in Jamaica, police abuse and torture in
Tamil Nadu, India, and the women’s right movement
in Afghanistan. Independent Media Centers (IMCs)
may constitute the most ambitious use of the Internet
for both local and global activism. Since the establish-
ment of the first IMC in Seattle in 1999, over 100 oth-
ers have sprung up throughout the world, including
Africa; Canada; Europe; Latin America; the Pacific;
and South, East, and West Asia. IMCs provide activists
interested in initiating debate, spreading information
and analysis, and organizing political action with open
forums for the distribution of video and other media
online. IMC activists frequently couple online with es-
tablished offline methods of video distribution to
achieve maximum circulation of their work.
LAURA STEIN
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Adaptations

Since programming began in the 1940s, adaptations have
become a mainstay of commercial television. All manner
of preexisting written properties have been turned into
adapted teleplays. Short stories, novels, plays. poems,
even comic books have been altered for presentation on
television. To name just one example, in 2001 the WB be-
gan producing a hip version of the comics’ Superboy story
with Smallville, updating Clark Kent's teenage travails to
the present and adding an X-Files flavored reliance on
weird. Kryptonite-induced phenomena. Adaptations ap-
pear in formats ranging from half-hour shows, as in some
episodes of The Twilight Zone, to 30-hour epic miniseries,
as in 1988’s War and Remembrance.

Adaptations are attractive to producers for a variety of

reasons. In many cases, audiences for such fare are “pre-
sold,” having purchased or read the original text or hav-
ing heard of the work through word of mouth. Sources
for adapted works may come from public domain
materials drawn from classical literary sources, or, more
frequently, from hotly pursued novels by best-selling
writers. Authors such as Judith Krantz, John Jakes, Alex
Haley, and Stephen King have solid book sales and loyal
audiences: adaptations of their works typically generate
goaod ratings and audience share. Synergy between book
publishers and networks may also be a factor in the pur-
chasing or optioning of works for adaptation: a success-
ful miniseries can prolong the life of a book currently in
print and may resurrect older books that are out of print
or no longer readily available in the mass market. When
Herman Wouk's War and Remembrance was adapted in
1988, not only were that book’s sales improved but an
unexpected million copies of the first book in the series,
The Winds of War, were also ordered.

Another reason for television’s reliance on adapta-
tions, especially in the form of miniseries, is the lack of
good scripts, along with television’s voracious need for
sponsor-attractive, time slot-filling product. Few mini-
series are produced from wholly original concepts; ex-
perts estimate that 75 to 90 percent of all miniseries use
novels for source material. Novels have overcome ba-
sic, yet essential dilemmas in constructing narratives:
they have well-defined characters; interwoven subplots
filled with ideas and events that can be rearranged, high-
lighted. or deleted by scriptwriters; and enough story for
at least two hours of product. A producer holding some-
thing complete and tangible, in the form of an already
written story, can feel more confident when searching
for financing; in turn, sponsors and networks are more
likely to commit money and resources to a finished
property. even one that is not yet a best-seller. Conse-
quently. producers option many books that are never
produced for television or film, in the belief that some of
these unknown and untried works may become popular.

What producers see as a “sure thing,” however, pro-
fessional screenwriters often view as a challenge.
Adaptation is far more than slavishly reproducing a
previously constructed story in a different format. The
requirements of the two forms are significantly differ-
ent. From the perspective of screenwriters, novels take
characters and subplots and let them careen willy-nilly
into unstructured chaos. Screenwriters rearrange and
augment material to stress the visual and storytelling
requirements of the television medium. They purge the
script of unnecessary characters or combine the traits
and experiences of several characters into one. They
try to structure the script so it moves from crisis to cri-
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Adaptations

Little Lord Fauntleroy.
Photo courtesy of Rosemont Productions

sis, keeping in mind the constraints imposed by the
presence of commercial breaks. They find opportuni-
ties to make the internal world of thoughts and feelings
more external, through dialogue and action. The pro-
cess of adaptation requires a level of creativity that
may be equal to that expended in the writing of the
source material, as writers hone, pare, expand, and
modify concepts from one medium to the other.

Possibly the most frequently adapted works are
those of William Shakespeare; the BBC produced
adaptations of MacBeth as early as 1949 and as late as
1983. These adaptations take many forms; PBS’s 2001
adaptations of The Merchant of Venice and Othello
were updated with contemporary settings and cos-
tumes. HBO has created a series of short animations
for middle school-age viewers based on the Bard, and
popular shows as diverse as Star Trek, The Simpsons,
and Clueless have derived individual episodes from
Shakespearean plays.

Because novels frequently include dozens of charac-
ters interacting over extended periods of time, screen-
writers often find the miniseries format essential in
marshaling the scope and flavor of the original text.
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PBS, considered the “godfather” of the miniseries, in-
troduced the United States to the concept of long-form
sagas with its imports of British productions, presented
in such series as Masterpiece Theatre, Mystery, and
Great Performances. The audience for upscale adapta-
tions of The Forsyte Saga, Brideshead Revisited, and
The First Churchills was small, but the form was suc-
cessful enough to encourage the adaptation of more
popular, less highbrow novels such as Irwin Shaw’s
Rich Man, Poor Man (ABC, 1976-77). It was the phe-
nomenal success of Alex Haley’s Roors, a 12-hour adap-
tation broadcast over eight consecutive evenings in
1977, however, which cemented this form of adaptation
and established it as a staple of television production.
Most genres of television have had their adapta-
tions: children’s programming (Showtime’s 1982-87
Faerie Tale Theater; NBC’s 1996 Gulliver's Travels),
the western (CBS’s 1989 Lonesome Dove); historical
romance (NBC’s 1980 Shogun; ABC’s 1985-86 North
and South), science fiction (episodes of CBS’s
1959-64 The Twilight Zone) are a few of the genres
featured in outstanding adaptations produced for tele-
vision. The adaptation continues to be popular, lucra-



tive, and entertaining; as long as the genre holds an au-
dience, this narrative form will remain an essential ele-
ment in broadcasting.

KATHRYN C. D’ ALESSANDRO
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Advanced Television Systems Committee

The Advanced Television Systems Committee (ATSC)
was formed in 1982 by representatives of the Joint
Committee on Inter-Society Coordination (JCIC). The
purpose of the ATSC is to facilitate and develop volun-
tary technical standards for an advanced television
system to replace the aging American NTSC television
standard. Originally, the ATSC also made recom-
mendations to the U.S. Department of State regarding
standards at the International Radio Consultative
Committee (CCIR). ATSC membership consists of 146
organizations, including representatives from the Na-
tional Association of Broadcasters, the National Cable
and Telecommunications Association (NCTA), the In-
stitute of Electrical and Electronics Engineers, broad-
casting organizations, manufacturers, and the Society
of Motion Picture and Television Engineers (SMPTE).

In 1981 Japan’s NHK broadcasting organization
demonstrated a working high-definition television
(HDTV) system called MUSE., which produced
startling clear, rich color images of exceptional resolu-
tion. The MUSE system utilized analog technology that
was incompatible with the American NTSC color televi-

sion standard. The MUSE system also required substan-
tially larger spectrum allocations than current NTSC
signals. The ATSC accepted the recommendations of the
SMPTE by calling for U.S. and worldwide acceptance
of Japan’s 1,125/60 standard for HDTV production. In
1986 the CCIR refused to accept the standard. claiming
that adoption would be detrimental to the interest of
many of its members and participants. Renewed recom-
mendations by the ATSC in 1988 for adoption of the
1,125/60 Japanese standard met with opposition from
U.S. network broadcasters because the system require-
ments were not easily convertible for NTSC usage.

In 1987 the Federal Communications Commission
(FCC) invited proponents of HDTYV to propose a system
that would provide terrestrial HDTV to the United
States. By 1990 several U.S. entrants proposed all-
digital transmission systems that proved preferable to
the analog MUSE system. Perhaps the biggest advan-
tage of these digital systems was the potential for scaling
HDTYV signals into a 6-megahertz bandwidth allowing
transmission by terrestrial broadcasters. The ATSC advi-
sory committee developed test procedures to evaluate
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the different proposed systems. Later, various propo-
nents of digital systems merged their proposals into a
compromise hybrid digital system. In 1996 the FCC
adopted the ATSC standard and authorized digital televi-
sion (DTV) broadcasting in the United States.

In 2001 the committee formed the ATSC Forum for
the purpose of promoting the adoption of the ATSC
digital standard throughout the Western Hemisphere
and Asia. Additionally, the ATSC works to promote
common DTV services, including digital cable inter-
operability, program and system information protocols
(PSIP), Internet protocol (IP) multicasting for data
broadcasting, closed captioning, and digital applica-
tion software and hardware specifications to support
interactive television and enhancements to the vesti-
gial sideband (VSB) aspects of the U.S. DTV standard.

FriTZ MESSERE
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Adventures of Ozzie and Harriet, The

U.S. Domestic Comedy

The Adventures of Ozzie and Harriet was one of the
most enduring family based situation comedies in
American television. Ozzie and Harriet Nelson and
their sons David and Ricky (ages 16 and 13, respec-
tively, at the time of the program’s debut) portrayed fic-
tional versions of themselves on the program. The
Nelsons embodied wholesome, “normal”” American ex-
istence so conscientiously (if blandly) that their name
epitomized upright, happy family life for decades.
Ozzie and Harriert started out on radio, a medium to
which bandleader Ozzie Nelson and his singer/actor
wife Harriet Hilliard Nelson had gravitated in the late
1930s, hoping to spend more time together than their
conflicting careers would permit. In 1941 they found a
permanent spot providing music for Red Skelton’s pro-
gram, a position that foundered when Skelton was
drafted in 1944. In that year, the energetic Ozzie Nelson
proposed a show of his own to network CBS and spon-
sor International Silver: a show in which the Nelsons
would play themselves. Early in its run, the radio Ad-
ventures of Ozzie and Harriet jettisoned music for situ-
ation comedy. Nelson himself directed and co-wrote all
the episodes, as he would most of the video shows.
The Nelsons signed a long-term contract with ABC
in 1949 that gave that network the option to move their
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program to television. The struggling network needed
proven talent that was not about to defect to the more
established—and wealthier—CBS or NBC.

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

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

As soon as the Nelsons realized how popular their
singing son was going to be, the telegenic Rick was
given every opportunity to croon over the airwaves by
his father/director/manager. Sometimes his songs fitted




The Adventures of Ozzie and Harriet, Ozzie Nelson, David
Nelson, Ricky Nelson, Harriet Nelson (seated), 1952-66.
Courtesy of the Everett Collection

into the narrative of an episode. Sometimes they were
just tacked onto the end: essentially, early music
videos of Rick Nelson in performance.

Despite this emphasis on Rick’s vocal performances,
and despite the legion of young fans the program picked
up because of its teenage emphasis, the character of Ozzie
dominated the program. The genial, bumbling Ozzie was
the narrative linchpin of Ozzie and Harriet, attempting to
steer his young sons toward the proper paths (usually
rather ineffectually) and attempting to assert his ego in a
household in which he was often ill at ease.

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

Ironically, in view of the weakness of paterfamilias
Ozzie’s character, the program was (and still is) con-
sidered, during its lengthy run, as an idealized portrait
of the American nuclear family of the postwar years.
The Nelsons eventually shifted their program into
color and into the 1960s. Nevertheless, in spirit, and in
the popular imagination, they remained black-and-
white denizens of the 1950s.

TINKY “DAKOTA” WEISBLAT

Adventures of Ozzie and Harriet, The

Cast

Ozzie Nelson Himself
Harriet Nelson Herself
David Nelson Himself
Eric Ricky Nelson Himself
Thorny Thornberry (1952-59)  Don DeFore
Darby (1955-61) Parley Baer
Joe Randolph (1956-66) Lyle Talbot
Clara Randolph (1956-66) Mary Jane Croft
Doc Williams (1954-65) Frank Cady
Wally (1957-66) Skip Jones

Butch Barton (1958-60)
June (Mrs. David) Nelson

Gordon Jones

(1961-66) June Blair
Kris (Mrs. Rick) Nelson

(1964-66) Kristin Harmon
Fred (1958-64) James Stacy
Mr. Kelley (1960-62) Joe Flynn
Connie Edwards (1960-66) Constance Harper
Jack (1961-66) Jack Wagner
Ginger (1962-65) Charlene Salerno
Dean Hopkins (1964-66) Ivan Bonar
Greg (1965-66) Greg Dawson
Sean (1965-66) Sean Morgan
Producers

Ozzie Nelson, Robert Angus, Bill Lewis, Leo Penn

Programming History

435 episodes

ABC

October 1952-June 1956

October 1956-
September 1958

September 1958-
September 1961

September 1961-
September 1963

September 1963-
January 1966

January 1966—
September 1966

Friday 8:00-8:30
Wednesday 9:00-9:30
Wednesday 8:30-9:00
Thursday 7:30-8:00
Wednesday 7:30-8:00

Saturday 7:30-8:00
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Advertising

In late November 2001, the FOX network announced
that it had already sold 70 percent of the 58 commercial
slots for the upcoming Super Bowl on February 3,
2002. The going rate was estimated at $2 million for 30
seconds. FOX expected to generate over $200 million,
about the same as CBS had earned the previous year,
despite a general decline in advertising, occasioned by
a recession and the terrorist assault on the United States
on September 11, 2001. Regular advertisers such as
Anheuser-Busch (with ten spots), PepsiCo, Levi
Strauss, and Pizza Hut accounted for most of the sales.
The investment was justified because executives ex-
pected the Super Bowl to fulfill its objective: to attract
the largest television audience of the year. This exam-
ple is merely one indication of advertising’s continuing
and central role in the story of television.

In the beginning of television history, the advertis-
ing numbers were hardly so extraordinary. In 1941, for
example, Bulova Watches spent $9 to buy time on the
first advertising spot offered by NBC'’s fledgling New
York station. Soon, however, success stories such as
the case of Hazel Bishop cosmetics, whose jump into
TV produced a sales explosion, convinced advertisers
that it was worthwhile to pay much more to reach the
expanding TV audience. Ad revenue fueled the televi-
sion boom in the United States during the 1950s, and
by 1960 TV had become the chief medium of national
advertising, earning $1.5 billion as a result. Rating
agencies, notably A.C. Nielsen Company, played a
crucial role by measuring the audience size and esti-
mating the audience composition of particular shows.
Advertising shaped both programming and the sched-
ule to maximize hits—at that time, largely sports and
entertainment offerings. Indeed, ad agencies controlled
the actual production of many shows, securing writers,
technical personnel, and talent and overseeing scripts
and production design. It was not until the quiz show
scandals at the end of the 1950s led the networks to
take control of their programming that the advertising
agencies focused their work primarily on brokering
airtime and producing commercial spots.

The success of commercial television as a medium
linked to the selling of products provoked an outcry.
Vance Packard’s 1957 exposé, The Hidden Per-
suaders, identified television as one of the chief vil-
lains in the effort to manipulate the American
consumer. In 1961 the new chair of the Federal Com-
munications Commission (FCC), Newton Minow, told
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a stunned audience of broadcast executives that televi-
sion was “a vast wasteland,” funded by a seemingly
endless supply of commercials.

Initially, few countries followed the U.S. example of
supporting their new broadcast media with a commer-
cial, advertiser-supported financial base. Britain,
Canada, and much of Western Europe organized tele-
vision as public service systems. Program develop-
ment and production, as well as the technical aspects
of broadcasting, were funded in part by taxes. How-
ever, the expenses of television broadcasting were so
high and the private demand for commercial airtime so
great that some services accommodated advertising:
the Canadian Broadcasting Corporation (CBC), for ex-
ample, used ad revenues to finance indigenous pro-
gramming. Both Japan and Australia launched separate
commercial and public services in 1953. A year later,
ad agencies, now fully international in scope and influ-
ence (notably the U.S.-based J. Walter Thompson
agency), played a part in convincing the British gov-
ernment to end the BBC monopoly and allow a new
channel, a commercial service, to be placed on the air.

Even so, television commercials, the visible arti-
facts of advertising in their familiar 30- or 60-second
versions (and, later, in a 15-second length), long re-
tained the imprint of their American birth. Canadian
advertisers hired U.S.-based talent in New York.
Young and Rubicam, an American agency, created
“Ice Mountain” for Gibbs toothpaste, the first British
television commercial ever aired (September 1955).
The prevalent strategy of American advertising in the
1950s was the 60-second “hard sell”: hit the viewer
with bits of information, explain how the product is
unique, repeat this argument to drive home the mes-
sage. The earnest enthusiasm might please the adver-
tisers, but it disturbed its targeted audience. If
American viewers were largely satisfied with their
television fare, according to a 1960 survey, they were
upset by the frequency, the timing, the loudness, and
the style of commercials. Still, few people in the
United States were ready to pay for noncommercial
television through their taxes or a license fee on the
television receivers that sat in their living rooms.

Television advertising grew more sophisticated and
extravagant during the 1960s. The advent of color TV
accentuated the visual dimension of advertising. The
increasing cast of airtime fostered a move toward 30-
second commercials, which relied on metaphor even
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more than logic. Just as important was the “Creative
Revolution™ that swept over Madison Avenue, led by
newcomers and new agencies experimenting with the
“soft sell.” The emblem of this new movement was the
funny and imaginative Volkswagen campaign that was
widely credited with making the “Beetle™ an American
icon. Commercials were even more important to Marl-
boro cigarettes: sales doubled in the late 1960s, reach-
ing 51.4 billion units, launching the brand on a
trajectory that would make it the U.S. leader. One
byproduct of the “revolution™ was the appearance of
spots that pleased viewers: the bouncy tune and happy
images of Coca-Cola’s famous “Hilltop™ spot (1971)
may not have taught the world to sing, but it did lead
enthusiastic viewers to phone television stations re-
questing more showings of the ad.

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

Political advertising was transformed by the “*Daisy™
spot. a miniature horror movie that used visuals to link
Republican presidential candidate Barry Goldwater

Maytag's Lonely Repairman.
© Maytag Company/Courtesy of Leo Burnent USA, Inc.

(who was running against President Lyndon B. John-
son, a Democrat) to the threat of nuclear holocaust.
Shown only once (on CBS, September 7, 1964), the
spot featured a young girl counting to ten while pulling
the petals off a daisy. When she reaches “nine.” an adult
voice begins counting down to zero, as the image of the
girl dissolves to that of a nuclear explosion. The outcry
this commercial provoked amply demonstrated how the
political spot could affect viewers emotionally.

By 1988 half of the $92.1 million expended by the
campaigns of Vice President George H.W. Bush (Re-
publican) and his Democratic rival for the presidency,
Massachusetts Governor Michael Dukakis, went to ad-
vertising, mostly on television. Even if these sums
were much smaller than Coca-Cola or Procter and
Gamble might spend in any given year, political adver-
tising now challenged the news as the chief source of
election discourse, evidenced by the attention paid to
the “Willie Horton™ attack ads that smeared Dukakis in
1988. By the 1994 midterm elections, not only had to-
tal ad spending in U.S. campaigns approached $1 bil-
lion but negative advertising had exploded in what a
November 14 issue of Advertising Age called “‘the sea-
son of sleaze.”
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Meanwhile, the partial repeal of the Fairness Doc-
trine in 1987 had opened the airwaves to advocacy ad-
vertising. In 1993 the Health Insurance Association of
America managed to catalyze public suspicion of the
Clinton administration’s health initiative. with its
“Harry and Louise™ spots, which eventually contrib-
uted to the defeat of health reform. In the electoral con-
test of 2000, the U.S. political parties and their allies
practiced the equivalent of carpet bombing. running
roughly 1 million spots in the country’s 75 major mar-
kets. Since so many people avoid political news, tele-
vision advertising is now the single most important
form of political discourse in the United States.

Americans have remained the masters of political
and advocacy advertising. However, in other realms,
U.S. supremacy has been challenged. American in-
ventiveness declined in part because the *“Creative
Revolution™ waned in the 1970s, with American ad-
vertisers coming to favor once more the hard sell. Fur-
thermore. in country after country, private television
triumphed over public television, thereby creating
new channels for advertising. In the Third World. ad
revenues were crucial to the expansion of television.
although a fear of excessive commercialism justified
Indonesia’s ban on television ads in 1981. First in
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Italy (in the mid-1970s), then in France (in the mid-
1980s). and soon everywhere, the airwaves of Western
Europe were opened to private television. Following
the collapse of the Soviet empire at the end of the
1980s, ads swiftly appeared in Eastern Europe and
Russia: the Marlboro cowboy, banned from American
screens after 1970, could be found riding proudly on
Russian television in the summer of 1993. The spread
of satellite TV in Europe after 1990 offered even more
time for marketing.

The British were the first to break free from Ameri-
can tutelage. In the United Kingdom, ad makers re-
fined the ironic sell, which became a key marketing
strategy in Europe and North America during the late
1980s: one of the first major successes using the ironic
approach was the long-lasting Heineken “Refreshes”
campaign launched in 1974. Also in the 1970s, the
British government sponsored social ads to shape pub-
lic behavior, an initiative that was pursued in Canada
as well, where the state often proved to be the largest
single advertiser. British ad makers soon developed the
shock style of social advertising, which used brutal im-
ages of misery, death, and horror to jolt people out of
their complacency. This too became commonplace in
the late 1980s and early 1990s, during the global war
against AIDS. drugs. drinking and driving, racism,
hunger. and other ills.

Worldwide. the best television commercials had be-
come works of art that reflected the tastes, the fears,
and the hopes of their communities. The sums of
money spent on making commercials were enormous:
it has been estimated that the ads for Pepsi-Cola’s
“New Generation™ campaign of the mid-1980s cost
about $20,000 a second to produce, far more than reg-
ular TV programming. European ad makers usually es-
chewed the American passion for the hard sell and
comparative advertising. Many ads acquired a kind of
national signature: bizarre imagery (France), a humor-
ous emphasis (Britain). gentleness (Canada), sensual-
ity (Brazil and France), exposé (Germany), or beauty
(Japan). Some trends applied to the whole industry.
During the course of the 1990s, for example, advertis-
ing throughout the affluent world became increasingly
erotic, often mixing sex and humor, to sell food prod-
ucts, diets, cosmetics, clothing (especially jeans), alco-
hol, and soft drinks. The sexual sell even spread into
other categories. notably car advertising. Perhaps it
was not surprising that a 2001 survey of Canadians
discovered many viewers thought there was too much
sex in advertising.

All these developments suggest that there may be
some truth to the claim by Marshall McLuhan (cited
once again by Time magazine in 1990) that advertising
was “the greatest art form of the twentieth century.” In
fact. since 1980 television networks have offered up




Kellogg's Tony the Tiger.
Tony the Tiger™ is a trademark of the Kellogg Company. All
rights reserved. Used with permission.

programs anthologizing old and new ads. movie
houses have shown the world’s best commercials (the
Cannes award winners), and newspapers and maga-
zines have reviewed ads and advertising trends.

It would, of course, be an exaggeration to apply
McLuhan’s label to every form of television advertis-
ing. Consider the infomercial, a form American ad
makers pioneered during the late 1980s. Typically, the
infomercial is a sponsored message, 30 minutes long,
which masquerades as a regular program, often as a
talk or interview show complete with commercial in-
serts. The form has been used to hype hair restorers,
diet plans, memory expanders. real estate techniques,
living aids, gym equipment, and so on. One infomer-
cial promoting Tae-Bo exercises, shown around 2,000
times a week, was credited in 1998 with rebuilding the
market for fitness videos, its product even outselling
Walt Disney’s movies. The earnest enthusiasm of the
infomercial harks back to the ad style of the 1950s,
while the element of direct response (the insistence
that the viewer must phone now to purchase the brand)
looks forward to the future of interactive television.
The infomercial proved so successful by the mid-
1990s that it had spread into Britain and Western Eu-
rope. In the United States and Canada, major national
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marketers such as Ford or Philips were experimenting
with this long-form advertising. It was estimated in the
mid-1990s that infomercials were generating around
$1 billion worth of ad business a year.

That figure nevertheless remained modest by com-
parison with the scale of conventional television ad-
vertising. Altogether, television attracted over $59
billion of the total $244 billion of U.S. advertising vol-
ume in 2000, which put the medium nearly on a par
with print. Indeed, in Japan, France, Italy, Brazil, and
Spain, TV beat out all other media. In the United
States, however, the rise of both independent and cable
television over the previous two decades had dramati-
cally altered the shares of this revenue. The “Big
Three” networks—ABC, CBS, and NBC—now se-
cured just over $14 billion, compared to nearly $11 bil-
lion for U.S. cable networks. Local spot-advertising
stood at $13.5 billion. The television ad market had
fragmented as a result of the proliferation of channels
available to the viewing audience. The result was that
advertisers had difficulty reaching masses of viewers
at any one time, unless they were willing to pay out
huge sums to cover all the main channels. One excep-
tion, of course, was the Super Bowl, which is why the
network broadcasting the game could charge so much
for a 30-second ad.

In fact, for roughly a decade, the future significance,
and thus the prosperity, of television advertising has
been in question. The record of television advertising
as a marketing tool is not always spectacular: people
avoid, discount, or disdain most commercials they see.
The enormous clutter of ads on television has made re-
cent campaigns much less memorable than ten or 20
years ago, or so surveys suggest. Advertisers have long
been concerned by stories about viewers who use their
remote controls to mute commercial messages or skip
through the channels during a commercial break. The
recent arrival of personal digital video recorders of-
fered by TiVo or Microsoft’s Ultimate TV have
reawakened industry fears that viewers might con-
struct their own ad-free television. Even so, no other
rival has emerged to challenge the potential marketing
power of TV. One of the ironies of the Internet craze of
the late 1990s was that the “dot-coms” used television
ads to deliver their messages to consumers: during the
1999 Super Bowl, for example, ABC charged some
dot-coms as much as $3 million for a 30-second spot.
So far, advertising on the Internet has not proved a
threat to television ad revenues, amounting to less than
2 percent of the total advertising expenditures in 2000.

The laments of a Packard or a Minow have been
echoed by an assortment of critics around the world
who have blamed advertising for vulgarizing TV, de-
grading politics, and emphasizing materialism. Indeed,
television advertising is often viewed as the most potent
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agent of a gospel of consumption. A central tenet of that
gospel preaches that satisfaction is for sale. “What ad-
vertising has done is to seep out beyond its proper
sphere,” asserted media scholar Mark Crispin Miller in
an NBC documentary, Sex, Buys, and Advertising (July
31, 1990), “and to kind of take over the culture.”

Ultimately, such claims rest upon a presumption of
the awesome cultural power of advertising. Advertising
has conditioned the character of television program-
ming, sometimes even inspired a program: Coca-Cola’s
“Mean Joe Greene” commercial (1979) was the model
for a later NBC movie. The music video began life as a
method for advertising rock groups, only to later be-
come a form of entertainment and the foundation for
the success of the cable network MTYV and its imitators.
Ad slogans have entered the common language: for ex-
ample, the fast-food chain Wendy’s query, “Where’s
the beef?” found a place in the 1984 U.S. presidential
campaign. Ad critters, notably Kellogg’s Tony the
Tiger, have become kids’ favorites. Ad stars have be-
come famous: the appearance of Nick Kamen in a
Levi’s 501 ad in Britain in the mid-1980s made him a
symbol of male sensuality. Since 2001 the notoriously
sexy commercials for Victoria’s Secret have been effec-
tively transformed into televised fashion shows.

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

PaulL RUTHERFORD

See also Cost-Per-Thousand; Demographics; Mar-
ket; Narrowcasting; Pay Cable; Pay Television;
Pay-Per-View; Ratings; Share; Sponsor; Zapping
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Advertising Agency

In the early years of U.S. broadcasting, advertising
agencies were quick to embrace new media. Fortu-
nately for advertisers, the ability to reach a mass audi-
ence with radio intersected with an expansion of the
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U.S. economy in the 1920s. The techniques of mass
production championed by Henry Ford, the rise of
Taylorism, and an increase in disposable income in the
years following World War I sustained an ideology of




consumption that advertising both reflected and nur-
tured. NBC President Merlin H. Aylesworth pro-
claimed that radio was “an open gateway to national
markets, to millions of consumers, and to thousands
upon thousands of retailers.”

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

The emergence of radio as an economic force was
reflected in a crucial change regarding program devel-
opment at the agency level. Through the 1920s most
commercial programming originated with networks or
local stations, with the agency serving as broker, cast-
ing about for clients willing to purchase the rights to a
broadcaster-produced show. By the early 1930s, how-
ever, the agencies had reversed the equation—they
were developing shows in-house for clients, then pur-
chasing airtime from the broadcasters. The key func-
tion for the agency thus became to analyze a client’s
particular needs and design an entire program around
those needs, an enormously complex and financially
risky undertaking, yet one in which Madison Avenue
was entirely successful. By the end of the 1930s, agen-
cies produced more than 80 percent of all network
commercial programming.

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

As more stations began operation—particularly after
1952—the cost of purchasing airtime on the networks
and local stations increased dramatically, as did pro-
duction budgets. Most agencies accepted as an eco-
nomic fact that they could no longer afford to create
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and produce their own shows as they had in radio, and
the recognition on Madison Avenue that complete con-
trol of television production was unprofitable to the
agencies themselves contributed to the evolution in
programming hegemony away from the agencies to the
networks. Thus, agencies never assumed the kind of
production control in television they enjoyed in radio;
they could never put into play the same economies of
scale as the networks and independent producers. The
I5 percent commission that served as the source of
agency revenue simply was not enough to cover the
ever-increasing expenses associated with television
production. Many agencies subsequently shifted their
emphasis to the production of commercial spots, while
others moved aggressively into syndication, forming
partnerships with Hollywood producers to create
filmed series that could be sold to a variety of sponsors.

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

Advertising agencies had an agenda distinct from
that of their clients. Although publicly they represented
the clients’ interests, many Madison Avenue executives
also promoted network control of programming in the
trade press. Because of their concerns over the increas-
ing costs and complexities of program production, and
their frustration with mediating disputes between ad-
vertisers and networks, many hoped television would
not continue the radio model of sponsor ownership of
time slots. Concerned that the expense of television
programming far outstripped that of radio production,
agency executives sought ways to develop television as
a mass advertising medium while also seeking to avoid
draining agency revenues with television program
costs. In this sense, the evolution of the all-media strat-
egy is illustrative of how the economic pressures
brought to bear on agencies during the 1950s changed
the way Madison Avenue approached programming,
from an advertising vehicle to one (albeit primary)
component of a marketing plan.

Today, the advertising agency is primarily responsi-
ble for the production of commercial spots as well as
the purchasing of airtime on behalf of clients. The situ-
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ation has become murkier in recent years, however, as
some large companies (Coca-Cola, for example) have
begun producing much of their own advertising in-
house, bypassing Madison Avenue. Further, the net-
works now frequently approach potential advertisers
directly rather than going through the client’s agency.
In an era when even large stores are acquired by enor-
mous multinational holding companies, the role of the
agency is now focused more on using powers of per-
suasion in many different media than merely in creat-
ing a single great advertisement.

MICHAEL MASHON
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Advertising, Company Voice

Company voice advertising typically presents its spon-
sors as good corporate citizens; forward-thinking
providers of products, jobs, and services; and active
supporters of causes such as environmentalism. Histor-
ically a staple of magazines, radio, and sponsored mo-
tion pictures, company voice advertising helped shape
sponsorships of dramatic anthology, spectacular, news,
and documentary programs. After 1970 the practice
helped shape Public Broadcasting Service program un-
derwriting.

Alternately known as “public relations,” or “institu-
tional” or “advocacy advertising,” company voice ad-
vertising seeks a favorable political climate for the
expansion of its sponsors’ commercial activities and
interests. One of the earliest campaigns of its kind, dat-
ing to 1908, promoted the “universal service” of the
AT&T Bell System telephone monopoly. By the late
1920s public-minded “‘progress” had become the
highly advertised hallmark of General Electric (GE),
General Motors, and other center firms. The practice
picked up political significance during the New Deal
and later during World War I, when all manner of ad-
vertising promoted companies’ patriotic sacrifice and
struggle on the production front.

After the war, business leaders remained suspicious
of centralized government, confiscatory taxation, politi-
cally powerful labor, and what many believed to be the
public’s outmoded fear of big business. In bringing
postwar public and employee relations to television,
business invested in programs with objectives ranging
from economic education to outright entertainment.
Factory processes and free enterprise rhetoric appeared
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regularly. The National Association of Manufacturers,
for example, launched Industry on Parade, a syndicated
telefilm series that toured the nation’s industrial centers.
Initially produced by the NBC News film unit, the series
ran from 1951 to 1958. Business and trade groups
worked television into training and employee relations.
Drexel Institute of Technology’s University of the Air,
for example, took advantage of marginal television time
in the Philadelphia area for noon-hour panel discussions
of labor-management issues. Designed for in-plant re-
ception by audiences of supervisory trainees and man-
agers, the scenes attracted spouses in the home viewing
audience who, one publicist proudly noted, had become
the new fans of industrial human relations.

Entering television for the first time, major corpora-
tions predicated their public and employee relations
activities upon the experience of entertainment. GE
and DuPont, both active in economic education, fa-
vored the editorial control of dramatic anthology pro-
grams. The company voice specialists of the General
Electric Theater ruled out the sponsorship of panel dis-
cussions such as Meet the Press and Youth Wants to
Know because the format posed the threat of sponta-
neous comments inimical to business. DuPont contin-
ued its investment in tightly controlled drama with the
transfer of radio’s Cavalcade of America to television
in 1952. DuPont specialists justified their television in-
vestment with projected declining costs per thousand,
which by 1954 would equal radio’s peak year of 1948.
Further delineating the audience for company voice
messages, specialists anticipated the maturity of a gen-
eration with no firsthand knowledge of the depres-
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sion—or. as GE’s Chester H. Lang, put it, “no adult ex-
posure to the violent anti-business propaganda of the
‘depression’ years. The opinions the young people
form now, as they grow up,” Lang explained, “will de-
termine the climate in which we will operate in the de-
cades of their maturity.” DuPont’s F. Lyman Dewey
suggested that his company’s investment in television
affirmed its executives’ appreciation of the fact that it
was no longer a question of “shall we as DuPont repre-
sentatives use these powerful tools of communica-
tion—but shall we use them well.”

Recoiling from television’s expense and unproved ef-
fect, other company voice advertisers hesitantly incor-
porated the new medium into their plans. More than a
few invested in alternating-week sponsorships that fur-
ther divided commercial breaks between product sales
and company voice messages. U.S. Steel predicated its
television plans in part upon a tax code that allowed de-
ductions for product sales and company voice advertis-
ing as a business expense. Its first telecast (Christmas
night 1952) presented Dickens's A Christmas Carol.
The U.S. Steel Hour later apportioned commercial
breaks between company voice messages read by
“Voice of U.S. Steel” announcer George Hicks and in-
dustrywide product sales promotions acted out by U.S.
Steel’s “family team” Mary Kay and Johnny.

Spectacular programs built around light entertain-
ment, sports, and special events presented sponsors as
adjuncts of national life and culture. General Motors,
reminiscent of its massive investments in wartime in-
stitutional advertising, entered television in the
1952-53 season with a weekly schedule of NCAA
Football, followed by the Eisenhower Inauguration
and the coronation of Queen Elizabeth 1. Ford Motor
Company and the electrical industry each invested in
light entertainment. The success of the Ford 50th An-
niversary Show simultaneously telecast on NBC and
CBS led to similarly conceived “horizontal saturation”
for the 1954 television season. Light’s Diamond Ju-
bilee, for example, a two-hour spectacular celebrating
the 75th anniversary of Thomas Edison’s invention of
the electric light, appeared on four networks. The
David O. Selznick production featured a filmed talk by
President Eisenhower. narration by Joseph Cotten, and
sketches and musical numbers with Walter Brennan,
Kim Novak, Helen Hayes., Lauren Bacall, David
Niven, Judith Anderson. and Eddie Fisher.

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

While politically active corporations embraced the
prestigious possibilities of drama, light entertainment,
and special events, by 1960 many had become willing
sponsors of science, news, and documentary programs.
The promotion of scientific and technological compe-
tence took on special urgency after the Soviet launch of
the Sputnik spacecraft in 1958. The corporate-cool televi-
sion presence of the Bell System exemplified the trend. In
1956 Bell entered television with half-hour dramas enti-
tled Telephone Time. One hundred and ten episodes ran
until 1958, dramatizing the success stories of “‘little peo-
ple.” In 1959 Bell returned to the air with four musical
specials that evolved into the Bell Telephone Hour. Light
orchestral music, musical numbers, and ballet sequences
accompanied “Of time and space™ company voice mes-
sages. Bell also developed preemptive documentary pro-
grams on weather. genetics, circulation of the blood, and
cosmic rays, and the Threshold series treating the Ameri-
can space program. Bell also purchased related CBS doc-
umentaries such as Why Man in Space? Adopting a
similar strategy, Texaco, Gulf, and Westinghouse each
televised network news and special events laden with sci-
entific and technological news value. Texaco became an
early sponsor of NBC’s Huntley-Brinkley Report. The
“unassuming authenticity and easy informality™ of coan-
chors Chet Huntley and David Brinkley were thought 10
complement Texaco’s “dependability” message. Gulf
raised its institutional profile with “instant specials™ fea-
turing NBC correspondent Frank McGee, who covered
the events of the 1960 presidential campaign and the U.S.
space program. Documentary films such as The Tunnel
rounded out the schedule. Westinghouse Presents fea-
tured documentary specials “Our Man in Vienna™ with
David Brinkley. *The Land” with Chet Huntley, and “The
Wacky World of Jerry Lewis.” Company voice messages
promoted Westinghouse's “scientific achievements, dedi-
cation and sincere interest in people.” qualities thought to
mitigate the negative public relations impact of 641 civil
damage suits stemming from charges of price-fixing.

The multinational aspirations of Xerox Corporation
sought complementary qualities of excellence. Not un-
like the program strategies pursued by steel, automo-
tive, and electrical producers, Xerox embarked upon
an aggressive public relations campaign by purchasing
programs that “get talked about™: Huntlev-Brinkley
Reports treating the Kremlin, Communism, Jimmy
Hoffa, Cuba, and Korea; the making of the president,
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1960 and 1964; and a series of 90-minute specials dra-
matizing the work of United Nations (UN) social agen-
cies. Broadcast without commercial interruption on
NBC and ABC, the UN series targeted the interna-
tional community identified as key to the expansion of
the office copier market. A model of corporate under-
writing, Xerox’s UN dramas won critical acclaim that
helped justify the series’ $4 million expense to stock-
holders who questioned its value. The series’ most cel-
ebrated program, “Carol for Another Christmas,”
featured a Rod Serling script that revisited the horrors
of Hiroshima, the millions unavailable to Western
abundance, and the bleakest of futures prefigured by
the hydrogen bomb. Xerox later sponsored Civilisation
with Kenneth Clark. Thirteen one-hour programs pre-
sented “leading social issues and advanced art forms”
reviewing “1600 years of Western man’s great art and
ideas ... man at his finest on television at its finest.”

While company voice advertisers of the early 1950s
anticipated the maturity of a television generation with
no direct knowledge of the depression, the company
voice advertisers of the early 1960s bemoaned that
generation’s expectation that business extend its inter-
ests beyond the balance sheet to include social goals in
the areas of minority employment, consumer protec-
tion, and environmentalism. Public opinion pollster
Louis Harris described the public image of U.S. busi-
ness as “‘bright, but flawed.” Specialists set out to nar-
row the distance between corporate claim and
performance said to be as great as the so-called gener-
ation gap. Not only had society become more imper-
sonal and complex. they argued, but increasingly
polarized and problematic. Hoping to erase lingering
doubts about advertising’s impact and eftect, special-
ists sharpened claims for advocacy advertising as “the
one remaining tool with which business can apply
counter pressure in an adversary society.”

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

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

While sympathetic critics wondered if Mobil could
have carried out its advocacy campaign without the ex-
pense of television drama, others suggested that big oil’s
enthusiastic underwriting of public television had
turned PBS into the “Petroleum Broadcasting Service.”
PBS president Lawrence K. Grossman urged perspec-
tive on the funding issue. In 1977 Grossman explained
that though oil company funding had increased tenfold
since the early 1970s, oil company moneys represented
less than 3 percent of system income. “What conclu-
sion,” asked Grossman, “do we in public television
draw from these numbers? Not that oil companies
should contribute /ess but rather that corporations of all
other types should be asked to contribute more!”

By 1983 corporate support for PBS had flattened out
at $38 million for the two previous years, presaging a
decade of declining federal appropriations that left
PBS ever more dependent upon the market for support.
In 1981 network officials won congressional approval
for an 18-month experiment in “enhanced underwrit-
ing.” Two-minute credits at the beginning and conclu-
sion of programs telecast by nine PBS affiliates
allowed mention of brand names, slogans, and institu-
tional messages beyond previously restricted verbal
mentions and static displays of logos. The discussion
of corporate mascots, animated logos, product demon-
strations and superlatives to tap a new class of adver-
tising revenue alarmed established underwriters. In an
effort to conserve PBS’s uncluttered institutional char-
acter, national program underwriters Mobil, the Chubb
Group of Insurance Companies, Chevron, AT&T,
Exxon, Ford, GE, IBM, GTE, JC Penney, Morgan
Guaranty Trust, Owens-Corning, and others formed
the Corporations in Support of Public Television
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(CSPT). The CSPT promoted the concept of “quality
demographics” among potential corporate underwrit-
ers who desired to advertise “excellence,” social cause
identification, and the occasional product.

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

Reviewing their company voice accounts, specialists
themselves perhaps wondered just what effect their long-
term advertising campaigns had bought. Increasingly
business found itself the subject of critical television
news stories treating the environment, the OPEC oil
shock, inflation, and recession. Corporate critics charged
that public television had become a prime example of
what Alan Wolfe described as “logo America,” in which
“the only price a company will charge for its public ser-
vice activities is the right to display its logo.” Near the
opposite end of the political spectrum, critic David
Horowitz described PBS’s broadcast schedule as a
“monotonous diet of left-wing politics,” though it would
have been hard to find such programs equaling the possi-
bilities, much less access, available to the company voice
advertiser. Mobil, for example, financed an hour-long
PBS documentary program criticizing the antibusiness
thrust of prime-time network television drama. Hosted
by writer Benjamin Stein, Hollvwood's Favorite Heavy:
Businessmen on Prime Time TV used clips from Dallas,
Dynasty, and Falcon Crest to contend that television had
destroyed youth’s outlook upon business and business
ethics. A peculiar assumption, wrote critic Jay Rosen in
Channels magazine, since television itself was a busi-
ness, and advertisements had made consumption “the
nearest thing to religion for most Americans.” Mobil,
however, had decided that it could not countenance
Blake Carrington, J.R. Ewing, and other stereotypes of
rapacious businessman in prime time. Interestingly, GE
declined to join Mobil as a Hollvwood's Favorite Heavy
underwriter, preferring instead to stick with its “We
Bring Good Things to Life™ spot campaign. Having
rethought its aversion to panel discussions, GE aired its
“Good Things” campaign on ABC’s This Week with
David Brinkley and The McLaughlin Group. The latter
appeared commercially on NBC’s five owned and oper-
ated stations and publicly on a 230-station PBS network.

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

W.L. BIrRD
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Advocacy Groups

Advocacy groups—also called public interest groups,
citizen groups, consumer activist groups, and media
reform groups—have existed in the United States
since the 1930s as consumer checks on a broadcast in-
dustry where decisions quite often have been based not
on public interest standards but rather on economic in-
centives and regulatory mandates. Advocacy groups
have carved a niche for themselves in the broadcast in-
dustry’s policy-making apparatus by first defining key
public interest issues and then by advocating ways by
which broadcasters may address these issues.
Advocacy group characteristics have varied widely.
Some have operated nationally, with or without local
chapters, and some have operated only locally. Some
have remained active for many years, whereas the life-
span of others has been brief. Some advocacy groups
have been well financed, often receiving substantial
foundation funding, while others have operated with
little financial support. Practically all advocacy groups
have relied on newsletter subscriptions, video pur-
chases, and lectures as means of raising money. Finally,
some advocacy groups have devoted exclusive atten-
tion to the broadcast industry, whereas other groups
with a more varied menu of concerns have developed
subsidiary units to deal with broadcast-related issues.
The total number of advocacy groups, past or pres-
ent, is difficult to determine, given their ephemeral na-
ture. What is more, many such groups are smaller
components of larger organizations with a mixture of
agendas. Some of the more prominent advocacy
groups through the years have included the National
Association for Better Broadcasting, the National Citi-
zens Committee for Broadcasting, Action for Chil-
dren’s Television, Accuracy in Media, the National
Black Media Coalition, and the Coalition for Better
Television. Besides these, the Office of Communica-
tion of the United Church of Christ has been a particu-
larly effective advocacy group, as have the Media Task
Force of the National Organization for Women and the
National Parent Teachers Association (PTA). Assisting
these groups through the years in legal, regulatory, and
legislative matters have been pro bono public interest
law firms such as the Citizens Communication Center.
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Early advocacy groups, such as the Radio Council on
Children’s Programming and the Women’s National Ra-
dio Committee, both formed in the 1930s, were con-
cerned with program content. Group members monitored
radio programs, reported their opinions on acceptable
and unacceptable content in newsletters, and gave
awards to radio stations and networks airing exceptional
programs. That practice and mode of consumer/broad-
caster interaction continued until the 1960s, when the
broadcast industry became caught up in a sweeping con-
sumers’ movement. During the latter part of the 1960s,
advocacy groups, led most effectively by the United
Church of Christ, began challenging television station li-
cense renewals through a legal instrument called a “peti-
tion to deny.” Such petitions were aimed at denying
license renewal for television stations whose program-
ming or employment practices were considered discrimi-
natory. Advocacy groups also were successful in forcing
broadcasters to accede to programming and minority-
employment demands contained in “citizen agreements.”
When such unprecedented public access into the regula-
tory and station decision-making process won approval
of both the federal courts and the Federal Communica-
tions Commission (FCC), advocacy groups blossomed.

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

The nature of advocacy groups began to change dur-
ing the 1980s. A more conservative political agenda de-




railed the consumers’ movement that had bolstered the
more liberal-minded advocacy groups of the 1970s.
Moreover, public interest law firms and foundations
that had funded many of the more prominent advocacy
groups during the 1970s began either disappearing or
turning their attention elsewhere. Changes in the broad-
cast industry itself—deregulation, the rise of cable
television, and changing station/network ownership
patterns—also reversed many of the early advocacy
group achievements and left the leadership as well as
membership of many of the groups in disarray.

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

In the 1990s there also began to appear liberal advo-
cacy groups that set their sights on molding public
opinion on a more tightly focused set of special inter-
ests than in the past. These interests included gun con-
trol, AIDS awareness and prevention, abortion rights,
world hunger, and the environment. Led by Amnesty
International, the Environmental Media Association,
and the Center for Population Options, these advocacy
groups succeeded to some extent by convincing a
number of television network producers to insert mes-
sages in prime-time entertainment programs that ad-
dressed the advocacy groups’ concerns.

As television entered the 2 Ist century, the role of ad-
vocacy groups had diminished somewhat. Many of the
issues on which these groups focused so much of their
attention had not disappeared, but interest among mem-
bers of the public in addressing the issues had waned. A
plethora of new program channel outlets via cable tele-
vision and direct broadcast satellite also meant that ad-
vocacy groups had opportunities never before available
to them to deliver messages of their own design and
choosing to television viewers nationwide.

This is not to say that advocacy groups ceased func-
tioning. To the contrary, such groups continued their
efforts. The National PTA proceeded with its annual
“Take Charge of Your TV Week” campaign. The Na-
tional Association for the Advancement of Colored
People (NAACP) and the National Hispanic Media
Coalition both threatened boycotts against the broad-
cast television networks during the late 1990s because
of the networks’ failure to include more African Amer-
icans and Hispanics in prime-time television program-
ming. And such organizations as the Parents Television
Council, the Center for Media Education, the Media
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Research Center, and the American Family Associa-
tion continued to push for improvement in television
programming, especially in programming directed to-
ward children and young adults.

Such groups as these appeared less vocal and less
visible than in the past, but a closer examination sug-
gests that they simply employed more sophisticated
means of spreading their messages. The World Wide
Web had become a particularly valuable information
tool that, by 2001, many advocacy groups had incorpo-
rated into their public educational tool chest. Websites
also were an efficient means of providing program-
ming “action alerts,” viewers' guides, information
clearinghouses, and instant calls for letter-writing
campaigns and/or boycotts.

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

RoNALD GARAY
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Aesthetics, Television

Aesthetics—that branch of philosophy concerned with
the arts, and definitions of artistic experience and artistic
value—has always been a contested category in discus-
sions of popular culture. Suspicion of the term, and of the
elitist values and assumptions it was thought to imply,
was widespread among reviewers and scholars of film,
popular music, and (later) television long before aca-
demic literary and cultural theory in the 1970s and be-
yond dismissed aesthetic arguments as the mystifications
of high culture and of society’s dominant ideologies.

As we entered the 2lst century, the political and
ideological perspectives that prevailed for a generation
and more in the American academy began to yield to a
new synthesis. On this emerging view, the commercial
and ideological forces that shape popular entertain-
ments are acknowledged as central but are no longer
thought to exclude aesthetic questions. This return to
the aesthetic has great importance for the nascent
scholarship on television, which was born in the era of
high theory, of deconstruction and materialist forms of
cultural studies.

It is helpful to recognize that the term “aesthetic”
may be understood first in a descriptive, anthropologi-
cal sense. From this angle, to identify certain cultural
items as aesthetic is not to praise their beauty or excel-
lence but merely to describe their chief defining fea-
ture: their membership in a class of experiences
understood to be fictional or imaginary, understood to
occur in a symbolic, culturally agreed-upon imagina-
tive space—a theater; the intimate, privatized spaces
of our experience of television; the vast ritual am-
phitheaters of the ancient world; the dark communal
space of the movie house—where “real” experience is
re-presented, re-created, symbolically displayed. We
watch television fiction, that is to say, in a realm of
leisure and “play,” a territory or environment licensed
as make-believe—an aesthetic space.

In estimating the importance of aesthetic perspec-
tives for understanding television, it is instructive to
compare prevailing American attitudes toward the
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medium with the attitudes held a generation ago to-
ward our homegrown movies and moviemakers. Many
film scholars have pointed to the irony that the U.S.’s
recognition of her own achievement in the art of film
lagged far behind that of Europe. Hollywood’s genre
movies came finally to seem valuable to Americans,
the film critics have shown, only after the French nou-
velle vague directors had popularized for educated
Americans the myths and conventions of those ances-
tors of today’s police and detective series, the films of
Bogart and Cagney and Edward G. Robinson.

This change in American attitudes toward the
movies—or, more accurately, this change in the atti-
tudes of the educated classes—is the more instructive,
and grows more ironic, when we consider how its
emergence is tied to the decline of the movies as a
form of popular art. Through the 1950s and the 1960s,
as critics of the American film lost their defensiveness
and began to speak with the same confidence as the lit-
erary critics, the American film itself was being sup-
planted by television as the U.S.’s principal medium of
popular narrative. (In 1951, in the early dawn of the
television age, 90 million Americans attended the
movies each week; by 1959 weekly attendance had
fallen to 43 million; today the vast majority of Ameri-
cans attend the movies only two or three times per
year.) As the Hollywood studios and their vast machin-
ery for star making and film manufacturing receded
into history and as there emerged a generation of re-
viewers, critics, and, finally, university professors
whose deepest experience of art had occurred in the
movie houses of their childhoods, the American film
came to be detached or liberated from its identity as a
consumer item, a mere commercial product, and to be
located instead within an aesthetic field.

This recognition of the essential artistic dimension of
the Hollywood commercial movie was and remains an
intellectual achievement of great magnitude, for it per-
mitted new perspectives on the cultural history of the
United States, profoundly complicating our understand-




ing of the workings of our economic system and altering
our understanding of the nature and possibilities of art
itself. The most significant implication of this recogni-
tion, an implication explored by such scholars as
Thomas Schatz and Leo Braudy among others, is this:
capitalist greed, the crassest of alliances between com-
merce and modern technology, may constitute the en-
abling conditions of a complex narrative art.

But this recognition, which was the work of years
and many scholars, was in certain respects a belated
one. By the time it had been fully lodged in the edu-
cated consciousness, in museums and universities, the
American film itself was no longer a habitual experi-
ence for the mass of the American population, having
yielded to television not only its ability to incite con-
tempt for manufactured entertainment but also its sta-
tus as the nation’s central institution for storytelling.

It seems probable, then (as the case of the movies as
well as such ancestor systems as the novel and even
the theater suggest), that cultures can perceive the
artistic character of their primary entertainment sys-
tems only when such systems have become historical
artifacts, when they are no longer experienced as ha-
bitual and common, no longer central.

In the first years of the 21st century, American tele-
vision itself underwent such a transformation. The
broadcast system offering a limited range of consensus
stories aimed at a mass audience was undermined and
will surely be supplanted by a system of narrowcasting
to niche audiences and subcultures. And there were
many signs that the old television, like the movies of
the studio era, was ready to enter our museums and our
school curricula. (This encyclopedia is itself a measure
of the transition of television to an object of study and
historical interest.)

The era of broadcast television parallels, and, in
many respects may be seen to reenact, the history and
aesthetic evolution of the movies and, in less precise
ways, of such earlier instances of consensus narrative
as the novel and the public theater of the Elizabethans.

What is crucial in all these instances is the intersec-
tion of historical, political, technological, economic, and
aesthetic factors. In such a historicized understanding,
aesthetic features appear in response to technical or
ideological or cultural constraints. Human agents (writ-
ers, directors, producers, actors, audiences) may play a
role, of course, but the narrative or dramatic field alters
as well in obedience to what Thomas Schatz, echoing
Andre Bazin, calls “the genius of the system.”

These systems of storytelling and entertainment ap-
pear to follow a similar pattern of development, which
cannot be accurately described without a partly aes-
thetic and evaluative vocabulary. Most simply, this
pattern is one of self-discovery, in which the new
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medium begins by repeating and imitating the forms
and strategies of its ancestor systems and gradually,
through accident and experiment, discovers more and
more thoroughly its own special resources. The novel,
for example, is born as an amalgam of older forms: the
romance, the picaresque tale, certain forms of religious
narrative such as puritan autobiography, various forms
of journalism and historical writing. At first it com-
bines these elements haphazardly and crudely. Then,
nourished by a large and eager audience that makes
novel writing a highly profitable enterprise, the novel
begins to distinguish itself clearly from these earlier
forms, to combine its inherited elements more harmo-
niously and judiciously, and to exploit the possibilities
for narrative that are uniquely available to fictional sto-
ries printed in books.

As many have argued, something of the same princi-
ple can be seen in the history of the movies, which be-
gin in a borrowing and restaging of styles, formats, and
performances taken from such older media as theater,
still photography, visual art, and prose fiction and then
evolving methods that exploit with greater and greater
subtlety the unique properties of the motion-picture
camera and the environment of the movie house,

Public attractions such as carnivals, the circus, and
amusement parks were another source for early cinema.
Some scholars have claimed that the defining attribute
of the birth of the movies in the United States was the
struggle between a populist “cinema of attractions” and
a middle-class preference for narrative as inspired by
theater and books. Such perspectives remind us that the
forms achieved by a “mature” medium do not comprise
some perfect fulfillment of its intrinsic potential but rep-
resent instead a narrowed range of possible outcomes as
well as promises unexplored, roads not taken.

The evolution of such systems of entertainment and
communication is always immensely complicated by
the rivalry of competing systems, by the economic
structures and political regimes that shape and support
such systems and that are in turn altered themselves as
the new media root themselves in people’s lives. Im-
provements in technology and in methods of distribu-
tion and access further complicate the development of
such media. In the case of film, for instance, decisive
changes follow upon the advent of sound and the de-
velopment of lighter, more mobile cameras and of
more sensitive film stock; and seismic shifts in the
very nature of film, in its relation to its audience and its
society, occur with the birth of television.

Perhaps most significant of all, media systems and in-
stitutions for storytelling alter and extend their possibili-
ties as their audiences grow more comfortable with them,
learning the special codes and conventions such institu-
tions generate and rely upon. The distance between Fred
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Orr’s Sneeze (circa 1893)—only seconds long. produced
in East Orange, New Jersey, in the world’s first movie
studio—and Chaplin’s Modern Times (1936) is a rich,
decisive emblem for these interacting processes, these
enabling conditions of popular art.

American television during the broadcast era
(roughly from the medium’s inception in 1946 through
the decade of the 1990s) enacts a similar history. It is
not a history of unremitting retinement and improve-
ment. of course, but it is a history impossible to under-
stand without an awareness of the aesthetics of media
transition, a recognition of the complex, ongoing ways
in which the medium learned to use and then to exploit
more subtly such defining constraints as the commer-
cial interruptions; the reduced visual scale of the
screen; the formulas, genres, performing styles, and
actors it inherited from radio, theater, and the movies,;
the 30- or (somewhat later) the 60-minute time slot,
the domestic environment in which TV is experienced.

In its first or imitative phase, American television re-
cycled its ancestors—radio, theater formats, and
movies, though an early boycott of TV by the Holly-
wood studios kept most American feature films off the
screen during the medium’s first decade. One way to
understand the misnamed “golden age of live televi-
sion” is to recognize that 1950s taste hierarchies, which
assumed theater’s inherent superiority to movies, un-
derpinned many journalistic and scholarly accounts of
the shift of prime-time production from live dramas
made in New York to filmed series made in Los Ange-
les. But the popularity of early series such as I Love
Lucy (1951-61, CBS) and Dragner (1952-59; revived,
1967-70, NBC; and yet again 2003, ABC), deplored by
many at the time as “boob-tube’ fare, now seems sensi-
ble. even aesthetically enlightened. For these pioneer-
ing programs embraced the new medium’s inherent
friendliness toward episodic series, and their visual
styles emphasized close-ups and domestic, enclosed
spaces in ways that respected the modest dimensions of
the TV screen. (In its strategy of filming before an audi-
ence, Lucy, that timeless hybrid, also found a way to
mobilize some of the energies of live performance.)
Moreover, their reliance on film was not only a sensible
business practice that preserved the product for repeat
broadcasts, it was also a recognition that the movies
were, and had been for half a century, a central aes-
thetic experience for most Americans.

Both Dragner and Lucy were deeply rooted in older
media but also displayed a powerful if partial aware-
ness of the resources of television. Those resources
were a function of the medium’s presence in the home,
easily incorporated into the daily routines of domestic
life. and its audiovisual limitations. The small screen,
whose images were of marginal quality even when the
unsteady broadcast signal was at its strongest, was un-

42

fit for panoramas or a crowded mise-en-scéne; its pri-
mary theater was, and still remains (even in our era of
digital signals and high-definition television), the hu-
man face and voice.

The physical realities of the TV environment, then,
help to explain its fundamental genres of sitcom, fam-
ily drama, courtroom drama, soap opera, medical
show, all of which rely on dialogue and argument, psy-
chological interaction, interior, intimate settings, close
encounters. Even the crime series, with its emphasis on
confining urban spaces, may be said to have an affinity
for the small screen as the western or other forms of
action/adventure do not. (And even most TV westerns,
a secondary form of the medium in any event, domes-
ticate their genre, emphasizing interior scenes and
talking heads over cattle drives and sage brush.)

An aesthetic history of the medium, and of its com-
plex, sometimes reluctant and evasive mirroring of as-
pects of American social history, can be traced in part
through the evolution of its primary genres. Needless to
say, not every new program in a given genre is an ad-
vance. The advertising regime that requires commercial
interruptions, inflexible timetables, and audience ratings
also encourages trivial imitation and replication of pop-
ular formulas. But even in a rigidly formulaic system
variation and technical refinements are inevitable.

In its second phase (that of a systemic technical ad-
vance, approximately the decade of the 1960s) the
dominant genres of the medium become increasingly
televisual, writers adapt to the enforced commercial
interruptions, directors and directors of photography
master the nuances of the small screen, which is hos-
tile to excessive movement horizontally, across its
confining frame, but more hospitable to motion in
depth, toward and away from the camera’s eye; and
performers and performance styles emerge that aim for
quiet, minimalist effects suited to a medium dependent
on close-ups and more friendly to ordinary faces than
the mythic enlargements of the movie screen or the
stylized flamboyance of the theater.

During this decade of technical advance the power
of this domestic appliance to establish enduring, habit-
ual connections with its audience is fortified and ex-
tended. Although most series episodes during the
1960s were self-contained and ailthough characters
rarely remembered their previous adventures, a drama
of growth and aging often played out in the taces and
bodies of performers who appeared week after week
for years. This brute, inherent power of television is
one key to the popularity of the soap opera as well as
such prime-time programs as The Andy Griffith Show
(1960-68, CBS) and Gunsmoke (1955-75, CBS). The
former series, notable for its leisurely pace and conver-
sational comedy, made its debut when Andy’s son
Opie (Ron Howard) was a six year old and carried its



audience through the heart of his childhood. In Gun-
smoke Marshall Matt Dillon (James Amess) and his
woman friend Kitty (Amanda Blake) ripen into senior
citizens during the series’ 20-year run. By the end of
the 1960s the medium’s prior history, a narrative field
more widely shared by Americans than any earlier
form of fiction or drama, establishes in the viewing au-
dience a deep familiarity with story conventions and
performers, and this intimate, accreting literacy itself
becomes a resource on which programs can rely.

In its final phase—just before cable and satellite sys-
tems and new digital technologies threaten and then
supercede the network monopolies of the broadcast
era—the technical complications and refinements de-
veloped over two decades are joined to a more com-
plex subject matter, and television fiction at its best
becomes a genuine art form. The progression, for ex-
ample, from Lucy to the Dick Van Dyke Show
(1961-66, CBS) to the Mary Tvler Moore Show
(1970-717, CBS), All in the Family (1971-79, CBS),
and M*A*S*H (1972-83, CBS ) is more than an in-
structive social history of American society, though it
is such a chronicle. It is also an aesthetic progression,
in which the situation comedy becomes perhaps the
signature American art form of its era.

One measure of the relative maturity TV fiction had
achieved by the 1970s is the emergence of distinctive sub-
genres or strains of situation comedy, an analogue to the
movie era when screwball comedy, Lubitsch-style
worldly comedy, and the anarchic comedy of the Marx
Brothers signaled something of the diversity of the Holly-
wood system. In the television equivalent of such a ripen-
ing, Garry Marshall’s escapist comedies—The Odd
Couple (1970-83, ABC), Happy Days (1974-84, ABC),
Laverne and Shirley (197683, ABC), Mork and Mindy
(1978-82, ABC), among others—emphasized vivid star
turns and slapstick situations that drew upon and updated
the tone and feel of / Love Lucy, on whose successor, The
Lucy Show, Marshall had worked as a writer. A second
strain of comedy developed from the more character-
oriented and visually restrained style of the Mary Tyler
Moore Show, which like the early Marshall shows engen-
dered a range of similar series produced by the MTM
company through the 1970s: Rhoda (1974-78, CBS), The
Bob Newhart Show (1972178, CBS), The Tony Randall
Show (1976-78, ABC, CBS), among others. A third flavor
of comedy was created by Norman Lear, the visionary
writer-creator of All in the Family and then a series of sim-
ilar shows that included Maude (197278, CBS), The Jef-
Jersons (1975-85, CBS), and One Day at a Time
(1975-84, CBS). Produced on videotape instead of film
and aiming for social relevance and an invasive, vulgar in-
timacy, the Lear shows were loud, harsh, and overtly polit-
ical, radically unlike the witty, visually decorous MTM
series or the clownish escapism of the Marshall programs.
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M*A*S*H offered yet a fourth variation in style and
substance, for this classic series, one of network televi-
sion’s most memorable achievements, was filmed with
one camera, on movie principles, and eschewed the live
audiences of the other comedy factories. Developed by
Larry Gelbart from the Robert Altman film (1970),
M*A*S*H was ostensibly set during the Korean War but
spoke directly to the ambivalence and anxiety generated
by the war in Vietnam. In M*A*S*H, as in all the
strongest series of the 1970s and beyond, the experience
of the characters was cumulative, their rivalries and af-
fections developed and shifted over time, and the pro-
gram explored psychology and human relationships in
ways that were uniquely enabled by the format of the
weekly series.

As the foregoing implies, the 1970s and 1980s are
the true “golden age” of broadcast television. The
medium’s defining genres achieve culminating incar-
nations in this period, exploiting their weekly install-
ments to dramatize character development and
multiple, entwined plots with compelling complexity
and authority. The MTM factory shifts away from sit-
coms toward the end of the 1970s, producing hour-
long dramas, some of which reach new levels of
psychological and social seriousness. Examples in-
clude Lou Granr (1977-82, CBS), about an urban
newspaper; The White Shadow (1978-81, CBS), set in
a city high school; St. Elsewhere (1982-88, NBC), a
hospital series, and, most notably, Hill Street Blues
(1981-87, NBC), a landmark policier, marked by jit-
tery, rapid camera work and editing and morally com-
plex stories and characters that influenced all
subsequent TV drama and established its cocreator and
executive producer, Steven Bochco, as one of the pri-
mary auteur-producers in American television.

This late period of the broadcast era is distinguished
as well by made-for-television movies and miniseries
that move beyond the limits of the weekly series to ex-
plore political and historical topics that had never be-
fore reached the TV screen. The emergence of these
longer forms is a sign of television’s maturity and en-
larging ambition as a narrative medium. The format of
the miniseries implicitly exposes how arbitrary and
relatively inflexible is the length of theatrical movies.
Television, in contrast, is theoretically free to allow
stories to unfold according to the needs of the material,
for its audience can easily tune in to chapters or
episodes running across several days or even weeks.
Some of the defining programs of the 1970s and early
1980s exploit this distinctive attribute of the medium.
The following are representative instances of a much
larger group of such texts: @B VII (six hours, 30 min-
utes, 1974, ABC), about a libel action that becomes a
story of the concentration camps; Rich Man, Poor Man
(12 hours, 1976, ABC), an ambitious social history of
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the post-World War 11 United States; Roots (12 hours,
1977, ABC), an adaptation of Alex Haley’s epic of the
African-American experience; Holocaust (seven
hours, 35 minutes, 1978, NBC); The Awakening Land
(seven hours, 1978, NBC), an epic of American pio-
neers; and King (six hours, 1978, NBC), about the life
and death of Martin Luther King.

Many of the television movies of this era are also
thematically ambitious and visually complex. Some of
these films exploit the performance history of the
medium by casting actors who refine or play against
personae they had established in TV series. As before,
the following examples are drawn from a much larger
range of texts. Elizabeth Montgomery, wholesome star
of the escapist sitcom Bewitched (1964-72, ABC), ap-
pears in several thoughtful and disturbing films during
the 1970s that deal with violence against women, in-
cluding A Case of Rape (1974), A Killing Affair (1977),
and Act of Violence (1979). Montgomery is also memo-
rably cast against her subservient helpmeet series iden-
tity in the miniseries about frontier pioneers mentioned
above, The Awakening Land, based on Conrad
Richter’s trilogy of novels. Mary Tyler Moore draws on
and complicates the audience’s affection for her sitcom
character in a candid film about breast cancer, First You
Cry (1978). Carol Burnett, beloved star of the variety
show that bears her name (1967-77, CBS), plays a be-
reaved mother demanding answers from an unrespon-
sive military in the antiwar film Friendly Fire (1979).
David Janssen re-creates and deepens the wincing vul-
nerability of his roles in The Fugitive (1963-67, ABC)
and Harrv-O (1974-76, ABC) in such films as A Sensi-
tive, Passionate Man (1977) and City in Fear (1980).
As the titles just cited suggest, TV movies have fre-
quently engaged painful and ambiguous material, often
with a modest clarity rarely found in theatrical movies
of recent decades. Both the series and longer-form pro-
grams of the 1970s through the 1990s deserve and will
repay the sort of systematic cataloguing and close inter-
pretation that is routinely granted to the movies of the
studio era.

Though we are still too close to the broadcast era for
a definitive verdict, it is probable that American televi-
sion of the second half of the twentieth century will be
recognized as a significant aesthetic achievement, the
result of a never-to-be-repeated confluence of social,
technological, and historical forces, a unique precursor
to the digital entertainment future. It would not be the
first time that popular diversions scarcely valued by

the society that produced them were judged by the fu-
ture to be works of art.
Davip THORBURN
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Television broadcasting in sub-Saharan Africa dis-
plays two distinct patterns. On the one hand, there is
the success story reproducing itself in countries that
undertook bold and substantive liberalization of the
airwaves over the past decade. The flipside is the
pitiable state of impeded growth, inefficiency, and dec-
adence. While the goings-on of the early 21st century
suggest a hopeful outlook for the region, a lack of suc-
cinct national/regional media policies could frustrate
growth of local production capability and push the
subcontinent deeper into dependence on TV output
from Western countries.

In many African countries, TV broadcasting was in-
troduced in the 1950s and 1960s by former colonial set-
tlers. While the colonial edifices only endeavored to
service the information and entertainment needs of the
settlers, the first black African governments used broad-
casting as a tool both to entrench themselves politically
and to repress their own societies. Between the 1960s
(Africa’s independence decade) and the late 1980s, tele-
vision broadcasting in sub-Saharan Africa was heavily
controlled by the government, with virtually no private
sector participation. With little (at times no) indepen-
dently produced local content and weak signals limited
to major urban centers, viewership grew sluggishly in
many countries.

Television broadcasting changed during the late
1980s and early 1990s, as a wind of democratic reform
consumed much of the continent. In almost all countries
that embraced political change, television business has
flourished, creating a fast-growing broadcasting sector.
Such countries boast multiple private TV stations along-
side revamped state broadcasters. The lure of cheap re-
runs of Western sitcoms and soap operas, spiced with
persuasive local content from nascent but independent
production houses, is winning audiences for the new
African TV-owning households. Local content hardly
matches the cheap foreign imports, but the emergence
of regional content—from regional sporting events and
from such broadcasting centers as South Africa and
Nigeria—is helping maintain an African idea on the
television screen.

Kenya and Nigeria were the first sub-Saharan coun-
tries to allow private broadcasting. While Kenya issued
one private license in 1990 and thereafter stymied fur-
ther liberalization for six years, Nigeria opened the door
to private broadcasters in 1991 and kept it open. The re-
sult was the creation of Africa’s most competitive TV

market, with over 80 private and state-owned stations
jostling for audiences and a portion of the nearly $1 bil-
lion in annual advertising spending. A vibrant local pro-
duction industry flourishes alongside imported content.
Indeed, these indigenous productions form Nigeria’s
biggest contribution to the continent’s TV broadcasting.
The country is home to some of Africa’s most successful
sitcoms, such as lkebe Super and Papa Ajasco produced
by Wale Adenuga. Papa Ajasco is the most-watched sit-
com in West Africa, with audiences in eight countries.
Since 1999, a number of Nigerian sitcoms have been on
air in East Africa, with moderate success. Audience re-
search conducted in Lagos in 1999 indicated that
African Independent Television (AIT) was the most-
watched station in the city, followed by Channels,
MITYV, and Degue Broadcasting Network (DBN). AIT
and Minaj are licensed as satellite TV stations.

Nigeria has 40 government-owned TV stations, of
which 29 stations were established by state govern-
ments. There are 16 private free-to-air stations, two
satellite stations with global licenses, and 37 private
cable and satellite rebroadcast stations. Five of the
free-to-air TV licenses were issued in March 2002 by
the regulating authority, Nigeria Broadcasting Com-
mission (NBC). The NBC was established in 1992
with a primary function to regulate and supervise the
industry. Over 40 government-owned stations operate
under the ambit of the Nigerian Television Authority
(NTA), making NTA one of the largest broadcasting
operators in Africa. The NTA stations broadcast in
most of Nigeria’s major local languages. Communica-
tions Trends Ltd. (CTL), an indigenous satellite cable
television and Internet provider, is the second largest
TV network in the country, with operations in 13 of
Nigeria’s 30 constitutional states.

Senegal and Ghana stand out as two other showcases
of rapid growth and promise in television. Both coun-
tries have a history of relatively robust and independent
media. Senegal allowed private TV operators from 1991
and currently boasts one national public broadcaster
(Radiodiffusion Television Senegalaise) and two sub-
scription TV services (Canall Horizons Senegal and
EXCAF). RTS signal covers three-quarters of the coun-
try with broadcasts in French, English, and several local
languages. Canall Horizons is generally a sports and
entertainment service that is available on the French
bouquet channel, Le Sat, together with EXCAF pay TV.
Ghana, on the other hand, began licensing private
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broadcasters in 1995 and has four TV stations. Ghana
TV is state owned, while Metro TV is a joint venture be-
tween the state broadcaster and Lebanese investors.
TV3, the first free-to-air station, is a joint venture be-
tween local media practitioners and Malaysian in-
vestors. Both Metro TV and TV3 broadcast one channel
each to Accra and its environs. The fourth operator,
Fontom TV, commenced operations in 1999 with news,
sports, and entertainment broadcasts around Kumasi.
Some newcomers on the continental broadcasting
scene are quickly establishing themselves as leaders.
Tanzania is a case in point. After three decades of no
television service, Tanzania liberalized the airwaves in
the early 1990s. Since then, seven stations—Indepen-
dent Television (ITV), Dar es Salaam Television (DTV),
Central Television Network (CTN), Cable Entertain-
ment Network (CEN), Star Television (STV), Television
Zanzibar (TVZ), and Television of Tanzania (TVT)—
have commenced operations. Alongside these are
dozens of small, intermittent broadcasters licensed to
operate in nearly all sizeable urban centers throughout
the country. Many of these run cable networks, avoiding
the costs of free-to-air transmission. Notably, only TVT
is state owned. Local content is scant, as most stations
relay CNN, BBC, and Deutsche Welle TV, breaking
away only for a few hours nightly for local news and a
handful of local productions. ITV is the only Tanzanian
station available to the rest of the continent via satellite
and terrestrially to five regions within the country.
Uganda has also made considerable progress over the
past four years. More than a dozen licenses have been is-
sued, although only half of these have commenced oper-
ations. Uganda Television (UTV) is the national
broadcaster, with WBS-TV, Channels, STV, Multi-
Choice, and TV Africa as the main contenders. In the
Democratic Republic of Congo (former Zaire), Radio-
Television Nationale Congolaise (RTNC) is state owned
and the sole national broadcaster in the vast country.
RTNC covers nearly three-quarters of this vast country
via four channels, previously privately owned but na-
tionalized by the government after civil war broke out in
1997. A number of small private subscription broadcast-
ers have emerged in major urban centers over the past
two years. These include Tropicana TV, RAGA, and An-
tenne A in Kinshasa, and Solar Energy in Lubumbashi.
Nevertheless, television broadcasting is still highly
controlled in at least a quarter of sub-Sahara African
countries. In such countries, only state-owned television
stations operate on free-to-air licenses. For example,
Ethiopia TV is the only television station in the country,
broadcasting primarily in Amharic and minimally in En-
glish. Similarly, the Zambia National Broadcasting Cor-
poration (ZNBC) is the only TV broadcaster in Zambia,
with its signal available in major urban areas. The cor-
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poration is also the local partner in the two pay-TV ser-
vices run by South Africa’s MultiChoice and the African
Broadcast Network (ABN). Swaziland’s Television Au-
thority (STVA) broadcasts one television channel with
nationwide repeaters. In Malawi the first public TV ser-
vice, Television Malawi (TVM), was opened by the
government in 2000. South Africa’s MultiChoice sub-
scription service is the only substitute via satellite in
Malawi’s main urban centers.

In Seychelles and Mauritius, the state-owned broad-
casters are the sole TV operators. The Seychelles
Broadcasting Corporation offers a single channel cov-
ering the entire island, while the Mauritius Broadcast-
ing Corporation runs three free-to-air stations and two
subscription channels. Lesotho’s National Broadcast-
ing Service and Botswana’s BTV operate on a very
small scale, respectively, within the two land-locked
countries. South Africa’s MultiChoice runs subscrip-
tion TV services comprising mainly sports and enter-
tainment in the two countries.

In Rwanda, Televisiondiffusion de Rwanda (TVR) re-
mains the only major broadcaster, with a signal covering
about half the country. Over the past three years, two
small stations, Tele 10 and STV, have commenced opera-
tions around the capital city of Kigali. A similar story is
evident in Madagascar’s TV Malagasy, the state broad-
caster. The recent launching of three private subscription
operatiors (MaTV, TVF, and RTA) in Antananarivo has
had little impact on the broadcasting scene. In Burundi,
Television Nationale du Burundi is the sole broadcaster,
reaching only a small section of the country.

In Zimbabwe the Zimbabwe Broadcasting Corpora-
tion runs ZBC-TV1 as the only national television ser-
vice. It operates as a commercial TV station and
transmits nationally. Since 1997, Joy TV has been li-
censed as the first independent TV service in the coun-
try. It leases ZBC-TV2’s studios and transmitters, and
its signal is available within a 120-kilometer radius of
Harare. TV audience research shows ZBC-TV1 con-
trolling about 52 percent of the audience, with Joy-TV
accounting for 37 percent.

In Mozambique, Televisao de Mogambique (TVM),
the only national station, is state owned and serves ma-
jor urban areas. Plans are afoot to have the transmission
available countrywide via satellite. Three private local
stations, Radio Televisao Klint (RTK), TV Miramar,
and Greenland Television operate around Maputo. TV
Miramar is owned by the Brazilian Church Reino Uni-
versal de Assembleia do Deus (Universal Church of
God), while RTK is owned by a political personality. In
Angola, the government operates Televisao Popular de
Angola (TPA), which has transmitters in most provin-
cal capitals and major towns. A second station, TPA 2,
operates around the capital city of Luanda.




In Namibia, the Namibian Broadcasting Corpora-
tion is a monopoly, with one television service that of-
fers regional programming during various times of the
day. Two subscription TV services, Deukom TV and
MultiChoice, have operations in major urban centers.
Deukom TV offers several four German-language
channels (RTL, Satl, DW, and ARD) while Multi-
Choice offers several English-language entertainment
and sports channels beamed from South Africa.

Throughout the rest of the subcontinent (Botswana,
Chad, Congo, Cote d’Ivoire [Ivory Coast], Djibouti,
Equatorial Guinea, Eritrea, Gambia, Guinea-Bissau,
Mali, and Sudan) the state remains the sole broadcaster.
In a few other countries, like Burkina Faso, Benin, and
Gabon, a multiplicity of problems have frustrated any
substantive growth in television broadcasting. Yet oth-
ers, such as Cameroon and Kenya, have a fledgling TV
industry whose growth has been stunted, if not perma-
nently maimed, by years of government interference.

Some notable players on the continent’s broadcasting
scene include MultiChoice, Le Sat, and TV Africa. Multi-
Choice is the largest channel bouquet operator on the
continent, offering up to 50 channels to 1.2 million sub-
scribers in 15 countries. Sub-Saharan Africa accounts for
187,000 subscribers, or one-sixth of the total, but boasts a
5 percent annual growth. Le Sat is a Francophone bou-
quet that is beamed to MDDS operators. TV Africa oper-
ates as a content provider to many African television
broadcasters. CFI Pro and RTPi are Europe-based content
providers for Francophone and Luzophone broadcasters,
respectively. African Broadcast Network (ABN), a conti-
nentwide broadcaster, was founded in January 2001. It at-
tempts to procure quality entertainment programming for
affiliates and partner broadcasters in Africa.

Backhauling and downlinking of pan-African pro-
gramming has improved considerably as more satellites
with an African footprint have been launched in the
past five years. At least a dozen satellites are currently
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overflying Africa, lowering the cost of transponder
hosting and satellite transmission costs. For instance,
MultiChoice uses transponder space on PanAmSat 4,
PanAmSat 7, and EutelSat W4 satellites to beam its
bouquet of channels into sub-Saharan Africa.

One of the drawbacks to the development of TV
broadcasting in sub-Saharan Africa is a lack of succinct
media policies. With the exception of Nigeria, no coun-
try on the subcontinent has a substantive media policy,
much less an established institutional framework to ad-
minister such policy. Numerous pertinent policy issues
(for example, local content regulation, ownership and
control, and public service broadcasting) are yet to be
addressed, creating chaotic scenarios. For example, in
Tanzania, Uganda, Kenya, and Cameroon, a lack of
clarity on many policy issues has set back develop-
ments in the TV broadcasting sub-sector or led to a mis-
allocation of much-needed resources. While authorities
in these countries have pledged to review the relevant
media policies, their nascent TV operations are striving
to stand firm in tough trading conditions.

NixoN K. KARITHI
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Ailes, Roger (1940-)

U.S. Media Consultant, Producer, Executive

Roger Eugene Ailes is one of television’s most versa-
tile, outspoken, and successful producers and consul-
tants. He has been described as “the amusingly
ferocious Republican media genius” and a “pit-bull
Republican media strategist turned television tycoon.”

He has had a variety of careers, including producer of
television shows, Shakespeare, and off-Broadway
plays; and president of the cable television channels
CNBC, America’s Talking, and FOX News.

Ailes’s career in television began in Cleveland,
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Ohio, where he was a producer and director at KYW-
TV, for what was then a locally produced talk-variety
show, The Mike Douglas Show. He later became exec-
utive producer for that program, which syndicated na-
tionally, and won two Emmy Awards for his work, in
1967 and 1968. It was in this position, in 1967, that
Ailes had a spirited discussion about television in poli-
tics with one of the show’s guests, Richard Nixon, who
took the view that television was a gimmick. Later,
while campaigning for the U.S. presidency, Nixon
called on Ailes to serve as his executive producer of
TV. Nixon’s election victory in 1968 was only Ailes’s
first venture into presidential television.

After founding Ailes Communications, Inc., in 1969,
Ailes worked as consultant for various businesses and
politicians, including WCBS-TV in New York. In the
1970s he tried his hand at theater production with the
Broadway musical Mother Earth (1972) and the off-
Broadway hit play Hor-l Baltimore (1973-76), for
which Ailes received four Obie Awards. He was execu-
tive producer for a television special, The Last Frontier,
in 1974, and he produced and directed a television spe-
cial, Fellini: Wizards, Clowns, and Honest Liars, for
which he received an Emmy Award nomination in 1977.

During the 1970s and 1980s, Ailes carried out polit-
ical consulting for many candidates, and he retuned to
presidential campaigning as a consultant to President
Ronald Reagan in 1984. Ailes is widely credited with
having coached Reagan to victory in the second presi-
dential debate with Walter Mondale, after Reagan had
disappointed his partisans with a lackluster effort in
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the first debate. In 1984 Ailes won an Emmy Award as
executive producer and director of a television special,
Television and the Presidency. In 1987 he wrote a book
with Jon Kraushar, You Are the Message: Secrets of the
Master Communicators, in which Ailes discusses
some of his philosophies and strategies for successful
performance in the eye of the public media.

Ailes also won acclaim for his work in the 1988
presidential election, in which he helped guide Repub-
lican George Bush to a come-from-behind victory over
Democrat Michael Dukakis. (Ailes did not work on the
losing 1992 Bush campaign against Bill Clinton.)

In 1991 Ailes convinced a syndicator to bring Rush
Limbaugh from radio to television and became execu-
tive producer of Limbaugh’s late-night show. Ailes an-
nounced his withdrawal from political consulting in
1992.

In 1993 Ailes became president of NBC’s cable
channel CNBC and began planning another NBC ca-
ble channel, America’s Talking (now called MSNBC),
which debuted on July 4, 1994. After Ailes took over at
CNBC, ratings increased 50 percent and profits tripled.
He has had impressive success in his latest position as
chairman and chief executive officer of FOX News.
Since assuming this position in 1996, Ailes has over-
seen the launch of the FOX News Channel on cable,
boosting FOX programming to a leadership position in
the cable news industry. In 2000 Ailes signed a con-
tract to continue to serve as chairman and chief execu-
tive officer of FOX News through January 2004.

LynDa LEE KaID

Roger (Eugene) Ailes. Born in Warren, Ohio, May 15,
1940. Educated at Ohio University, Athens, B.A., 1962.
Began television career as property assistant, The Mike
Douglas Show, KYW-TV, Cleveland, Ohio, 1962, pro-
ducer, 1965, executive producer, 1967-68; media ad-
viser to Richard M. Nixon’s presidential campaign,
1968; founder and owner, Ailes Communications, a me-
dia production and consulting firm, 1969-92; producer
of plays Mother Earth, 1972, and The Hot-l Baltimore,
1973-76; producer, various television specials, from
1974; media consultant, Ronald Reagan’s presidential
campaign, 1984, and George Bush’s presidential cam-
paign, 1988, also various senatorial and congressional
campaigns; president CNBC, cable television network,
1993-96; president and program host, America’s Talking
(MSNBC), an all-talk cable television network,
1994-96; chairman and CEO of FOX News and the
FOX News Channel, since January 1996. Honorary
Doctorate, Ohio University. Recipient: Obie Award, Best
Off-Broadway Show, 1973, for Hot-l Baltimore; Emmy
Awards, 1967, 1968, 1984; Silver Circle Award, Na-
tional Academy of Television Arts and Sciences, 1999.




Television Series (selected)

1962-68  The Mike Douglas Show
1970 The Reul Tom Kennedy Show
1981 Tomorrow: Coast to Coast
1992-96  Rush Limbaugh

Television Specials (selected)

1974 Last Frontier

1976 Fellini: Wizards, Clowns, and Honest
Liars

1991 An All-Star Tribute to Our Troops

Stage
Mother Earth, 1972, Hot-l Baltimore, 1973-76.

Publications

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

“Campaign Strategy,” Time (May 11, 1992)

“A Few Kind Words for Presenter Tip O’Neill.” Ad-
vertising Age (January 8. 1990)

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

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

Alcoa Hour, The

“The Importance of Being Likeable,” Reader’s Di-
gest (May 1988)

“Lighten Up! Stuffed Shirts Have Short Careers,”
Newsweek (May 18, 1992)

“Sam and Diane: Give 'em Time,” Advertising Age
(August 21, 1989)

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

You Are the Message: Secrets of the Master Communi-
cators, with John Kraushar, 1987
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mercials of 1988.” American Behavioral Scientist (March—
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Alcoa Hour, The

U.S. Anthology Drama

The Alcoa Hour was a 60)-minute live anthology drama
that replaced The Philco Television Plavhouse and be-
gan alternating broadcasts with The Goodvear Theatre
in the fall of 1955. (For a few months Philco, Alcoa,
and Goodvear all alternated in the Sunday 9:00 to
10:00 p.m. slot on NBC. Philco withdrew sponsorship
in early 1956.) The Alcoa Hour was sponsored by the
Aluminum Company of America and was produced by
Herbert Brodkin, formerly of ABC TV. Among the
program’s directors, many of whom went on to distin-
guished careers in television and film, were Dan Petrie,
Robert Mulligan, Sidney Lumet, and Ralph Nelson.
Coming near the end of the “golden age” of live televi-
sion anthology drama. The Alcoa Hour had a relatively
short run of just under two years, despite generally
high-quality programs and mostly favorable reviews.
The first broadcast of The Alcoa Hour was on Octo-
ber 16, 1955. An original teleplay by Joseph Schull enti-

tled “The Black Wings,” the production starred Wendell
Corey and Ann Todd and was directed by Norman Fel-
ton. Both Variety and the New York Times praised the
high quality of acting and the attractive sets but criti-
cized the script. New York Times reviewer J.P. Shanley
went so far as to say that the story was “melodramatic
hogwash.” Schull’s narrative focused on a German
physician (Corey) who had been a Luftwaffe pilot dur-
ing World War II. He secretly endows a clinic for the
treatment of victims of a bombing raid he led over En-
gland, then falls in love with an English girl (Todd) who
was crippled by the bombing. In spite of the script’s
weaknesses, the program was deemed a success because
of the excellent performances and fine directing, and
critics felt that The Alcoa Hour would become a worthy
successor to the famous Philco Television Plavhouse.
During its two years. The Alcoa Hour broadcast a
wide variety of dramas, including the sixth consecu-
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The Alcoa Hour, Bob Watson, John Hoyt, Lamont Johnson,
David Wayne, 1957-60; “Operation Spark,” 1959.
Courtesy of the Everett Collection

tive Christmas season airing of Gian Carlo Menotti’s
television opera Amahl and the Night Visitors on De-
cember 25, 1955. During the Christmas season of
1956, The Alcoa Hour broadcast a musical version of
Charles Dickens’s A Christmas Carol entitled “The
Stingiest Man in Town.” The adaptation featured Basil
Rathbone in a singing role, crooner Vic Damone, song-
writer Johnny Desmond, opera singer Patrice Munsel,
and the Four Lads, a popular singing group.

Typical programs on The Alcoa Hour included
“Thunder in Washington™ (November 27, 1955) and
“Mrs. Gilling and the Skyscraper” (June 9, 1957).
“Thunder in Washington” was an original script by
David Davidson, directed by Robert Mulligan. The
broadcast featured Melvyn Douglas and Ed Begley in a
story about a highly competent business executive,
Charles Turner, who answers a call from the president of
the United States to come to Washington to introduce ef-
ficiency into numerous sprawling governmental agen-
cies. Soon Tumer’s efforts at reform offend almost
everyone, and he finds himself defending his actions be-
fore a House Appropriations Committee. The program
ends with Turner vowing to continue his crusade to
clean up Washington and the committee chair promising
to stop him. New York Times reviewer Jack Gould
praised the broadcast by saying that it was “a play of un-
common timeliness, power, and controversy. With one
more scene, it could have been a genuine tour de force of
contemporary political drama.” An interesting footnote
to the production is that actor Luis van Rooten, hired to
play the part of the president of the United States, spent
hours studying the voice and mannerisms of then Presi-
dent Dwight D. Eisenhower to make sure his perfor-
mance was authentic, even though the president was to
be seen only in a head-and-shoulders shot from behind.
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“Mrs. Gilling and the Skyscraper™ was a very differ-
ent sort of play. An original script by Sumner Locke El-
liot, it was a vehicle for distinguished actor Helen
Hayes, who played the part of an elderly lady trying to
save her apartment from the owners of her building who
intend to demolish it to make way for a skyscraper. Both
the superb acting and sensitive script were praised. The
script in particular was noted for how it dealt with the
generational clashes between the old lady and new ten-
ants in her building. During the 1950s, confrontations
between the old and new were becoming increasingly
common as large stretches of turn-of-the-century
dwellings were leveled to make way for modern build-
ings, and the plight of Mrs. Gillings was a familiar one
for many older Americans and their families.

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

The 1956-57 season saw the networks shifting
away from live broadcasts and turning more to the use
of film. Faced with this change and competition from a
new crop of popular programs, The Alcoa Hour went
off the air after its September 22, 1957, broadcast of
“Night” starring Franchot Tone, Jason Robards, Jr.,
and E.G. Marshall. As of September 30, 1957, both
The Alcoa Hour and its companion program The
Goodyear Theatre became 30-minute filmed programs
and were moved to Monday nights at 9:30.

HENRY B. ALDRIDGE

Programming History
NBC
October 1955-September 1957  Sunday 9:00-10:00

Producer
Herbert Brodkin
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Alda, Alan (1936-)

U.S. Actor

Alan Alda is a television and film star best known for
his work in the long-running CBS television series
M*A*S*H. He has been well honored for that role,
having won 28 Emmy nominations, two Writers Guild
Awards, three Directors Guild Awards, six Golden
Globes from the Hollywood Foreign Press Associa-
tion, and seven People’s Choice Awards. Alda is the
only person to have been honored by the Television
Academy as top performer, writer, and director.

The son of actor Robert Alda, Alan traveled with his
father on the vaudeville circuit and began performing
in summer stock theater as a teenager. During his ju-
nior year at Fordham University, he studied in Europe,
where he performed on the stage in Rome and on tele-
vision in Amsterdam with his father. After college he
acted at the Cleveland Playhouse on a Ford Foundation
grant. Upon returning to New York, Alda worked on
and off Broadway, and on television. He later acquired
improvisational training with Chicago’s Second City
comedy troupe and with Compass in Hyannis Port,
Massachusetts, and that background in political and
social satire led to his work as a regular on television’s
That Was the Week That Was.

Alda found fame on M*A*S*H, where his depiction
of sensitive surgeon Hawkeye Pierce won him five
Emmy Awards. Set in the Korean War of the 1950s,
and broadcast in part during the Vietnam War in the
1970s, M*A*S*H won acclaim for its broad and irrev-
erent humor, its ability to effectively combine drama
with comedy, and its overall liberal humanist stance. In
adapting the show from the 1970 Robert Altman film
of the same name, producer and director Gene
Reynolds and writer Larry Gelbart used distinctive
telefilm aesthetics and a complex narrative structure

that set the show apart from the proscenium-style se-
ries that dominated television in the 1960s. The show’s
influence was broad, traceable perhaps most directly in
the large number of 1980s multicharacter dramas and
“dramedies” (such as Hill Street Blues and St. Else-
where) whose narratives also centered around a tightly
knit workplace group who became like family to one
another.

Alda, who also wrote and directed many episodes of
the show, has become indelibly associated with
M*A*S*H, which continues to be watched as one of
the most successful comedies in syndication. His “sen-
sitive male” persona, derived in large part from his
characterization on M*A*S*H, continues to be sus-
tained by public awareness of his efforts on behalf of
women’s rights and other causes. An ardent feminist,
Alda campaigned extensively for ten years for the pas-
sage of the Equal Rights Amendment, and, in 1976, he
was appointed by President Ford to serve on the Na-
tional Commission for the Observance of International
Women’s Year. Alda’s status as a feminist led a writer
in the Boston Globe to dub him “the quintessential
Honorary Woman: a feminist icon.”

Despite such associations, one of Alda’s most ac-
claimed performances was his portrayal of a conniving
producer in the 1989 Woody Allen film Crimes and
Misdemeanors. Alda won the D.W. Griffith Award and
the New York Film Critics Award, and he was nomi-
nated for a British Academy Award as Best Supporting
Actor for his work in the film.

Following this success, Alda added other dimensions
to his “character type.” For example, he continued his
exploration of a “darker side” with his portrayal of a
driven corporate executive in the HBO original produc-
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Alan Alda.
©20th Century Fox/Courtesy of the Everett Collection

tion White Mile (1994). In another notable role, Alda
returned to network television in 1999 as a guest star in
several episodes of NBC’s medical drama E.R.; once
again, he played a doctor, but, in contrast to
M*A*S*H’s brash, youthful Hawkeye Pierce, E.R.’s
Dr. Gabriel Lawrence was an aging figure in tragic de-
cline, losing his mind and his ability to practice
medicine due to Alzheimer’s disease. The more famil-
iar, inquisitive, humorous Alda is currently host of the
series Scientific American Frontiers on PBS.

DIANE NEGRA

See also M*¥*A*S*H

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

Television Series
1964—65 That Was the Week That Was
1972-83  M*A*S*H

1974 We’ll Ger By (producer and writer)
1984 The Four Seasons (producer)
1990- Scientific American Frontiers (host)

Made-for-Television Movies

1972 Playmates

1972 The Glass House
1973 Isn’t It Shocking?
1974 6 Rms Riv Vu

1977 Kill Me if You Can
1984 The Four Seasons
1993 And the Band Played On
1994 White Mile

1996 Jake’s Women
2001 The Killing Yard
2001 Club Land

Films

Gone Are the Days, 1963; Paper Lion, 1968; Jenny,
1969; The Extraordinary Seaman, 1969; The Moon-
shine War, 1970; Catch-22, 1970; The Mephisto
Waltz, 1971; To Kill a Clown, 1972; Same Time, Next
Year, 1978; California Suite, 1978; The Seduction of I
Joe Tynan (also writer), 1979; The Four Seasons (also
director and writer), 1981; Sweet Liberty (also direc-
tor and writer), 1986; A New Life (also director and
writer), 1988; Crimes and Misdemeanors, 1989,
Betsy’s Wedding (also director and writer), 1990;
Whispers in the Dark, 1992; Manhattan Murder Mys-
tery, 1993; Canadian Bacon, 1994; Flirting with Di-
saster, 1996; Everyone Says I Love You, 1996; Mad
City, 1997; Murder at 1600, 1997, The Object of My
Affection, 1998; What Women Want, 2000.

Stage (selected)

Owl and the Pussycat; Purlie Victorious; Fair Game
Jor Lover; The Apple Tree; Jake's Women; Art; Our
Town.
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Alfred Hitchcock Presents
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Alfred Hitchcock Presents

U.S. Suspense Anthology

Of all film directors during the 1950s, Alfred Hitchcock
was probably the best known to the general public not
only by name but also by appearance and through his
specialist area of the suspense genre. In some part this
was due to the cameo appearances he made in his feature
films, but mainly it was due to the remarkable anthology
mystery series he produced and hosted for television
from 1955 to 1965. For its time, it was unprecedented
that such a top-rank feature director would undertake
what many considered a demeaning role in television.
The resulting effect, however, was quite the opposite.

The half-hour-long Alfred Hirchcock Presents se-
ries, and later The Alfred Hitchcock Hour, were ex-
traordinary collections of dark, cynical tales of crime,
mystery, and suspense, with an occasional excursion
into the supernatural. The series’ emphasis was on
ironic or twist endings, usually in which the villain ap-
peared to go unpunished. Each episode would begin
with the musical arrangement of Charles Gounod’s
“Funeral March of a Marionette” while on screen
Hitchcock would be seen stepping into his own silhou-
ette trademark profile.

The idea for a Hitchcock television series came
from his former agent, Lew Wasserman (then president
of MCA), in early 1955 and was intended to be an ex-
tension of Hitchcock’s own appearances in his fea-
tures. Though wary of the new medium, Hitchcock
was soon persuaded that television would be the per-
fect showcase for all the stories he had wanted to do
but which had been excluded from feature projects due
to length or peculiarity. The prospect of enormous fi-
nancial benefits to be accrued from a weekly television
series was also persuasive.

He formed Shamley Productions (named after his
summer home in England) to produce the series at Re-
vue Studios, the television arm of Universal. The
agreement with CBS and sponsor Bristol-Myers was
for Hitchcock to act as host, executive producer (“*An
Alfred Hitchcock Production™), and occasional direc-
tor. To run the television operation he brought on board
longtime friend and associate Joan Harrison as pro-
ducer, later joined by Norman Lloyd, and, for the hour-
long series, Gordon Hessler. Although Hitchcock was
head of the company his involvement was only periph-
eral and it was Joan Harrison who was ultimately re-
sponsible for selecting the stories for the series as well
as hiring the writers and directors.

The anthology adapted stories by virtually every
modern mystery writer in the genre, presenting
macabre tales about ordinary people in extraordinary
situations that usually resulted in an O. Henry type
twist ending. The series was dark yet humorous, some-
times grim, often ironic, but never gruesome visually.
The episodes were “situation tragedies,” as Hitchcock
quipped. His preference for published material over
“developed™ stories brought in many source authors
who were household names, including Eric Ambler,
Robert Bloch, Roald Dahl, Evan Hunter, Ellery Queen,
and Henry Slesar. What made these half-hour playlets
so different from the other suspense anthology pro-
grams of the time (The Web, Suspense, Danger, Cli-
max, The Vise, Rebound) was the offbeat quality of the
individual productions, often exploring unusual cam-
era angles and employing low-key lighting to enhance
the mood of menace and danger. Among the notable
directors with a penchant for the suspenseful were
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Robert Stevens, Herschel Daugherty, John Brahm,
Robert Florey, and actor-turned-director Paul Henreid.
Hitchcock himself directed 20 episodes in which he
ghoulishly and irreverently parodied the conventions
of the murder mystery. The suitably atmospheric
black-and-white cinematography, mainly by John L.
Russell, and the expedient film editing of Edward W.
Williams and Richard G. Wray firmly established a
production team working together with admirable pre-
cision.

Curiously enough, one of the most popular elements
to surface from the series was Hitchcock’s own
tongue-in-cheek introductions and closing comments
as well as his sometimes mordant segues into the com-
mercial breaks. At first the series’ sponsor Bristol-
Myers was outraged at this irreverent attitude toward
its product, but Hitchcock soon convinced them that *“a
knock is as good as a boost” when they noticed the
positive commercial effects his subtle digs generated.

The writer responsible for these little on-camera
comments by Hitchcock was screenwriter and play-
wright James B. Allardice, who was shown a rough cut
of The Trouble with Harry (then in production) to get
an idea of the cynical tone required. Allardice grasped
the oftbeat black comedy immediately and went on to
write all of Hitchcock’s prologues and epilogues for
the series’ ten-year run.

Alfred Hitchcock Presents received the Emmy nom-
ination for Best Dramatic Anthology Series for 1957
and for 1958-59.

In 1957, prompted by the success of the CBS series,
NBC developed its own mystery anthology, Suspicion
(1957-58), consisting of 20 live episodes from New
York and 20 episodes filmed in Hollywood, ten of the
latter produced by Shamley. Joan Harrison served as
associate producer, with Hitchcock credited as execu-
tive producer. Suspicion premiered with the Hitchcock-
directed episode “‘Four O’Clock” (a Francis Cockrell
teleplay from a Cornell Woolrich story).

Psycho (1960) has certain relevance here, produced
and released midway through the series run. The film
was financed by Hitchcock himself and produced
through the facilities of Shamley. Psycho is a film that
could only have come out of Hitchcock’s experience
with filmed television (including the “stories they
wouldn’t let me do on TV factor). It was filmed at Re-
vue with Hitchcock using his television crew (includ-
ing cinematographer John L. Russell and assistant
director Hilton A. Green) and applying the shortcut
methods of his weekly television production. The fa-
mous Psycho Victorian house on the Universal backlot
would also be seen in various episodes of The Alfred
Hitchcock Hour (notably in the episode “An Unlocked
Window”).
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After moving from CBS to NBC for one season
(1960-61), the series returned to CBS to end its run in
June 1962, to be replaced by an hour-long format from
1962 to 1965. When the decision was made to expand
the series, The Alfred Hitchcock Hour continued the
familiar Presents format, only longer. Unfortunately,
in expanding the type of stories that had characterized
Alfred Hitchcock Presents, the programs developed a
rather sedate quality, provoking the criticism of
“padding-out.” As mystery author and series regular
contributor Henry Slesar observed: “More was told
about the same thing.”

In September 1985 Alfred Hitchcock Presents re-
turned to network television. It had been two decades
since the original had left the air, and five years since
the death of Hitchcock. Films of his original
monochrome introductions were computer colorized
and reused to introduce the new episodes. Some
episodes of the 1985 revival series presented new sto-
ries, while others were remakes of original episodes.
Following a one-year network run, additional episodes
were filmed for the USA Cable Network in 1987. The
last of the additional episodes had its cable premiere
early in 1988.

TISE VAHIMAGI

Host
Alfred Hitchcock

Producer
Joan Harrison (1957)

Associate Producers
Joan Harrison (1955-57), Norman Lloyd (1957)

Writers (selected)

James B. Allardice, Francis Cockrell, Marian Cock-
rell, James P. Cavanagh, Bernard C. Schoenfeld,
Henry Slesar, Robert Bloch.

Programming History

1955-62 265 half-hour episodes
CBS

October 1955-June 1960 Sunday 9:30-10:00
NBC

September 1960-June 1962 Tuesday 8:30-9:00

The Alfred Hitchcock Hour

Host
Alfred Hitchcock




Executive Producers
Joan Harrison, Norman Lloyd

Associate Producer
Gordon Hessler (1962-64)

Writers (selected)
Alfred Hayes, Henry Slesar, James Bridges, Robert
Bloch, Leigh Brackett.

Programming History
1962-65

CBS

September 1962-
December 1962 Thursday 10:00-11:00

January 1963-May 1963 Friday 9:30-10:30

September 1963-
June 1964

NBC

October 1964—May 1965 Monday 10:00-11:00

93 one-hour episodes

Friday 10:00-11:00

Alfred Hitchcock Presents (1985-89)

Executive Producers
Christopher Crowe (1985-86), David Levinson (1987),
Jon Slan (1987-89), Michael Sloan (1988-89)

Alice

Programming History

1985-86 22 Half-hour episodes
1987-89 57 half-hour episodes
NBC

September 1985-July 1986
USA Cable Network
January 1987-April 1987
February 1988—-August 1988
October 1988-July 1989

Sunday 8:30-9:00
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Grams Jr., Martin, and Patrik Wikstrom, The Alfred Hitchcock
Presents Companion, Churchville, Maryland: OTR Publish-
ing, 2001

“Hitchcock, the Great Shocker,” TV Guide (March 25,
1961)

“Joan Harrison's Speciality: Murder!,” TV Guide (March 8,
1958)

McCarty, John, and Brian Kelleher, Alfred Hitchcock Presents,
New York: St Martin’s Press, 1985

Taylor, John Russell, “Hitchcock Video Noir,” Emmy Magazine
(Summer 1979)

“TV Poses No Problem for Alfred Hitchcock,” TV Guide
(November 30, 1957)

Alice

U.S. Comedy Series

Based on Warner Bros.’s Oscar-winning movie Alice
Doesn't Live Here Anymore, Alice debuted August 31,
1976, on CBS. The 1975 film, however, was not a
comedy. Ellen Burstyn won an Academy Award in the
title role of the film, which centered on a serious ex-
ploration of women’s issues. In the series, Linda Lavin
plays Alice Hyatt, a recently widowed mother of 12-
year-old son Tommy Hyatt (Philip McKeon). After her
husband’s death, Alice left New Jersey and headed to-
ward Hollywood to pursue her dream of becoming a
professional singer. Her car broke down in Phoenix,
where she took a temporary waitress job at Mel’s
Diner to make ends meet—a “temporary” job that
lasted nine years. Although she dates occasionally and
sometimes has a steady beau, Alice refuses to be de-

pendent on a man. She is willing to make her own way,
raising her son the best she can. As the most practical
of Mel’s waitresses, she is the one others call on for
help, and her apartment is second to the diner as the
most popular location for friends to gather.

Mel’s Diner is central to both film and series, and Vic
Tayback was the only cast member to re-create his
character in the television series, as Brooklyn native
Mel Sharples, the gruff, cheap diner owner. A former
Navy cook, Mel is famous for both his chili and his sto-
ries. Boisterous and stingy, much of the humor of the
series revolves around how little he pays his employ-
ees. They include the other waitresses who worked
with Alice, Vera Louise Gorman (Beth Howland) and
Florence Jean Castleberry—better known as Flo (Polly
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Holliday). Flo relishes being the resident flirt of the
diner. This wily veteran has seen it all, and demon-
strates an aggressive, often crude approach to life,
which merely conceals a soft heart. Flo is famous for
her catch phrases of “Kiss my grits!” and “When don-
keys fly!"” She and Mel’s Famous Chili are the diner’s
main attractions. The character left the diner and the
show in 1980, moving to Houston to manage her own
restaurant in the short-lived spin-off series Flo.

In contrast to Flo, New England native Vera is
young, impressionable, and shy. She is the scatter-
brained character—*"dingy,” in Mel’s vocabulary. Vera
typically serves as foil and participant in the zany an-
tics created by others. Belle Dupree (Diane Ladd), a
character introduced as Mel’s “first” waitress when the
diner opened, replaced Flo. (Ironically, Ladd had
played Flo in the movie.) Belle and Flo share many
similarities, and the diner’s regulars readily accept her.
Even more brash and aggressive than Flo, she is a Mis-
sissippian who writes and sings country-and-western
songs. After a year her dream of a music career was re-
alized, and again she left Mel’s Diner.

Truck driver Jolene Hunnicutt (Celia Weston) was
frustrated with her partner, Burt, and the two had a
fight at the diner. After heaving numerous dinner plates
at Burt, Jolene hid in the restroom. When the entire
diner staff entered to console her, Burt barricaded them
inside. After their release, Mel hired the sarcastic Jo-
lene to work off the damage from the fight. Jolene’s
“temporary” job lasts four and a half years.

Television icon Martha Raye joined the cast from
1982 to 1984 playing Mel’s mother, Carrie Sharples, the
only character who could intimidate Mel. Most other
characters were regular diner patrons. Among them are
Henry Beesmyer (Marvin Kaplan), a phone company
repairman, and Earl Hicks (Dave Madden), a high
school basketball coach. An exception was Marie (Vic-
toria Carroll), Mel’s off-and-on girlfriend from 1978 to
1980. Alice, and Mel’s Diner, were stops for an array of
outstanding guest actors throughout the series. In addi-
tion to George Burns, such notables as Art Camey, Desi
Arnaz, Telly Savalis, Joel Grey, Debbie Reynolds,
Robert Goulet, Dinah Shore, Donald O’Conner, Forrest
Tucker, Frank Nelson, Adam West, Eve Arden, Carl
Ballantine, Jerry Reed, and numerous others appeared.
Doris Roberts (since 1996, Everybody Loves Ray-
mond’s Marie Barone) guest starred in 1981-82 as Al-
ice’s mother, Mona Spivak.

CBS aired weekday reruns from June 1980 to
September 1982 and Alice has sporadically appeared
in syndication. Alice, cast members, and staff were
nominated for numerous Golden Globes and Emmys,
winning many. Despite its cast changes, Alice was con-
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sistently popular throughout its entire nine-year run.
The series was in the top 25 of the Nielsen ratings from
1977 to 1982, peaking at number four during 1979-80.

W.A. KELLY HUFF

See also Comedy, Workplace

Cast

Alice Hyatt

Tommy Hyatt

Mel Sharples

Vera Louise Gorman

Florence Jean Castleberry
(“Flo”) (1976-80)

Earl Hicks (1978-85)

Henry Beesmyer (1978-85)

Chuck (1978-85)

Belle Dupree (1980-81)

Jolene Hunnicutt (198 1-85)

Steve Marsh (1981-83)

Carrie Sharples (1982-84)

Elliot Novak (1983-85)

Nicholas Stone (1984—85)

Andy (1976-78)

Jason (1978-79)

Cecil (1978-79)

Marie (1978—-80)

Mike (1979-80)

Brian (1979-80)

Charlie (1979-81)

Ralph (1979-81)

Raleigh (1979-81)

Mitch Aames (198 1-82)

Jerry (1981-82)

Artie (1982-85)

Danny (1984-85)

Doug (1984-85)

Producers

Linda Lavin
Philip McKeon
Vic Tayback
Beth Howland

Polly Holliday
Dave Madden
Marvin Kaplan
Duane R. Campbell
Diane Ladd
Celia Weston
Kip Niven
Martha Raye
Charles Levin
Michael Durrell
Pat Cranshaw
Patrick J. Cronin
Bob McClurg
Victoria Carroll
Michael Ballard
Alan Haufrect
Ted Gehring
Michael Alldredge
Raleigh Bond
Phillip R. Allen
Jerry Potter
Tony Longo
Jonathan Prince
Doug Robinson

Bruce Johnson, Madelyn David, Bob Carroll Jr.

Programming History
1976-85

CBS

August 1976

September 1976-
October 1976

November 1976-
September 1977

October 1977-October 1978

October 1978—

February 1979

202 episodes
Monday 9:30-10:00
Wednesday 9:30-10:00

Saturday 9:30-10:00
Sunday 9:30-10:00

Sunday 8:30-9:00




March 1979~
September 1982
October 1982-
November 1982
March 1983-April 1983
April 1983-May 1983
June 1983-January 1984
January 1984-
December 1984
January 1985-March 1985
June 1985-July 1985

Sunday 9:00-9:30

Wednesday 9:00-9:30
Monday 9:00-9:30
Sunday 9:30-10:00
Sunday 8:00-8:30

Sunday 9:30-10:00
Tuesday 8:30-9:00
Tuesday 8:30-9:00

All-Channel Legislation

Further Reading

Brooks, Tim, and Marsh, Earle, TV's Greatest Hits: The 150
Most Popular TV Shows of All Time, New York: Ballantine
Books, 1985

Brown, Les, Les Brown’s Encyclopedia of Television, New
York: Zoetrope, 1982

McNeil, Alex, Toral Television: A Comprehensive Guide to Pro-
gramming from 1948 1o the Present, 3rd edition, New York:
Penguin Books, 1991

Sackett, Susan, Prime-Time Hits: Television's Most Popular
Network Programs 1950 to the Present, New York: Bill-
board Books, 1993

All-Channel Legislation

U.S. Communications Policy Legislation

In July 1962 President John F. Kennedy signed into
law legislation that required all television receiving
sets shipped across state lines to be able to adequately
receive all UHF as well as VHF frequencies. The goal
of this law was to put UHF channels (channels 14
through 83) on a more equal technological footing
with the VHF channels (2 through 13). Until this time,
virtually all sets manufactured in or imported into the
United States were equipped to receive the VHF chan-
nels only. Viewers interested in watching UHF chan-
nels were required to purchase a cumbersome UHF
converter and attach it to their sets. These converters,
which resembled metal bow ties and sat atop the re-
ceiver, did not allow viewers to “click in” the desired
channel. The tuning dial operated fluidly, like a radio
tuning knob, and viewers had to literally “tune in” the
desired channel. With the commercial networks occu-
pying the VHF channels and viewers disadvantaged in
receiving the UHF frequencies, UHF channels (pri-
marily independent commercial and educational or
noncommercial stations) were in danger of extinction.

The immediate goal, then, of all-channel legislation
was the preservation of these channels. The longer-
term goal was the encouragement of diversity (or the
creation of “a multitude of tongues”™), which was a
guiding force behind much Federal Communications
Commission (FCC) rule making at the time.
Therefore, on September 12, 1962, the commission
proposed that any set manufactured in or imported into
the United States after April 30, 1964, be all-channel
equipped. The proposal became an official FCC order
on November 21, 1962. Later amendments to FCC
rules and regulations specified performance standards
for the UHF circuit in the new receivers relating to
sound and picture quality.
KIMBERLY MASSEY

Further Reading

Barnouw, Erik, A History of Broadcasting in the United States,
volume 3, The Image Empire, New York: Oxford University
Press, 1970
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All in the Family

All in the Family

U.S. Situation Comedy

For five years, All in the Family, which aired on CBS
from 1971 to 1983 (in its last four seasons under the ti-
tle Archie Bunker's Place), was the top-rated show on
American television and the winner of four consecu-
tive Emmy Awards as Outstanding Comedy Series. All
in the Family was not only one of the most successful
sitcoms in history, it was also one of the most impor-
tant and influential series ever to air, for it ushered in a
new era in American television characterized by pro-
grams that did not shy away from addressing contro-
versial or socially relevant subject matters.

All in the Family’s storylines centered on the do-
mestic concerns of the Bunker household in Queens,
New York. Family patriarch and breadwinner Archie
Bunker (Carroll O’Connor) was a bigoted loading-
dock worker disturbed by the changes occurring in
American society. To Archie, gains by the “Spades,”
“Spics,” or “Hebes” of the United States (as he re-
ferred to blacks, Hispanics, and Jews, respectively)
came at his expense and that of other lower-middle-
class whites. Countering Archie’s harsh demeanor
was his sweet but flighty “dingbat” wife, Edith.
Played by Jean Stapleton, Edith usually endured
Archie’s tirades in a manner meant to avoid con-
frontation. But that was hardly the case with Archie’s
live-in son-in-law Mike Stivic (Rob Reiner), a liberal
college student who was married to the Bunkers’
daughter, Gloria (Sally Struthers). The confrontations
between Archie and Mike (“*‘Meathead”) served as the
basis for much of All in the Family’s comedy. As
surely as Archie could be counted upon to be politi-
cally conservative and socially misguided, Mike was
equally liberal and sensitive to the concerns of minori-
ties and the oppressed, and, because both characters
were extremely vocal in their viewpoints, heated con-
flict between the two was assured.

Producers Norman Lear and Alan (Bud) Yorkin
brought A/l in the Family into being by obtaining the
U.S. rights to the hit British comedy series Till Death
Us Do Part, which aired on the BBC in the mid-
1960s and featured the character of bigoted dock
worker Alf Garnett. Lear developed two pilots based
on the concept for ABC. with O’Connor (Mickey
Rooney had been Lear’s first choice to play Archie)
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and Stapleton in the lead roles. But when ABC turned
down the series, then known as Those Were the Days,
it appeared that it would never get off the ground.
Luckily for Lear and Yorkin, CBS President Robert
D. Wood was in the market for new shows that would
appeal to the more affluent, urban audience the net-
work’s entrenched lineup of top-rated but aging se-
ries failed to attract. As a result, CBS jettisoned such
highly rated programs as The Red Skelton Show and
Green Acres in an effort to improve the demographic
profile of its audiences. and All in the Family seemed
a perfect, though risky, vehicle to put in their place.
CBS therefore made a 13-episode commitment to air
the series beginning in January 1971, as a midseason
replacement.

The network had good reason to be wary of reaction
to its new show. All in the Family seemed to revel in
breaking prime time’s previously unbreakable taboos.
Archie’s frequent diatribes laced with degrading racial
and ethnic epithets, Mike and Gloria’s obviously ac-
tive sex life, the sounds of Archie’s belching and of
flushing toilets—all broke with sitcom convention.
These controversial touches also made people sit up
and take notice of the new CBS series. In fact, its un-
conventionality caused A/l in the Family’s pilot
episode to consistently rate below average in research
tests conducted by both ABC and CBS. Nevertheless,
CBS went ahead and debuted the show on January 12,
1971, although with relatively little fanfare or network
promotion.

Viewer response to All in the Family was at first
tepid. CBS’s switchboards were prepared for an
avalanche of calls in response to the show’s initial air-
ing, but this onslaught never materialized, in part be-
cause of the poor 15 percent audience share garnered
by the first episode, which put it a distant third in its
time period, behind movies on NBC and ABC. But
while the show continued to languish in the Nielsen
ratings in its first few months, TV critics began to take
notice. Despite the negative reviews of a small number
of critics, such as Life’s John Leonard (“a wretched
program”), the critical response was generally posi-
tive. Combined with strong word of mouth among
viewers, these evaluations helped the show’s audience




gradually grow. The May 1971 Emmy Awards helped
to cap All in the Familv's climb. The midseason re-
placement was featured in the opening skit of the
Emmy telecast and earned awards in three categories,
including Outstanding Comedy Series. Shortly there-
after, All in the Family became the top-rated show in
prime time, and the show held onto that position for
each of the following five seasons.

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

All in the Family’s impact went beyond the world of
television. The show became the focus of a heated na-
tional debate on whether comedy was an appropriate
means by which to combat prejudice and social in-
equality. In addition, the character of Archie Bunker
became nothing short of an American icon. While Till
Death Us Do Part’s Alf Garnett was generally unlik-
able, producer Lear chose to soften the character for
American television, patterning Bunker in many ways
after his own father. As a result, Carroll O’Connor’s
characterization of Archie contained notable sympa-
thetic qualities, allowing many viewers to see Archie
in a favorable light despite his obvious flaws.

By the late 1970s, however, it was becoming clear
that the show had lost much of its earlier spark. Major
cast changes occurred in 1978, when Struthers and
Reiner left the series, and again in 1980, when Staple-
ton departed. (The fact that this contractual arrange-
ment was written into the show as Edith’s death
allowed Lear and company to show once again what
had made this series truly memorable.) Archie quit his
job in 1977 to buy and run a neighborhood tavern, and
the series was retitled Archie Bunker's Place in 1979
to reflect the changed nature of the program. By that
point, however, though still highly rated, the show no
longer stood out as unique and had become what
seemed to many a rather conventional sitcom.

All in the Family’s lasting impact on American tele-
vision is difficult to overestimate. It helped to usher in
a new generation of comedic programs that abandoned
the light domestic plotlines of television’s early years
in favor of topical themes with important social signif-
icance. In this sense, its influence on prime-time pro-
gramming continues to be felt decades later.

DaviD GUNZERATH

All in the Family

See also Comedy, Domestic Settings; Lear, Nor-

man; O’Connor, Carroll

Cast
Archie Bunker
Edith Bunker (1971-80)
Gloria Bunker Stivic
(1971-78)
Mike Stivic (“Meathead™)
(1971-78)
Lionel Jefferson (1971-75)
Louise Jefferson (1971-75)
Henry Jefferson (1971-73)
George Jefferson (1973-75)
Irene Lorenzo (1973-75)
Frank Lorenzo (1973-74)
Bert Munson (1972-77)
Tommy Kelsey (1972-73)
Tommy Kelsey (1973-77)
Justin Quigley (1973-76)
Barney Hefner (1973-83)
Jo Nelson (1973-75)
Stretch Cunningham (1974)
Teresa Betancourt (1976-77)
Stephanie Mills (1978-83)
Harry Snowden (1977-83)
Hank Pivnik (1977-81)
Murray Klein (1979-81)
Mr. Van Ranseleer (1978-83)
Veronica Rooney (1979-82)
Jose (1979-83)
Linda (1980-81)
Raoul (1980-83)
Ellen Canby (1980-82)
Polly Swanson (1980-81)
Ed Swanson (1980-81)
Billie Bunker (1981-83)
Gary Rabinowitz (1981-83)
Bruce (1982-83)
Marsha (1982-83)

Producers

Carroll O’Connor
Jean Stapleton

Sally Struthers

Rob Reiner

Mike Evans
Isabel Sanford
Mel Stewart
Sherman Hemsley
Betty Garrett
Vincent Gardenia
Billy Halop
Brendon Dillon
Bob Hastings
Burt Mustin
Allan Melvin
Ruth McDevitt
James Cromwell
Liz Torres
Danielle Brisebois
Jason Wingreen
Danny Dayton
Martin Balsam
Bill Quinn

Anne Meara
Abraham Alvarez
Heidi Hagman
Joe Rosario
Barbara Meek
Janet MacLachlan
Mel Bryant
Denise Miller
Barry Gordon
Bob Okazaki
Jessica Nelson

Norman Lear, Woody Kling, Hal Kanter, Mort Lach-
man, Don Nicholl, Lou Derman, Brigit Jensen
Drake, John Rich, Milt Josefberg, Michael Ross,

Bernie West, Bill Danoft

Programming History

204 episodes

CBS

January 1971-July 1971

September 1971-
September 1975

Tuesday 9:30-10:00

Saturday 8:00-8:30
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September 1975-
September 1976
September 1976—

Monday 9:00-9:30

October 1976 Wednesday 9:00-9:30
November 1976
September 1977 Saturday 9:00-9:30

October 1977-October 1978  Sunday 9:00-9:30
October 1978-March 1983 Sunday 8:00-8:30
March 1983-May 1983 Monday 8:00-8:30
May 1983 Sunday 8:00-8:30
June 1983 Monday 9:30-10:00
June 1983-September 1983  Wednesday 8:00-8:30
June 1991 Sunday 8:30-9:00
June 1991-July 1991 Sunday 8:00-8:30
September 1991 Friday 8:30-9:00
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Allen, Debbie (1950-)

U.S. Actor, Director, Producer, Choreographer

Debbie Allen began her show business career on
Broadway in the 1970s. Her debut in the chorus of
Purlie and her performance in A Raisin in the Sun were
noted by stage critics, and in a 1979 production of West
Side Story, her performance as Anita earned her a Tony
Award nomination and a Drama Desk Award. Allen
later returned to Broadway as a star and garnered her
second Tony nomination, for a 1986-87 performance
in Sweer Charirv. In 1988 she choreographed Carrie, a
newly composed American musical, with the Royal
Shakespeare Company.

Allen’s stage presence and choreography quickly
moved her from the Broadway stage to the larger
venue of television. Throughout the 1970s she made
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guest appearances on popular programs such as Good
Times, The Love Boat, and The Jim Stafford Show.
Her roles in the miniseries Roors: The Next Genera-
tion and the special Ben Vereen—His Roots allowed
her to work with some of the most prominent
African-American performers in show business and
to demonstrate her dramatic and comedic acting
range. She also appeared in the short-lived 1977 NBC
series 3 Girls 3.

In the early 1980s her portrayal of a dance instruc-
tor, Lydia Grant, on the hit series Fame brought Allen
to international prominence. Although the NBC show
was canceled after one season, the program went on to
first-run syndication for four more years. Its popularity




Debbie Allen.
Courtesy of the Everett Collection

in Britain prompted a special cast tour there and
spurred a “Fame mania” fan phenomena.

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

In 1988 Allen solidified her reputation as a televi-
sion director and producer by turning a flawed televi-
sion series, A Different World, into a long-running
popular program. Under her leadership the program
addressed political issues such as apartheid, date rape,
the war in the Persian Gulf, economic discrimination,
and the 1992 Los Angeles riots. The highest-rated
episode focused on sexual maturity and AIDS and
guest starred Whoopi Goldberg, who was nominated
for an Emmy Award. Allen was awarded the first Re-

Allen, Debbie

sponsibility in Television award from the Los Angeles
Film Teachers Association for consistently represent-
ing important social issues on A Different World.

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

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

In 1992 Allen directed Stompin® at the Savoy for the
CBS network. This program included a cast of promi-
nent African-American performers: Lynn Whitfield,
Vanessa Williams, Jasmine Guy, Vanessa Bell Cal-
loway, and Mario Van Peebles. Her most recent televi-
sion series was the NBC situation comedy In the
House. In this series, which first aired in April 1995,
Allen played a newly divorced mother of two who
shares her house with a former football star, played by
rap artist L.L. Cool J.

Complementing Allen’s versatility as a television
actor and director is a repertoire of critically acclaimed
film roles. In 1986 she played Richard Pryor’s feisty
wife in his semiautobiographical film Jo Jo Dancer,
Your Life Is Calling, and she costarred with Howard E.
Rollins and James Cagney in Milos Foreman's Rag-
time in 1981. Allen’s debut as a feature film director
came in 1995, with Our of Sync, starring L.L. Cool J,
Victoria Dillard, and Yaphet Kotto. Among the other
films bearing Allen’s name in the credits is Amistad
(1997), a project she tried to produce for ten years be-
fore finally finding a collaborator in director and co-
producer Steven Spielberg.

Allen is one of the few African-American women
currently working as a director and producer in tele-
vision and film. Her success in TV and film produc-
tion has not deterred her from her love of dance, and
she continues to dazzle television viewers with her
choreography. In 1982 she choreographed the dance
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numbers for the Academy Awards, and for five con-
secutive years in the 1990s, her unique style of cho-
reography was featured on the worldwide broadcast
of the award ceremony. In 2003 she hosted a series
on NBC titled Fame, in which she recruited and
trained talented young dancers and singers, a show
capitalizing on both the popularity of “reality televi-
sion” and Allen’s own celebrity. For three decades,
Allen’s contributions to television, on the three major
U.S. networks and in syndicated programming, have
highlighted the maturity of a performer and artistic
producer with an impressive spectrum of talents in
the performing arts.

MARLA SHELTON

See also Different World, A

Debbie Allen. Born Deborah Kaye Allen in Houston,
Texas, January 16, 1950. Married: 1) Wim Wilford
(divorced); 2) Norm Nixon; children: Vivian Nicole
and Norm Jr. Educated at Howard University, Wash-
ington, D.C., BFA (with honors) 1971; studied with
Ballet Nacional and Ballet Folklorico (Mexico);
Houston Ballet Foundation, Houston, Texas; New
York School of Ballet. Began career as dancer with
George Faison Universal Dance Experience; AMAS
Repertory Theatre; taught dance, Duke Ellington
School of Performing Arts; actor in television, from
1973; actor/producer/director/choreographer of vari-
ous television shows, miniseries, and specials. Recip-
ient: three Emmy Awards; one Golden Globe Award;
Ford Foundation Grant; two Essence Awards; Black
Filmmakers Hall of Fame Clarence Muse Youth
Award, 1978; Drama Desk Award, 1979; Out Critics
Circle Award, 1980; American Women in Radio and
Television Lifetime Award, 2000.

Television Series

1977 3 Girls 3
1982 Fame
1987 Bronx Zoo (director)

1987-93 A Different World (producer, director)
1990-96  Fresh Prince of Bel-Air (director)

1990 Quantum Leap (also director)
1995-96  In the House (also director)
1996 Jamie Foxx Show (director)
2003 Fame

Television Miniseries
1979 Roots: The Next Generation
1984 Celebrity
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Made-for-Television Movies

1977 The Greatest Thing That Almost H
appened

1980 Ebony, Ivory and Jade

1983 Women of San Quentin

1989 Polly (director and choreographer)

1990 Polly Comin’ Home!

Television Specials
1982, 1991-95  The Academy Awards

(choreographer)

1983 The Kids from Fame

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

1992 Stompin’ at the Savoy (director)

Films

The Fish That Saved Pittsburgh, 1979; Ragtime,
1981; Jo Jo Dancer, Your Life Is Calling, 1986;
Mona Must Die, 1994; Blank Check, 1994
Forget Paris (choreographer), 1995; Out-
of-Sync (director), 1995; Amistad (coproducer),
1997.

Stage (selected)

Purlie, 1971, Ti-Jean and His Brothers, 1972; Raisin
in the Sun, 1973; Ain’t Misbehavin®, 1978; The Illu-
sion and Holiday, 1979; West Side Story, 1979;
Louis, 1981; The Song Is Kern!, 1981; Parade of
Stars at the Palace, 1983; Sweet Charity, 1986;
Carrie (choreographer), 1988; Pepito’s Story (cho-
reographer), 1995; Soul Possessed (writer, director,
choreographer), 2000.

Publications

Brothers of the Knight, 1999
Dancing in the Wings, 2000

Further Reading

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

Dunning, Jennifer, “Debbie Allen Chips Away at the Glass Ceil-
ing,” New York Times (March 29, 1992)

Randolph, Laura B., “Debbie Allen on Power, Pain, Passion,
and Prime Time,” Ebony (March 1991)
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Allen, Fred (1894-1956)

U.S. Comedian

Fred Allen hated television. Allen was a radio come-
dian for nearly two decades who, as early as 1936, had
a weekly radio audience of about 20 million. When he
visited The Jack Benny Show to continue their long-
running comedy feud, they had the largest audience in
the history of radio, only to be later outdone by Presi-
dent Franklin Roosevelt during a Fireside Chat. The
writer Herman Wouk said that Allen was the best
comic writer in radio. His humor was literate, urbane,
intelligent, and contemporary. Allen came to radio
from vaudeville, where he performed as a juggler. He
was primarily self-educated and was extraordinarily
well read.

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

Allen’s world of radio was highly competitive and
commercial, just as TV would be many years later. He
wrote most of the material for his weekly shows him-
self, usually working 12-hour days, six days a week.
Most comedians, like Bob Hope, had an office filled
with writers, but Allen used only a few assistants when
writing his comedy. Some of these assistants went on
to have successful careers in literature and comedy,
such as Herman Wouk, author of The Caine Mutiny
and The Winds of War, and Nat Hiken, who created
Phil Silver’s The Phil Silvers Show for TV. Allen’s pro-
gram was imbued with literate, verbal slapstick. He
had ethnic comedy routines in Allen’s Alley, appear-
ances by celebrities such as Alfred Hitchcock, musical
numbers with talent from the likes of Richard Rodgers
and Oscar Hammerstein, and social commentaries on
every conceivable subject, especially criticisms of the

advertising and radio industry. His radio producer,
Sylvester “Pat” Weaver (later to become head of NBC
TV programming), observed that Allen’s humor was
so popular that three out of four homes in the country
were listening to Allen at the zenith of his popularity.
To inform the writing of his comedy scripts, Allen
compiled a personal library of more than 4,000 books
of humor and read nine newspapers (plus magazines)
daily. According to the scholar Alan Havig, Allen’s
style of comedy had more in common with such liter-
ary giants as Robert Benchley and James Thurber than
with media comedians such as Jack Benny and Bob
Hope.

In the 194647 season, Allen’s program was ranked
the number one show on network radio. World War Il
was over, Americans were beginning a new era of con-
sumerism, and a very few consumers had recently pur-
chased a new entertainment device called television.
When Fred Allen was asked what he thought of televi-
sion, he said he did not like furniture that talked. He
also said television was called a medium because
“nothing on it is ever well done.” Allen dismissed TV
as permitting “people who haven’t anything to do to
watch people who can’t do anything.” But, after nearly
two decades on radio, he fell in the ratings from num-
ber one to number 38 in just a few months. Such a sud-
den loss of audience was due to a new ABC radio
giveaway show called Name That Tune, starring Bert
Parks, as well as a general decline in listeners for all of
radio. Listeners of radio were rapidly becoming view-
ers of TV. And where the audience went, so went the
advertisers. In a few short years the bottom fell out of
radio. Fred Allen quickly, but not quietly, left radio in
1949.

Allen was first to leave radio, but Bob Hope, Jack
Benny, George Burns, and Gracie Allen soon fol-
lowed. They all went on to star in their own TV
shows—all but Fred Allen. He made a few attempts
at TV, but nothing more. He first appeared on the Col-
gate Comedy Theater, where he attempted to bring to
TV his Allen’s Alley from radio. For example, the
characters of the Alley were performed with puppets.
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Fred Allen, 1947.
Courtesy of the Everett Collection

Such attempts seldom successfully made the transi-
tion to the new medium. On the quiz show Judge for
Yourself (1953-54), he was supposed to carry on
witty ad-libbed conversations with guests. But as
Havig states, Allen’s “ad-libbing was lost in the con-
fusion of a half hour filled with too many people and
too much activity.” In short, Allen’s humor needed
more time and more language than TV allowed. He
then was on the short-lived Fred Allen’s Sketchbook
(1954) and finally a became a panelist on What's My
Line? from 1955 until his death in 1956.

Fred Allen’s contributions to TV were in two
forms. First, he became one of the true critics of TV.
He has remained. many decades after his death, the
intellectual conscience of TV. His barbs at network
TV censorship still hit at the heart of contemporary
media (“Heck...is a place invented by [INBC]. NBC
does not recognize hell or [CBS]”). Second, his com-
edy style has become part of the institution of TV
comedy. His Allen’s Alley created the character Titus
Moody, who turned up on TV as the Pepperidge
Farm cookie man. His Senator Claghorn, also of the
Alley, was transfigured into Warner Bros. TV cartoon

character Foghorn Leghorn the rooster. And later, the
“Senator” appeared on the Kentucky Fried Chicken
TV commercial. A variety of TV comedians have
done direct takeoffs of Allen’s performances. For ex-
ample, Red Skelton’s “Gussler’s Gin” routine and
Johnny Carson’s “Mighty Carson Art Players” can
be traced back to Fred Allen. Allen’s “People You
Didn’t Expect to Meet” is an idea that has worked
for David Letterman. Finally, Garrison Keillor’s
tales “Lake Wobegon” (as heard on National Public
Radio’s A Prairie Home Companion) are a throw-
back to Allen’s comedic style.
Allen wrote in Treadmill to Oblivion,

Ability, merit and talent were not requirements of writers
and actors working in the industry. Audiences had to be
attracted, for advertising purposes, at any cost and by
any artifice. Standards were gradually lowered. A
medium that demands entertainment eighteen hours a
day, seven days every week, has to exhaust the consci-
entious craftsman and performer.

He was talking about radio, but his remarks could ap-
ply just as well to television many decades later.
CLAY WAITE

Fred Allen (Fred St. James, Fred James, Freddie
James). Born John Florence Sullivan in Cambridge,
Massachusetts, May 31, 1894. Married: Portland
Hoffa, 1928. Served in U.S. Army, World War I. Began
performing on stage as an amateur teenage juggler,
eventually adding patter and turning pro with the
billing of the “World’s Worst Juggler”; for ten years as
humorist toured the vaudeville circuit, including 14
months in Australia, Tasmania, New Zealand, and Ho-
nolulu, 1914-15; dropped juggling, settled on the pro-
fessional name of “Fred Allen,” and moved up from
vaudeville to Broadway revues, early 1920s; worked
on radio, notably Allen’s Alley and Texaco Star The-
atre, from 1932; a panel regular on the television quiz
show What's My Line?, 1955-56. Died in New York
City, March 17, 1956.

Television Series
1953 Fred Allen’s Sketchbook

1953-54 Judge for Yourself
1955-56 What's My Line?
Films

Some film shorts, 1920s; Thanks a Million, 1935;
Sally, Irene and Mary, 1938; Love Thy Neighbor,



1940; It’s in the Bag, 1945; We’re Not Married,
1952; Full House, 1953.

Radio

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

Allen, Gracie

Publications

Treadmill to Oblivion, 1954
Much Ado About Me, 1956
Fred Allen’s Letters, edited by Joe McCarthy, 1965

Further Reading

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

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

Allen, Gracie (1895-1964)

U.S. Comedian

Gracie Allen transferred her popular fictional persona
from vaudeville, film, and radio to American televi-
sion in the 1950s. Allen had performed with her hus-
band and partner, George Burmns, for nearly 30 years
when the pair debuted in The George Burns and Gra-
cie Allen Show on CBS in October 1950. They had en-
joyed particular success in radio, popularizing their
audio program with a series of stunts that involved
Allen in fictitious manhunts, art exhibits, and even a
candidacy for the presidency of the United States. The
transfer of their program to the small screen both ex-
tended their career (the couple were becoming too ex-
pensive for radio) and helped to legitimate the new
medium.

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

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

nia, and had two sons—at which point she concluded
that her husband was a bigamist.

The on-screen Gracie’s reinterpretations of the
world proved extremely disruptive to people and
events around her, although the disruptions were gen-
erally playful rather than serious and were quickly set-
tled (usually by her husband the straight man) at the
end of each episode. Allen’s character thus challenged
the rational order of things without ever actually
threatening it.

The character’s success on the program, and popu-
larity with the viewing public, depended in large part
on her total unawareness of the comic effects of her
“zaniness.” The on-screen Gracie was a sweet soul
who on the surface embodied many of the feminine
norms of the day (domesticity, reliance on her man,
gentleness) even as she took symbolic potshots at the
gender order by subverting her husband’s logical, mas-
culine world.

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

The off-screen Burns and Allen were sometimes
also invoked explicitly within episodes, as when char-
acters reminded the fictional George that he was finan-
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Gracie Allen.
Courtesy of the Everett Collection

cially dependent upon his costar/spouse, who had al-
ways been the greater star of the two.

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

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

TINKY “DAKOTA” WEISBLAT

Gracie Allen. Born in San Francisco, California, July
26, 1895. Married: George Burns, 1926; children:
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Sandra Jean and Ronald John. Attended Star of the
Sea Convent School. Joined sister Bessie in
vaudeville act, Chicago, 1909; played vaudeville as
“single” act, from 1911; teamed with George Burns,
1922; toured Orpheum vaudeville circuit; toured
United States and Europe in the Keith theater circuit,
from 1926; played BBC radio for 20 weeks, 1926;
first U.S. radio appearance, with Burns, on The Rudy
Vallee Show, 1930; premiered as star of The Adven-
tures of Gracie on CBS radio, February 15, 1932;
starred, with Burns, in The Burns and Allen Show on
NBC radio, 1945-50; performed in movies, 1930s;
starred, with Burns, in The George Burns and Gracie
Allen Show, CBS Television, 1950-58; retired from
show business in 1958. Died in Los Angeles, August
27, 1964.

Television Series
1950-58 The George Burns and Gracie Allen
Show

Films

100 Percent Service, 1931; The Antique Shop, 1931,
Fit 10 Be Tied, 1931; Once Over, Light, 1931;
Pulling a Bone, 1931; Oh, My Operation, 1932,
The Big Broadcast, 1932; International House,
1933; We’re Not Dressing, 1934, Six of a Kind,
1934; Many Happy Returns, 1934; The Big Broad-
cast of 1936, 1935; College Holiday, 1936; The
Big Broadcast of 1937, 1936; A Damsel in
Distress, 1937, College Swing, 1938; Honolulu,
1939; Gracie Allen Murder Case, 1939; Mr.
and Mrs. North, 1941; Two Girls and a Sailor,
1944,

Publication

“Inside Me,” as told to Jane Kesner Morris, Woman’s
Home Companion (March 1953)

Further Reading

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

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

Burns, George, with Cynthia Hobart, / Love Her, That's
Why! An Autobiography, New York: Simon and Schuster,
1955

*...Burns and Allen...,” Newsweek (June 24, 1957)

“How Gracie Gets That Way,” TV Guide (October 8, 1955)

Hubbard, Kim, “George Burns Writes a Final Loving Tribute to
Gracie Allen...,” People Weekly (October 31, 1988)
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Allen, Steve (1921-2000)

U.S. Comedian, Host, Composer, Writer

Steve Allen has appropriately been termed television’s
renaissance man. He hosted numerous television pro-
grams, appeared in several motion pictures, wrote
more than 50 books, and composed several thousand
songs. He once won a $1,000 bet that he could not
compose 50 songs a day for a week.

Allen began his career as a radio announcer in 1942.
In 1946 he joined the Mutual Broadcasting System as a
comedian and two years later signed with CBS as a
late-night disc jockey on KNX in Hollywood. He first
gained national attention during the summer of 1950,
when his program was booked as a 13-week substitute
for Our Miss Brooks. This break led to his first televi-
sion program, The Steve Allen Show, which debuted on
Christmas Day 1950 on CBS. The show was later
moved to Thursday nights, where it alternated with the
popular Amos ’n’ Andy Show.

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

In 1956 Allen became a part-time host on Tonight
because he was appearing in a new version of The
Steve Allen Show. Still on NBC, he was now scheduled
on Sunday nights, opposite The Ed Sullivan Show on
CBS. Thus began one of the most famous ratings wars
in television history. Allen and Sullivan were perhaps
as distinct from one another as two men could be.
Allen was a witty, innovative performer, willing to try
virtually anything. Sullivan was a stiff master of cere-
monies, who compelled his guests to conform to rigid
standards of decorum. Although Allen occasionally re-

ceived higher ratings, Sullivan eventually won the war,
and after the 1960 season NBC moved The Steve Allen
Show to Mondays. A year later, Allen took the show
into syndication and continued for three more years.
From 1964 to 1967, he hosted the highly successful
game show I’ve Got a Secret on CBS.

Steve Allen’s most innovative television offering
was Meeting of Minds. The format was an hour-long
dramatized discussion of social issues. Allen would act
as the moderator accompanied in this imaginative ex-
ercise by his “guests™: historical characters such as Ga-
lileo, Attila the Hun, Charles Darwin, Aristotle, Hegel,
or Dostoevski. The idea for this program came in
1960, following Allen’s reading of Mortimer Adler’s
The Syntopicon. Rejected by the major networks, the
series was accepted by PBS in 1977 and ran until
1981.

During his long career as an entertainer, Allen de-
veloped a reputation as a social activist. He considered
running for Congress as a Democrat from California,
he actively opposed capital punishment, and he openly
supported the controversial comedian Lenny Bruce.
He wrote about the plight of migrant farm workers in
The Ground Is Our Table (1966), discussed what he
considered the collapse of ethics in the United States in
Ripoff: The Corruption That Plagues America (1979),
and, in a book finished just before his death, evaluated
the state of popular culture in Vulgarians at the Gate:
Raising the Standards of Popular Culture (2001). In
the last years of his life Allen appeared only occasion-
ally on television, spending a larger portion of his time
operating Meadowlane Music and Rosemeadow Pub-
lishing, located in Van Nuys, California. Allen died in
October 2000.

LiNDsAY E. Pack

See also Steve Allen Show, The; Talk Show; Tonight
Show, The

Stephen (Valentine Patrick William) Allen. Born in
New York City, December 26, 1921. Married: 1)
Dorothy Goodman, 1943 (divorced, 1952); children:
Stephen, Brian, and David; 2) Jayne Meadows, 1954,
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Steve Allen.
Courtesy of the Everett Collection

child: William Christopher. Attended Drake Univer-
sity, 1941; Arizona State Teacher’s College, 1942.
Worked as radio announcer at stations KOY, Phoenix,
Arizona, 1942; KFAC and KMTR, Los Angeles, 1944,
entertainer-comedian, Mutual Network, 1946-47;
entertainer-comedian and disc jockey, CBS television,
1948-50;, created and hosted The Tonight Show, NBC
Television, 1954-56; created and hosted Meeting of
Minds, Public Broadcasting Service, 1977-81; contin-
ued television guest appearances, 1970s-90s; com-
posed more than 8,500 songs, several musicals; author
of more than 50 books; vocalist, pianist, more than 40
albums/CDs. Recipient: Grammy Award, 1964; Emmy
Award, 1981; named to Academy of Television Arts
and Sciences Hall of Fame, 1986. Died in Encino, Cal-
ifornia, October 30, 2000.

Television Series

1950 The Steve Allen Show
1950-52  Songs for Sale
1953-55  Talent Patrol

1954-56  The Tonight Show

195661  The Steve Allen Show
1964-67 I've Got a Secret

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

1980-81  The Steve Allen Comedy Hour
1984-85  Inside Your Schools (host)
1985-86  The Start of Something Big (host)
1989-91  Host-to-Host

Television Miniseries
1976 Rich Man, Poor Man

Made-for-Television Movies

1972 Now You See It, Now You Don’t
1979 Stone

1979 The Gossip Columnist

1984 The Ratings Game

1985 Alice in Wonderland

1996 James Dean: A Portrait

Television Specials

1954 Fanfare

1954 The Follies of Suzy

1954 Sunday in Town (cohost)

1955 Good Times (host)

1957 The Timex All-Star Jazz Show I (host)

1966 The Hollywood Deb Stars of 1966
(cohost)

1976 The Good Old Days of Radio (host)

1981 I’ve Had It Up to Here (host)

1982 Boop Oop a Doop (narrator)

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

1984 Stooge Snapshots

1984-86  Steve Allen’s Music Room

Films

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

Publications (selected)

Mark It and Strike It: An Autobiography, 1960
Dialogues in Americanism, with William F. Buckley,
Robert Maynard Hutchins, Brent L. Bozell, and

James MacGregor Burns, 1964
The Ground Is Our Table, 1966
Meeting of Minds, 1978-89
Ripoff: The Corruption That Plagues America, with
Roslyn Bernstein and Donald H. Dunn, 1979
Funny People, 1981




More Funny People, 1982

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

Dumbth: And 81 Ways to Make Americans Smarter,
1989

Hi-ho, Steverino!: My Adventures in the Wonderful
Wacky World of TV, 1992

Reflections, 1994

But Seriously... Steve Allen Speaks His Mind, 1996

Steve Allen’s Songs: 100 Song Lyrics, 1999

Alliance Atlantis Communications

Steve Allen’s Private Joke File, 2000
Vulgarians at the Gate: Raising the Standards of Pop-
ular Culture, 2001

Further Reading

Carter, Bill, “Steve Allen: The Father of All Talk Show Hosts,”
New York Times (April 14, 1994)

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

“Steve Allen’s Nonsense Is Pure Gold on NBC Radio,” Televi-
sion-Radio Age (March 7, 1988)

Alliance Atlantis Communications

Two of the most successful programs in the 1997
Canadian television season represented the economic
and creative maturity of the domestic industry.
Traders, a professional drama following the emo-
tional and financial escapades of financiers at a
Toronto merchant bank, was produced by Atlantis
Communications. Due South, a comic adventure
about a Mountie relocated to Chicago, was produced
by Alliance Communications. Reaching over a mil-
lion viewers each with these programs, Alliance and
Atlantis drew on 25 years of experience gained from
competing in many of the same markets and skillfully
exploiting Canadian television regulations and sub-
sidy programs. When they announced their merger in
1998, these companies were two of the key partici-
pants in building an infrastructure for television pro-
duction in Canada.

The July 1998 merger was a friendly reverse
takeover of the larger company (Alliance) by the
smaller. The strategic goals were clear; combining the
strengths of two central players and collating their
substantial libraries of television and film would allow
the new company to compete more successfully with
larger American entertainment conglomerates. The
newly created Alliance Atlantis Communications
(AAC) marked an important evolution toward a major
studio-style operation in Canada. The new company
anticipated a shift away from in-house production of
television series and films toward greater concentra-
tion on distribution and deals with independent pro-
ducers. The merger was the first in a wave of
corporate convergence in the Canadian media, moti-
vated by the desire to acquire more channels for guar-
anteed distribution of content, gain better access to

advertising revenue, and create various possibilities
for cross promotion. The Alliance Atlantis merger was
a direct response to global trends of technological ex-
pansion in content delivery, privatization and deregu-
lation in international television markets, and
audience fragmentation.

This focus on building “market muscle™ and estab-
lishing sure access to broadcast shelf space was pre-
sented by the new CEO Michael MacMillan as
beneficial for Canadian television, and a reflection of
the continuing need for strong Canadian content. Crit-
ics wondered if the creation of such a large, vertically
integrated enterprise would work against smaller inde-
pendents and raised the possibility that such mergers
should be approved only with some restrictions on ac-
cess to public financing.

The new company became the largest television and
film producer and distributor in Canada, and one of the
top 12 entertainment companies in the world, with a
combined revenue of $700 million. Because the Cana-
dian television market is small, more than half of this
income was earned in export sales. A full 89 percent of
AAC license fees come from outside Canada. Atlantis
operated two cable specialty channels, the Life Net-
work and Home and Garden Television, and dis-
tributed the U.S. Food Network in Canada. Alliance
brought two more successful specialty channels,
Showcase and History TV, to the marriage. In its appli-
cation to the Canadian Radio-television and Telecom-
munications Commission (CRTC) to approve the
merger and keep all four specialty channels, AAC said
it would spend $8 million on new Canadian drama and
documentary programs.

While AAC posted some restructuring losses in
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’

1998, it quickly implemented a comprehensive acquisi-
tions strategy in various areas. In March 1999 the com-
pany acquired an interest in Headline Sports (now the
Score), maintaining its focus on nonfiction theme chan-
nels with tie-ins to Internet sites, radio, and magazines.
In January 2000 AAC, in partnership with Montreal-
based Astral Communications, launched two French-
language specialty channels, Series! and Historia.

In early 2000, AAC created a New Media Division
and bought into USTYV, an Internet television station.
The USTV concept features eight young people living
in a Toronto loft equipped with webcams streaming
live images to the Internet 24 hours a day. Each resi-
dent also produces a short daily Internet TV segment,
from which highlights are carried on Life Network’s
nightly half-hour top-rated program The Lofters.
Aimed at the 18-t0-30 demographic, USTV moved
into its second season in 2002 by relying on multiple
revenue sources including banner ads on the website,
product placement and corporate sponsorship on the
webcasts, and ad sales on the Life Network.

AAC consolidated its television production activ-
ities in 2000 by purchasing Canadian documentary
producer Great North Communications and its 675-
hour nonfiction library, responding to demand for
reality TV and fact-based programming. In 2001
AAC acquired Salter Street Films, its library of
1,100 half-hours of comedy and nonfiction, plus the
company’s newly granted Independent Film Chan-
nel license. Salter Street productions include This
Hour Has 22 Minutes, Lexx, and The Industry/Made
in Canada. Analysts accused AAC of trafficking in
licences, but CRTC approved the purchase requiring
that the Independent Film Channel remain in Hali-
fax and that AAC spend a $1.25 million benefits
package on developing the broadcast industry in At-
lantic Canada.

Continuing its diversification into specialty
broadcasting, AAC made 32 applications to the
CRTC for digital licenses in 2000 and launched its
new digital offerings in September 2001. The Dis-
covery Health Channel and the Independent Film
Channel are Category 1 digital services requiring
mandatory carriage by the cable and satellite com-
panies. Of its successful Category 2 license bids,
AAC has also negotiated optional carriage agree-
ments for BBC Canada, BBC Kids, National Geo-
graphic Canada, Showcase Diva, and Showcase
Action. Digital channels in which AAC has part in-
terest include PrideVision, Scream TV, and One: the
Body, Mind and Spirit Channel.
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In television’s currently uncertain economic envi-
ronment, AAC carries a relatively large debt load, a
raft of unproven “developing channels,” and the con-
tinuing pressure of low profit margins in production.
The company has retreated from production of
drama into lower-cost, more exportable children’s
and documentary programs, while enlarging its more
profitable, well-branded broadcast operations. Fo-
cusing on the U.S. market, it has had recent suc-
cesses with CSI: Crime Scene Investigation, CBS’s
third-rated program in the 2001 season, and with TV
movies like Joan of Arc, Nuremberg, and Life with
Judy Garland.

From its Los Angeles and international offices, AAC
is applying its valuable Canadian experience in packag-
ing financing deals and international distribution to
changing global television markets. However, the com-
pany still dominates Canadian drama production, with
annual access to over $100 million in public funds and
tax credits for programs like DaVinci’s Inquest, Cold-
Squad, and The Associates. Critics point out that CRTC
Canadian content regulations make broadcasters a cap-
tive market for AAC’s programs, while the broadcasters
themselves may not apply directly for subsidies. As a
vertically integrated production company with 18 spe-
cialty channels, AAC is seen as unfairly “self-dealing”
its publicly funded products to its own outlets. AAC is
solid evidence that Canadian television policy has
achieved the desired result of establishing a viable do-
mestic industry. But what remains to be seen is whether
the company can remain accountable to Canada’s public
broadcasting objectives while becoming so heavily in-
volved in global film and television exports.

MARIAN BREDIN

Further Reading

Chidley, Joe, “Birth of a Powerhouse: Alliance plus Atlantis
Equals Film-TV Clout,” Maclean’s (August 3, 1998)

Fraser, Matthew, “Our Culture Assured Through Alliance At-
lantis,” National Post (March 4, 2002)

Gray, John, “You Are What You Webcast,” Canadian Business
(February 10, 2000)

MacMillan, Michael, “Canadian TV for the World and for
Canada,” Canadian Speeches (January 1999)

O’Brien, Greg, “Get on With It: Michael MacMillan, the Head
of Alliance Atlantis, Understands the Stock Market’s Trepi-
dation Towards His Company, Post-merger,” Cablecaster
(November 1999)

Scott, Sarah, “The Accidental Moguls,” Globe and Mail
(November 24, 2000)

Weinraub, Bernard, “From Shoestring to Champagne,” New
York Times (September 4, 2001)




Allison, Fran

Allison, Fran (1907-1989)

U.S. Television Personality

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

Born in lowa, Allison began working as a songstress
on local Waterloo, lowa, radio programs and eventu-
ally moved to Chicago in 1937, where she was hired as
a staff singer and personality on NBC Radio. Audi-
ences became familiar with her from numerous radio
appearances, first as a singer on such programs as
Smile Parade and Uncle Ezra’s Radio Station (also
known as Station EZRA), and later on The Breakfast
Club as the gossipy spinster Aunt Fanny, who loved to
dish gossip about such fictitious townsfolk as Bert
Beerbower, Orphie Hackett, and Ott Ort and was based
on a character she first created for a local Iowa radio
program. Allison appeared on both the radio and tele-
vision versions of Don McNeill’s The Breakfast Club
for more than 25 years. The Aunt Fanny character was
briefly spun off on her own 30-minute radio program
in 1939, Sunday Dinner at Aunt Fanny’s. But it was on
Kukla, Fran and Ollie that Allison became the “First
Lady of Chicago Broadcasting.”

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

Shortly before his death in 1985, Tillstrom tried to

capture the nature of the unique relationship that Al-
lison had with his puppets: “She laughed, she sym-
pathized, loved them, sang songs to them. She
became their big sister, favorite teacher, babysitter,
girlfriend, mother.” More than just the “girl who
talks to Burr [Tillstrom]’s puppets,” Allison treated
each character as an individual personality, consid-
ered each her friend, and, by expressing genuine
warmth and affection for them, made the audience
feel the same way. She once remarked that she be-
lieved in them so implicitly that it would take a few
days to become accustomed to a new version of one
of the puppets.

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

Allison’s radio and television work continued after
the initial run of Kukla, Fran and Ollie. In the late
1950s, Allison hosted The Fran Allison Show, a panel
discussion program on local Chicago television, tele-
cast in color and considered at that time to be “the
most ambitious show in Chicago’s decade of televi-
sion.” She also continued to appear on television mu-
sical specials over the years, including Many Moons
(1954), Pinocchio (with Mickey Rooney, 1957),
Damn Yankees (1967), and Miss Pickerell (1972). Al-
lison was reunited with Tillstrom and the Kuklapoli-
tans for the series’ return in 1969 on PBS and as the
hosts of the CBS Children’s Film Festival on Saturday
afternoons from 1971 to 1979. In the 1980s Allison
hosted a local Los Angeles (KHJ-TV) program, Prime
Time, a show for senior citizens.

In 1949 Allison was nominated for an Emmy Award
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Fran Allison.
Courtesy of the Everett Collection

as Most Outstanding Kinescope Personality but lost to
Milton Berle. In 1988 she was inducted into Miami
Children’s Hospital’s Ambassador David M. Walters
International Pediatrics Hall of Fame, which honors
men and women of medicine and laypersons who have
made a significant contribution to the health and happi-
ness of children everywhere.

SusaN R. GIBBERMAN

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

Fran Allison. Born in La Porte City, lowa, November
20, 1907. Married: Archie Levington, 1940. Attended
Coe College, Cedar Rapids, lowa. Began career as ra-
dio singer, Waterloo, lowa; staff singer, various shows
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on NBC Radio, Chicago, from 1937; star of radio
show, Sunday Dinner at Aunt Fanny’s, 1939; regular
guest, Don McNeill’s Breakfast Club, radio and tele-
vision program, through 1940s and 1950s; joined Burr
Tillstrom, puppeteer, with Kukla, Fran and Ollie tele-
vision program, Chicago, 1947; host, with Tillstrom’s
puppets, Children’s Film Festival, PBS, 1971-79; in
local radio and television from 1970s. Died in Sher-
man Qaks, California, June 13, 1989.

Television Series (selected)
1948-52, 1954-57,

1961-62, 1969-71,

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

Television Specials (selected)

1953  The Ford 50th Anniversary Show
1953  St. George and the Dragon

1954  The Kukla, Fran and Ollie Mikado
1954  Many Moons

1955  The Kuklapolitan Easter Show
1957  Pinocchio

1967  Damn Yankees

1972 Miss Pickerell
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Allocation

U.S. Broadcast Policy

The Federal Communications Commission’s (FCC)
methods of allocating broadcasting frequencies in the
United States have long been a subject of debate and
controversy. The key issues have been: first, whether
television should be controlled by the few strongest
networks; second, whether the FCC is responsible for
setting aside frequencies for noncommercial or educa-
tional broadcasters, even though the media operate
within a privately held system; and third, whether
spectrum allocations should change when new tech-
nologies, requiring use of the airwaves, are introduced.
The Communication Act of 1934 provides for a way to
maintain federal control over all channels of interstate
and foreign radio transmission, and to provide for the
use of such channels, but not their ownership.

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

When a few experimenters first put voice over wire-
less telegraphy at the turn of the century, there was no
immediate need for a system of allocation. Many
“broadcasters” were amateurs working with low-
power systems. Even so, other uses were apparent and
growth of radio use was rapid. It was interrupted, how-
ever, by World War I, when the government chose to
take over all domestic frequencies to ensure control of
airwave communication. After the war, when the
British government chose to retain political power of
its broadcast frequencies and form a public broadcast-
ing system, the U.S. government instead decided to
rely upon the entrepreneurial spirit and allow private
profit from broadcasting. The technology and the in-
dustry were regulated under the provisions of the Ra-
dio Act of 1912, which placed control in the U.S.

Department of Commerce, then administered by Sec-
retary Herbert Hoover.

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

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

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

Yet more radio broadcasters wanted frequencies and
with 716 radio stations on the air, national regulation
was more and more necessary. With the Radio Act of
1927, the federal government decided to retain owner-
ship of the airwaves but allow private interests to hold

73




Allocation

continuing licenses. The licenses were renewable after
three years, depending on the holder’s ability to serve
the “public interest, convenience, and necessity.”

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

The two acts had many similarities and neither al-
tered the allocations already in place for the burgeon-
ing broadcast networks CBS and NBC. Among
existing nonprofit broadcasters, many educational in-
stitutions were still forced to share frequencies and in
the end most educators dropped their partial licenses
and chose to be silent. Yet the lobbying efforts of
Paulist priest John B. Harney made Congress realize
the airwaves could be used for social good by non-
profit interests and the 1934 act included a provision to
study such allocations. Still, the conflict was not re-
solved until 1945 when 20 FM channels between 88
and 92 megahertz were reserved for noncommercial
and educational broadcasting. These frequencies rep-
resented 20 percent of the broadcast band.

Among the commercial networks, each had consid-
erable power over its affiliate stations until an FCC rul-
ing limited the degree of contractual control over
affiliate operations. But practical authority over the de-
pendent affiliates persisted since networks supplied
most programming.

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

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

The FCC settled the placement of the radio band-
width in 1945, but allocation problems did not end.
Television’s impending maturity created more spec-
trum confusion. As it had done with radio, the govern-
ment had issued experimental and early frequency
allocations for television on the VHF and UHF spec-
trums. Large broadcasting corporations obtained early
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signal assignments both to monopolize the new
medium and to sell a new product, television receivers.

The problem with television allocations was the
limited amount of bandwidth compared to radio signal
space. The FCC had planned 18 channels, each six
megacycles wide between 50 and 294 megacycles. In
the VHF spectrum space, only 13 channels existed that
could support television signals. Cities 150 miles apart
could share a channel; towns 75 miles apart could have
consecutively placed station signals. When the com-
mission considered rules in September of 1945, it was
decided that 140 metropolitan districts would be allo-
cated VHF broadcasting channels.

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

By 1948 the FCC realized the November 1945 plan
would not work and advocated moving all television to
UHE. By then 15 stations were on the air. While a final
plan could be developed, the FCC added some VHF
signal restrictions and completely eliminated use of
channel 1. Also that year, the FCC again held further
allocation hearings. The resulting ruling increased the
number of stations but questioned the use of UHF for
television delivery. The new plan now placed 900 sta-
tions in more than 500 communities, still utilizing only
the VHF band. Confusion, conflict, and controversy
continued and on September 29, 1948, the FCC halted
further allocation of station licenses. Only 108 stations
were on the air. This action became known as The
Freeze of 1948.

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




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

The FCC aggressively assigned UHF stations to
smaller towns and left VHF for large cities. The number
of stations per community depended upon population.
For example, a community with 250,000 to 1 million
people received four to six stations. Except for Los An-
geles and New York, which secured seven stations in
the VHF spectrum, the FCC allocated no more than four
VHEF stations per locality. Spacing of the same channel
between communities depended on such factors as geo-
graphical location, population density, and tropospheric
interference. Cities at least 170 miles apart could have
received allotment of the same channel.

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

Allocation of noncommercial stations was another
important provision of the Sixth Report and Order.
FCC Commissioner Frieda Hennock, a New York attor-
ney, argued for spectrum space for educational televi-
sion. She established her place in broadcasting history
when the FCC decided to make 252 noncommercial as-
signments, including 68 VHF and 174 UHF stations.
This was one-tenth of all stations assigned. Any com-
munity with one or two VHF stations in operation won
a VHF educational television frequency. The first non-
commercial station reached the airwaves in 1954,

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

Allocation

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

Deregulation also created still more television sig-
nal competition, all governed through FCC alloca-
tions. Low power television (LPTV), or short range
signals serving communities within cities and smalier
towns in rural areas, grew as additional licenses were
granted in the 1980s. Though these stations were orig-
inally expected to handle either home shopping or
community access programs, many low power stations
became competitive with other television stations by
becoming cable carriers.

Because the major networks already held affiliate
contracts in most markets, these new UHF and LPTV
stations were largely independently owned. The exis-
tence of more and more unaffiliated stations opened a
door for the creation of new television networks and
new program providers. In 1985 the FOX Broadcasting
Network was created as a fourth network by linking a
number of the new, largely independent stations. Spe-
cialty networks, such as the Spanish-language Univi-
sion and Telemundo networks, and broadcasi-cable
hybrid networks, such as Home Shopping Network and
Trinity Broadcast Network (religious), developed in the
late 1980s. In 1994 Paramount and Warner Bros. Stu-
dios entered the arena with networks of broadcast sta-
tions airing new programming. The shows presented on
these alternative networks have most often been out-
side the scope of the large networks. Some have chal-
lenged traditional network notions of ‘“taste” or
programming standards and have presented new types
of shows. Others have focused on a selected audience
such as Spanish speakers or home shoppers.

In 1994 FOX Broadcasting Company became con-
cerned with the signal power, and resulting audience
reach, of its affiliates. The network made a series of
contract changes, in essence trading several of its UHF
outlets for stronger VHF stations. In those deals, many
independent broadcasters were pushed aside for sta-
tions owned by broadcast groups such as New World
Entertainment. The end result was an increase in VHF
placements for FOX shows without resort to issues or
problems related to allocation.
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The future of station allocation is unclear. In the
early 1990s, when high-definition television (HDTV)
was expected to overtake U.S. television, skeptics
pointed to the history of U.S. television allocations.
HDTV could have required more extensive band-
width, and, therefore, the reordering of spectrum allo-
cations. But in the past, except for the shifting of some
VHF stations required by the Sixth Report and Order,
the FCC has not changed a previously granted alloca-
tion no matter how compelling or leveling the reason.
The dominance of the major networks has always
been preserved. The channel positions have never
changed materially, and audiences have remained
comfortable with familiar placements. It is unlikely
that the FCC will dabble with allocations in the future.
Yet as viewers grow increasingly dependent on cable
as their television provider, the role of station place-
ment may decrease in importance. Future station as-
signments and changes will hardly affect either cable
channel placement or the social routines of the televi-
sion viewer.

JoAN GIGLIONE

See also Communications Act of 1934; Educational
Television; Federal Communications Commission;
“Freeze” of 1948; Hennock, Frieda B.; Networks:
United States
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Ally McBeal

U.S. Dramedy

The FOX series Ally McBeal catapulted into the center
of cultural discussion shortly after its launch in 1997.
The series’ form and narrative were distinctive,
marked by the use of eccentric characters, digital
graphics, and the incorporation of song and dance
scenes reminiscent of variety-comedies and film musi-
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cals. Significantly, however, the series’ title character
also sparked sometimes heated cultural debates about
the status of feminism, femininity, and womanhood.
The show raised many of the dilemmas faced by the
post-baby boom, post—second-wave feminist genera-
tion of women. Original plans at FOX, however,




Ally McBeal, Thorne-Smith, Bellows, Germann, Flockhart,
Krakowski, Carson, MacNicol.
©20th Century Fox/Courtesy of the Everett Collection

merely called for a series that would provide an audi-
ence matching the demographic makeup of the can-
celed Melrose Place, which was popular among young
women and competed well against Monday Night
Football. The network sought out writer/producer
David E. Kelley (L.A. Law, Picket Fences, The Prac-
tice) to create such a series.

Ally McBeal follows in the television tradition of
workplace series, such as The Mary Tvler Moore Show,
in which the workplace ensemble forms a tight-knit
family relationship encompassing both work and the
personal, social aspects of characters’ lives. Set in the
Boston law firm of Cage/Fish and Associates, the se-
ries explores relationships among the various lawyers,
often as they relate to specific gender issues raised in
court cases. Individual episodes focus mainly on pro-
fessional activities, often beginning with conference
meetings, then following with the cases in which the
firm members serve as counsel. As well, however, al-
most every episode offers intricate plots based on per-
sonal romantic relationships. At the conclusion of
many episodes, the ensemble retires for drinks and
dancing in the bar located in the same building as the
office. The bar is the venue for the series’ signature in-
corporation of music. Regular cast member/musician
Vonda Shepard often performs, sometimes with one of
the cast members or a guest star (Elton John, Sting),
offering a number that frequently provides a thematic
commentary on events in the episode.

Ally McBeal

The series began when Ally’s law school acquain-
tance, Richard Fish, invited her to join Cage/Fish fol-
lowing her sexual harassment by a partner at her
current firm. An intelligent, competent lawyer, Ally is
given to fits of whimsy and struggles throughout the
series to establish boundaries between the “real world”
and the fantasy worlds she constructs. Accepting the
offer, she finds herself in the midst of a somewhat odd
assortment of colleagues.

Richard is defined by his pursuit of financial success
without adherence to a politically correct moral code.
Frequently characterized as boyish and immature, his
superficiality is at times over the top, given to explic-
itly politically incorrect, sexist, and homophobic com-
ments. But his perspective is presented in an
unthreatening manner, neutralized by the overall tone
of the series. John Cage (the name itself is telling) is
the most eccentric character, often described by others
as a “funny little man.” Despite the fact that he stutters
and that his nose whistles at inopportune moments, he
is the master of a range of gadgets and often appears
the most competent of the lawyers. In many ways he
functions as the moral center of the show.

The series fluctuates considerably season to season,
as the narrative emphases shift and the cast changes.
The initial cast (present in most of the first three sea-
sons) includes Ally’s childhood sweetheart Billy
Thomas, whom she dated from adolescence through
her first year of law school, Billy’s wife and fellow
lawyer, Georgia, and secretary Elaine Vassal. Billy be-
gins the series as a “sensitive” male, a proponent of
gender equity. He undergoes a transformation in the
third season and becomes a rather virulent male chau-
vinist. The character then dies suddenly at the end of
the season due to complications from a brain tumor
that may have contributed to his erratic behavior.
Georgia has joined Fish/Cage after experiencing sex-
based discrimination at another firm and exhibits none
of the eccentricity defining many of the other charac-
ters. Rather, she is characterized primarily by her
struggle to keep her marriage together while recogniz-
ing Billy’s continuing infatuation with Ally. Elaine,
the ever-present office busybody, is perhaps the most
comical of characters, given to public presentation of
her outrageous inventions, such as the face bra. Her
hyper-sexualized demeanor is an effort to be included
among the lawyers, but over the course of the series
she reveals elements of her past explaining some of her
eccentricities and more overt sexual behaviors.

The first season cast also included Ally’s roommate,
Renee, a deputy district attorney, and Judge Jennifer
“Whipper” Cone, Richard Fish’s girlfriend in the first
two seasons. In the second season, the series added at-
torney Nelle Porter, whose stunningly attractive ap-
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Ally McBeal

pearance masked a cutthroat legal style. When she de-
veloped a relationship with the shy and retiring John
Cage, their interaction revealed unexpected complexi-
ties in both characters. Nelle also introduced her ex-
cessively litigious client, Ling Woo, who eventually
joined the firm and dated Richard. Ling’s character
was frequently used to examine fundamental ambigui-
ties in matters related to gender definitions and topics.

Billy, Georgia, Whipper, and Renee exited by the se-
ries’ fourth year, and a budding romance between Ally
and new character Larry Paul (Robert Downey Jr.)
dominated the season. The series broke from a number
of its conventions, going so far as to present many
episodes that completely excluded any courtroom
scenes. Attention focused instead on the complicated
romantic relationships between Ally and Larry, John
Cage and an autistic woman, Melanie West, and a ro-
mantic triangle among Ling, Richard, and another new
character, Jackson Duper. The fifth season again of-
fered more radical variation with the departure of
Larry Paul (an arrest on drug charges threatened
Downey’s availability), Jackson, and Ling. John Cage
became a part-time cast member. Several young
lawyers were introduced into the firm. The series again
emphasized episodic court cases. Ally displayed con-
siderable new maturity as a mentor to youthful doppel-
ganger Jenny. She was promoted to firm partner in
John’s absence, purchased a house, and became the
mother of a 10-year-old girl conceived from an egg
Ally had donated during law school.

As this description indicates, Ally McBeal is pri-
marily a character-driven series, incorporating some
serial features along with the “case-driven” episodic
style of most courtroom dramas. Clearly, however,
the eccentric nature of many of the characters and
their constant, substantive redevelopment contributes
to the series’ hazy interplay of the serious and the ab-
surd. This, in turn, fueled much of the show’s debate
and consideration of cultural issues. Narratives often
slip unpredictably from realistic melodrama to com-
edy and fantasy sequences, making varied interpreta-
tions freely possible. Indeed, the slippage included
the possibility that the dramatic and comedic depic-
tions of characters are parodic, critical of the very
topics they explore. These topics ranged over charged
social and cultural matters such as sexual behavior,
sexual harassment, gender definition, professional
ethics, and racialized social structures. Public discus-
sion of these topics was sometimes stimulated by
episodes of the television series, and general com-
mentary often made reference to Ally McBeal. But
the series also dealt with love, truth, honesty, com-
mitment, and honor, common elements of television
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produced and written by Kelley. Yet despite the titu-
lar focus on Ally, the series, particularly in early sea-
sons, lacked a dependable central character through
which the audience could gauge message and ideol-
ogy. Ally McBeal did maintain what creator Kelley
termed a “fundamental idealism™ personified in Ally
and John throughout its variations, as well as a “be-
lief in love and human spirit,” and concluded with
Ally leaving the firm to move to New York in re-
sponse to the needs of her daughter.

AMANDA Lotz

See also Comedy, Workplace; Dramedy; FOX
Broadcasting Company; Gender and Television

Cast
Ally McBeal Calista Flockhart
Richard Fish Greg Germann
Elaine Vassal Jane Krakowski
John Cage Peter MacNicol
Vonda Shepard Herself
Renee Raddick

(1997-2001) Lisa Nicole Carson
Billy Alan Thomas

(1997-2000) Gil Bellows
Georgia Thomas

(1997-2000) Courtney Thorne-Smith

Jennifer “Whipper”

Cone (1997-2000) Dyan Cannon
Nelle Porter (1998-2002) Portia de Rossi
Ling Woo (1998-2001) Lucy Liu
Dr. Greg Butters (1998) Jesse L. Martin

Larry Paul (2000-01) Robert Downey, Jr.
Jackson Duper (2000-01) Taye Diggs
Mark Albert (2000-01) James LeGros
Melanie West (2001) Anne Heche
Coretta Lipp (2001-02) Regina Hall
Jenny Shaw (2001-02) Julianne Nicholson
Glenn Foy (2001-02) James Marsden
Raymond Milbury

(2001-02) Josh Hopkins
Maddie Harrington

(2001-02) Hayden Panettiere
Producers

David E. Kelley, Bill D’Elia

Programming History
FOX
September 1997-

May 2002 Monday 9:00-10:00
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Almond, Paul (1931-)

Canadian Producer, Director

Paul Almond produced and directed more than 100 tele-
vision dramas in Toronto, London, and Los Angeles be-
tween 1954 and 1967. Almond has produced and directed
dramas for such Canadian Broadcasting Corporation
(CBC) shows as Folio, The Unforeseen, and Wojeck.
Among his many accomplishments in “live” or
“live-to-tape” television are the early experimental reli-
gious drama The Hill, which used simple wooden plat-
forms, a cyclorama, and improvisation; Arthur Hailey’s
realistic early drama about the threats of nuclear tech-
nology, Seeds of Power; the fascinating, televisual
adaptation of Dylan Thomas’s radio piece Under Milk
Wood, which alternated between stylized shots of ele-
ments of the set with realistic shots of the actors;
Harold Pinter’s controversial Birthday Party; A Close
Prisoner, the self-reflexive and chilling satire by Clive
Exton; and television versions of Christopher Fry’s
Sleep of Prisoners, Venus Observed, and A Phoenix Too
Frequent and Jean Anouilh’s Antigone. He also pro-
duced and directed a chilling adaptation of Crime and
Punishment, called The Murderer; the dark, antiwar
comedy The Neutron and the Olive; and his creative
partner, designer Rudy Dorn’s, drama about World War
I from the point of view of a German soldier, The Bro-
ken Sky. Other successful adaptations included Mac-
beth, with Sean Connery and Zoe Caldwell, using only
a flight of steps and a huge throne, and Julius Caesar,
using one 12-foot decorative column. At the time of
these “experimental” productions, Dorn and Almond
shared a theory that the “only real thing was the emo-
tion expressed on the face of a really good actor.”
Almond directed for the most successful series in
CBC television history, Wojeck, including the pre-
scient episode on drug abuse (“All Aboard for Candy-

land™), at a time when such subjects were rarely seen
on television.

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

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

Almond himself has said that in some ways he pre-
ferred live television to any other form, because it had
not only an excitement but a flow of action. In his view,
live television allowed both the cameraperson and the
director more freedom to respond to the performance it-
self and literally “call the shots” in unforeseen patterns
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and rhythms. Early television did not require three peo-
ple to run a camera. Almond was one of the most influ-
ential of the generation of producers and directors in the
1950s and 1960s who were discovering what could be
done with the huge, clumsy, and unreliable cameras of
live television. He and his coconspirators took “live-to-
tape” drama, which was supposed to be taped with min-
imum interruption because it was very difficult to edit,
into territory that demanded many pauses for change of
scene, costume, or special effects. From those early ex-
periments and the eventual discovery of cleaner, easier
ways to edit tape came true electronic drama.

With limited CBC experience of filmed TV drama,
Almond adapted to film so well that his first full-length
feature film Isabel in 1968 (shown on the CBC in
1969) was a critical success and was followed by such
films as The Act of the Heart, Final Assignment, and
Captive Hearts. In 1999 Almond’s first two books,
High Hopes: Coming of Age in the Mid-Century and
La Vengeance des Dieux were published by ECW
Press and Art Global, respectively.

MARY JANE MILLER

See also Wojeck

Paul Almond. Born in Montreal, Quebec, 1931. Mar-
ried: Geneviéve Bujold, 1967. Attended Bishop’s Col-
lege School, Lennoxville, Quebec; McGill University,
Montreal, B.A.; Balliol College Oxford, M.A. Director
for a Shakespearean repertory company, England; re-
turned to join the CBC in Toronto, 1954; directed or
produced various drama, action, comedy, and horror se-
ries and specials for TV until 1967; independent pro-
ducer since 1967. Recipient: Bronze Prize, Houston
Film Festival, 1981.

Television Series (selected)
1955-67 Folio
1958-60 The Unforeseen

1959-67 Festival

1960-61 R.CM.P.

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

1963-66 The Forest Rangers
1966 Wojeck (director)

Made-for-Television Movies (selected)
1963  The Rose Tattoo (producer)

1956  The Queen of Spades (producer)
1957  Who Destroyed the Earth

1967  La Roulotte aux Poupées (director)
1979  Every Person Is Guilty

Films (selected)

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

Publications

High Hopes: Coming of Age in the Mid-Century, 1999
La Vengeance des Dieux, 1999

Further Reading

Arsenault, Andre G., “On Location: Paul Almond’s Fate of a
Hunter,” Cinema Canada (February 1987)

“Director Almond Misses Prep Bandwagon,” Calgary Herald
(December 11, 1983)

Drainie, Bronwyn, Living the Part: John Drainie and the
Dilemma of Canadian Stardom, Toronto: Macmillan,
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Rutherford, Paul, When Television Was Young: Prime Time
Canada 1952-1967, Toronto: University of Toronto Press,
1990

Altman, Robert (1925-)

U.S. Director, Producer, Writer

One of the most unique of modern directors, with a
film and television career that has experienced more
peaks and valleys than most, Robert Altman’s long
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journey to feature acclaim took over ten years of ap-

prenticeship toiling in the television fields. This expe-
rience accumulated a richly diverse body of work that,




along the way, helped change certain staid production
perceptions and, later, introduce an innovative style to
small-screen drama presentation.

His first work for television came in the early 1950s,
during a period when he was engaged in directing
short films for Calvin Industries, in his hometown of
Kansas City. Unfortunately, this television work, a
limited crime anthology called Puise of the City
(broadcast via the DuMont stations in late 1953), re-
mains something of an obscurity in the program details
of television history.

Following a move to Los Angeles in the mid-1950s,
Altman codirected (with George W. George) the com-
pilation documentary The James Dean Story, released
by Warner Bros. in 1957. The documentary came to
the notice of Alfred Hitchcock, who had recently
launched his mystery series Alfred Hitchcock Presents
(CBS/NBC, 1955-62) and who was immediately im-
pressed by its expedient style of camerawork and edit-
ing. On the strength of this he invited Altman to direct
two episodes of his half-hour series for the 1957-58
season. It marked the beginning of Altman’s television
apprenticeship.

For the next two years Altman learned the art and
craft of the weekly grind of episodic television mak-
ing, turning out multiple segments of the action/adven-
ture series The Whirlybirds, United States Marshal,
and The Troubleshooters. Among the more interesting
moments to emerge from this period were the often-
exceptional episodes he directed for The Millionaire
series, a collection of compact, self-contained stories
about the diverse types who find themselves the im-
probable recipients of a $1,000,000 bank draft. Alt-
man’s episodes ranged in genre from skittish comedy
to gripping film noir.

From this period on, Altman began exploring the
method and style of genre television, experimenting
and innovating his way through the then-popular West-
ern, private eye, and crime drama genres, mainly under
contract to Warner Bros. Television.

While his work for the Warner TV westerns Sugar-
Joot, Bronco, Maverick, and Lawman was restricted
somewhat by that studio’s tight rein over their money-
making properties, Altman managed somehow to invert
some of the series’ formal standards and conventions
and celebrate his sense of offbeat adventure. Given a
slightly freer hand, the eight episodes of Bonanza that
he directed for NBC during the 1960-61 season reveal
a certain flair for extracting colorful characterizations
from an otherwise mundane frontier family saga.

During his period with Warner, Altman was also put
to work on their private eye capers Hawaiian Eye and
Surfside 6, but the studio’s formula production method
offered few opportunities for experimentation. How-

Altman, Robert

Robert Altman.
Courtesy of the Everert Collection

ever, Altman was able to fashion a few episodes with a
difference from their period mobster drama The Roar-
ing 20’s, managing to create some surprisingly literate
studies amid the screeching tires and machine gun fire.

In 1961 he joined his friend and the series’ producer
Robert Blees at Twentieth Century Fox Television to
work on the character-driven drama series Bus Stop.
This program gave Altman the opportunity to explore
new dimensions without the usual restrictions of se-
ries’ character and format conventions. Unfortunately,
Bus Stop reached its terminus prematurely when the
ABC network—defying objections from its affiliate
stations—decided to air the controversial (Altman-
directed) episode “A Lion Walks Among Us” (a dis-
turbing study of a teenage psychopath). The episode
caused a national outcry and its powerful content con-
tributed to the ongoing Senate Subcommittee on Juve-
nile Delinquency hearings on television violence in
1961. Bus Stop was abruptly cancelled thereafter.

Altman was reunited with Blees when he was of-
fered the director-producer assignment on the new
men-at-war drama Combat!. This period, 1962-63,
marked the peak of Altman’s creative power during his
years in filmed television. As director, producer, and
sometimes writer (the latter often uncredited) for most
of Combat!*s first season, he set the series’ visual style
and structure as well as introducing innovative produc-
tion values for the television form (the handheld cam-
era, low-key lighting, overlapping dialogue). When
Altman went ahead with production on a particular
episode (““Survival”) that had been denied the approval
of executive producer Selig Seligman, Altman was
fired. (Combat!’s costar Vic Morrow went on to re-
ceive his only Emmy nomination for Best Actor for his
work in this episode.)
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He then followed Robert Blees to Universal Televi-
sion, where they worked on the studio’s Kraft Sus-
pense Theatre anthology until, once again, Altman got
himself fired for his well-publicized remark that the
Kraft-sponsored series was “as bland as its cheese”
(due to Altman having ten of his scripts rejected by the
company). One of Altman’s Kraft Suspense Theatre
episodes, the crime thriller “Once Upon a Savage
Night” (actually a backdoor pilot for a projected se-
ries), was later reedited and made available as the TV
movie Nightmare in Chicago; it was also released to
European cinemas in 1969 under that title.

For the next few years Altman pursued various per-
sonal TV pilot projects while at the same time trying to
get a foothold in feature work. When, in 1970, critics
discovered M*A*S*H, it seemed that his feature career
was assured. But it was just the beginning of a new se-
ries of peaks and valleys in feature production (the
high of Nashville and the low of Popeye).

Throughout most of the 1980s, Altman moved be-
tween his intermittent feature work (Streamers, Fool
for Love) and a form of videotaped theater production
for television: The Laundromat for HBO, The Dumb
Waiter and The Room for ABC.

Then, in 1988, he introduced a captivating narrative
form and style new to television drama: Tanner '88.
This remarkable miniseries (written by Garry Trudeau)
was a superb fusion of flamboyant U.S. politicking and
television verité (reminiscent of the John Drew-
Richard Leacock 1960 Kennedy documentary Pri-
mary) and featured Michael Murphy’s fictional
candidate Jack Tanner during the 1988 presidential
campaign. The continuously active project and its ir-
regular screenings spanned some six months (parallel-
ing the real-life U.S. campaign). Tanner '88 became a
cult hit and was only limited in reaching a wider audi-
ence due to its presentation via cable TV. Nevertheless,
Altman won the 1988-89 Emmy Award for Outstand-
ing Directing in a Drama Series.

The 1997 dramatic anthology The Gun, about the ef-
fect a pearl-handled, semiautomatic pistol has on its
various owners, appeared to mark a return to main-
stream television for Altman, this time as executive
producer (and director of one episode).

While he continues to traverse the peaks and valleys
of feature film work, television eagerly awaits Alt-
man’s next visit.

TISE VAHIMAGI

See also Alfred Hitchcock Presents; Bonanza;
M*A*S*H

Robert Altman. Born in Kansas City, Missouri,
February 20, 1925. Married: 1) La Vonne Elmer, 1946;
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2) Lotus Corelli, 1954 (divorced, 1957); 3) Kathryn
Reed. Studied mathematical engineering at the Univer-
sity of Missouri. Bomber pilot USAF, 1943—47. Coau-
thored (with George W. George) film treatments for
Christmas Eve (UA, 1947) and The Bodyguard (RKO,
1948). Writer for magazines, radio, and TV commer-
cials. Produced, wrote, and directed low-budget fea-
ture The Delinquents, 1955. Founder: Lion’s Gate
production company, 1970; Westwood Editorial Ser-
vices, 1974; Sandcastle 5 Productions. Academy
Award nominations for M*A*S*H (Best Film and Di-
rector), 1970; Nashville (Best Film and Director),
1975; The Player (Best Director), 1992; Short Cuts
(Best Director), 1993; Gosford Park (Best Director),
2002.

Television Series (selected)
1953-54  Pulse of the City (cocreator, coproducer,
alternating director)
1957 Alfred Hitchcock Presents, “The Young
One”
Alfred Hitchcock Presents, “Together”
The Whirlybirds
The Millionaire
1959 Hawaiian Eye, “Three Tickets to Lani”
Sugarfoor, “Apollo with a Gun”
United States Marshal
Troubleshooters
1960 Bronco, “The Mustangers”
Maverick, “Bolt from the Blue”
The Roaring 20’s
Bonanza
1961 Lawman, “The Robbery”
Surfside 6, “Thieves Among Honor”

1958-59

1959-60

1960-61

1961-62  Bus Stop
Bus Stop, “A Lion Walks Among Us”
1962-63  Kraft Mystery Theatre (and producer)

Combat! (and producer)
Combat!, “Survival”
1963-64  Kraft Suspense Theatre
Kraft Suspense Theatre, *“Once Upon a
Savage Night” (and producer)
1988 Tanner '88 (and coproducer)
1997 Gun (executive producer)
Gun, “All the President’s Women” (and
executive producer)

Television Specials
1982  Precious Blood (and producer)
Rattlesnake in a Cooler (and producer)
1985  The Laundromat
1987  The Dumb Waiter (and producer)
The Room (and producer)




1988  The Caine Mutiny Court-Martial (and
coproducer)
1993  Black and Blue
The Real McTeague

Films (selected)

The James Dean Story, 1957; Countdown, 1967,
M*A*S*H, Brewster McCloud, 1970; McCabe and
Mrs. Miller, 1971; Images, 1972; The Long Good-
bve, 1973; Nashville, 1975; Three Women, 1977; A

Amen

Wedding, 1978; Popeye, 1980; Streamers, 1983;
Fool for Love, 1986; The Player, 1992; Short
Cuts, 1993; Kansas City, 1996; Dr. T. & the
Women, 2000; Gosford Park, 2001; The
Company, 2003.

Further Reading

McGilligan, Patrick, Jumping Off the Cliff: A Biography of the
Great American Director, New York: St Martin’s Press,
1989; 2nd edition, 1991

Amen

U.S. Situation Comedy

From 1986 to 1991, Amen aired on NBC. Set around a
Philadelphia parish, this was the first hit situation com-
edy to focus upon religion, an African-American
church in particular, depicting, as a Jet magazine article
put it, “the political as well as humorous side of [this]
centuries-old institution.” Emphasizing the relationship
between the church’s virtuous minister, played by
Clifton Davis, and its shrewd, quick-witted deacon,
played by Sherman Hemsley, this comedy highlighted
the continuous conflicts between these contrasting
principals. By centralizing these characters’ comedic
struggles, Amen proved a successful parody, satirizing
as well as exploring the everyday workings of their
church, from service to choir to congregation. Pro-
duced by Carson Productions, Amen gained top ratings
throughout much of its prime-time life.

Focusing primarily on the apparently endless con-
flict between Deacon Ernest Frye and the Reverend
Reuben Gregory, Amen was able to capitalize on the
humorous dissimilarities separating these perpetually
arguing characters. Frye, played expertly by Hemsley,
was not unlike George Jefferson, Hemsley’s arrogant,
determined character for 11 seasons on The Jeffersons.
The deacon was stubborn, aggressive, and extremely
vocal. He had taken over the church from his father,
the founder of the First Community Church of Phil-
adelphia, and resisted giving up his control and
decision-making power, especially to Reverend Gre-
gory. Ironically, however, Deacon Frye’s melodra-

matic antics usually caused more problems than they
fixed, leaving a situation Reverend Gregory was often
forced to resolve and opening Frye to the sarcastic
ridicule of the congregation.

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

Thelma Frye (Anna Maria Horsford), the deacon’s
adult, socially awkward daughter, also played an im-
portant role in many episodes of Amen. Thelma, a ro-
mantically distraught 30 year old who still lived with
her “daddy,” provided a constant source of humor, her
own childlike naiveté a comical contrast to the clever,
often scheming Deacon Frye. Later episodes focused
on the developing romantic relationship and eventual
marriage between Thelma and the Reverend Gregory,
a marriage that signaled Thelma’s coming into adult-
hood while lessening the distance between the rev-
erend and Deacon Frye. Additional characters included
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Amen, Jester Hairston, Anna Maria Horsford, Roz Ryan, Sher-
man Hemsley, Barbara Montgomery, Clifton Davis, 1986-91.
©NBC/Courtesy of the Everett Collection

Rolly Forbes (Jester Hairston), the church’s spunky el-
der church board member, and sisters Casietta and
Amelia Hetebrink (Barbara Montgomery and Roz
Ryan), all adult church members who frequently made
humorous and sarcastic contributions to the show,
most often at the expense of Deacon Frye.
Throughout its five years, Amen offered a light-
hearted look at an African-American church, playfully
satirizing its day-to-day activities. Focusing humor-
ously on the everyday conflict between Reverend Gre-
gory and Deacon Frye, as well as these other familiar
characters, Amen proved a satiric, yet human, portrait
of ordinary church life and people.
BRENT MALIN

See also Hemsley, Sherman; Jeffersons, The
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Cast
Deacon Ernest Frye
Reverend Reuben

Sherman Hemsley

Gregory Clifton Davis
Thelma Frye Anna Maria Horsford
Casietta Hetebrink

(1986-90) Barbara Montgomery
Amelia Hetebrink Roz Ryan
Rolly Forbes Jester Hairston
Lorenzo Hollingsworth

(1986-87) Franklyn Seales
Leola Forbes
(1987-89) Rosetta LeNoire

Inga (1988-90)
Chris (1988-90)
Clarence (1990-91)

Elsa Raven
Tony T. Johnson
Bumper Robinson

Producers

Ed Weinberger, Michael Leeson, Marcia Govons,
Reuben Cannon, Kim Johnston, Arthur Julian,
Lloyd David, James Stein, Robert Illes

Programming History
110 episodes
NBC
September 1986-
April 1987
June 1987-
September 1988
October 1988~
July 1989
August 1989
September 1989~
July 1990
August 1990
December 1990-
July 1991

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

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

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

Saturday 8:00-8:30

Further Reading
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Howard University Press, 1990
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American Bandstand

American Bandstand

U.S. Music Program

Like the soap opera, American Bandstand represents
the transference of a successful radio format to the
burgeoning arena of American television. Unlike the
soap opera, however, the radio broadcast format of
playing recorded music developed as popular enter-
tainers from radio migrated to the newer medium of
television. Initially located at the margins of broad-
cast schedules, the format of a live disk jockey spin-
ning records targeted toward and embraced by
teenagers soon evolved into the economic salvation
of many radio stations. For one thing, the programs
were relatively inexpensive to produce. In addition,
the increased spending power of American teenagers
in the 1950s attracted advertisers and companies mar-
keting products specifically targeting that social
group. Among the marketing forces were the record-
ing companies that supplied their records without
cost to stations, often including economic incentives
to disk jockeys to play the companies’ products. In
effect, the recorded music was a commercial for it-
self. Given the convergence of these factors, the teen
record party became entrenched as a radio format
during the 1950s and throughout the 1960s, eventu-
ally developing into Top 40 Radio.

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

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

duties of the radio program while Bob Horn was broad-
casting in front of the cameras. In 1956 Hormn was ar-
rested for driving under the influence of alcohol, in the
middle of an anti-drunk-driving campaign by WFIL.
Soon thereafter, Dick Clark replaced him as the host of
the televised program. Clark’s clean-cut, boy-next-door
image seemed to offset any unsavory fallout from Homn'’s
arrest, and the show’s popularity increased. By the fall of
1957, Clark, who had been shepherding kinescopes of
the show to New York, convinced the programmers at
ABC to include the show in its network lineup.

Adapting the name of the program to its new stature
(and the network identity), American Bandstand first
aired on the ABC network on Monday, August 5, 1957,
becoming one of a handful of locally originating pro-
grams to broadcast nationally. Initially, the program ran
Monday through Friday from 3:00 to 4:30 r.M., eastern
standard time. Almost immediately, the show became a
hit for the struggling network. In retrospect, American
Bandstand fit in nicely with the programming strategy
that evolved at ABC during the 1950s. As the third televi-
sion network, ABC could not afford the high-priced
radio-celebrity talent or live dramatic programming that
generated the predominantly adult viewership of NBC
and CBS. Therefore, ABC counterprogrammed its sched-
ule with shows that appealed to a younger audience.
Along with programs such as The Mickey Mouse Club,
ABC used American Bandstand in the 1950s to build a
loyal audience base that would catapult the network to
the top of the prime-time ratings in the mid-1970s.

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

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

At that point, white, middle-class American youth
culture moved away from the rock "n’ roll dance music
that had become the staple of American Bandstand,
opting instead for the drug-influenced psychedelia of
the Vietnam War era. As a response to the specialized
tastes of perceived diverse target audiences, radio for-
mats began to fragment at this time, segregating popu-
lar music into distinct categories. While American
Bandstand attempted to integrate many of these styles
into its format throughout the 1970s, the show relied
heavily on disco, the emerging alternative to psyche-
delic art rock. Though often denigrated at the time be-
cause of disco’s emergence in working-class and
ethnic communities, the musical style was the logical
focus for the show, given its historic reliance on pre-
senting teenagers dancing. Consequently, American
Bandstand became even more ethnically mixed at a
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time when the predominant face of the aging “youth”
culture in the United States acquired a social pallor.
The foundation of American Bandstand’s success
rested with its ability to adapt to shifting musical trends
while maintaining the basic format developed in the
1950s. As a result, Dick Clark helmed the longest-
running broadcast program aimed at mainstream youth
to air on American network broadcast television. After
30 years of broadcasting, ABC finally dropped the show
from its network schedule in 1987. In its later years,
American Bandstand was often preempted by various
sporting events. Given the commercial profits generated
from sports presentations, apparently it was only a mat-
ter of time before the network replaced the dance party
entirely. Additionally, the rise of MTV and other music
video channels in the 1980s also helped to seal Ameri-
can Bandstand’s fate. The show began to look like an
anachronism when compared to the slick production
values of expensively produced music videos. Neverthe-
less, the music video channels owe a debt of gratitude to
American Bandstand, the network prototype that shaped
the format they have exploited so well. As a testament to
American Bandstand’s enduring cultural influence, Dick
Clark Productions and ABC aired a celebration of the
program’s 50th anniversary in 2002.
RoODNEY BUXTON

See also Clark, Dick; Music on Television
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Dick Clark (1956-89)

David Hirsch (1989)

Producer

Dick Clark

Programming History

ABC

August 5-September 5, 1957

Syndicated

1957-63 daily, various local non-prime-
time hours

1963-69 Saturday, various local non-
prime-time hours

USA Cable

April 8—-October

7, 1989 Saturday, non-prime-time hours
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U.S. Network

The American Broadcasting Company (ABC) came un-
der the control of the Walt Disney Co. in August 1995
when Disney acquired the network’s parent company,
Capital Cities/ABC, for $19 billion. Disney’s merger of
a major studio with a broadcast network figured to be
the model for the television industry of the future. The
enticement of media synergy drove Disney to acquire
ABC, and the Disney-ABC alliance has served as a
model for the subsequent consolidation of networks and
studios throughout the television industry.

As a result of its absorption into the Disney empire,
ABC is now a highly diversified corporation with ex-
tensive U.S. and international interests in broadcasting
and cable. The ABC Broadcasting group consists of
ten television and 55 radio stations that are owned and
operated by ABC, a television network with 225 affili-
ate stations, a basic radio network that provides pro-
gramming for 4,600 affiliate stations, and two
specialized radio program services—ESPN Radio and
Radio Disney. The ABC Cable Networks group over-
sees a number of cable networks that are either wholly
or partially owned by Disney: ABC Family, A&E Tele-
vision Networks (which include A&E, Biography, and
the History Channel), E! Entertainment Television,
ESPN Networks (including ESPN International, which
reaches 119 million households outside the United
States), Lifetime and Lifetime Movies, the Soap Net-
work, Toon Disney, and the Disney Channel and its in-
ternational versions (seen in 56 countries). In addition
to its own sports and news production, ABC now over-
sees all network and syndicated television production
at Disney.

ABC was the first-place network at the time of the
merger, but its ratings soon began a downward slide. In
Jjust two seasons, ABC fell from first to third in the rat-
ings, losing 23 percent of its target 18- to 49-year-old
adult viewers, 35 percent of teens, and 45 percent of
children ages two to 11. Unable to deliver its promised
ratings, ABC has been forced to compensate advertis-
ers with extra airtime, which cuts deeply into network
profits. Operating income dropped from $400 million
to $100 million in the first two years of Disney owner-
ship, and the network has posted significant losses in
subsequent years. Except for the improbable success

of 1999-2000, when Who Wants to Be a Millionaire?
(aired as many as four times a week) carried the net-
work into first place, ABC’s prime-time ratings have
never recovered—in part because the network has
failed to use opportunities like the fluke success of
Millionaire to develop new hits. As ABC has dropped
into fourth place in the ratings, industry analysts have
begun talking about the return to a two-network televi-
sion universe, in which only NBC and CBS are actu-
ally capable of winning the race for prime time.

ABC was created by the U.S. government to address
the inequities of a very real two-network universe that
monopolized commercial broadcasting in the 1930s.
Strictly speaking, there were three dominant radio net-
works in those days, but while one belonged to CBS
the other two belonged to a single company, RCA,
which operated both NBC-Red and NBC-Blue. RCA’s
dominance of the broadcasting industry led to govern-
ment scrutiny in the late 1930s when the Federal Com-
munications Commission (FCC) investigated the
legitimacy of networks—referred to as “chain broad-
casting”—that linked together hundreds of local, os-
tensibly independent stations in national chains
commanded by a single owner. The three-year investi-
gation resulted in the 1941 publication of the FCC'’s
Report on Chain Broadcasting, which assailed RCA’'s
influence over a majority of high-powered stations and
called for the divorcement of the two NBC networks.
RCA challenged the decision in court but failed to
overturn the FCC’s findings. In October 1943 RCA
sold its Blue network for $8 million to Lifesavers
candy tycoon Edward J. Noble, and he christened it the
American Broadcasting Company.

Unable to match the financial resources of NBC and
CBS, ABC could not compete in acquiring programs
or attracting affiliates and advertisers. Into this dismal
state of affairs relief came as a result of another gov-
ernment intervention into the media industries: the
U.S. Supreme Court’s 1948 Paramount decision.
Bringing to conclusion government antitrust proceed-
ings against the major studios of the motion picture in-
dustry, the decision ended the industry’s vertical
integration by requiring the studios to sell their the-
aters. Along with the other studios, Paramount Pictures
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was ordered to divest its theater chain and reduce the
chain from 1,400 to 650 theaters within five years. In
1951 United Paramount Theaters (UPT), the newly in-
dependent theater company led by chairman Leonard
Goldenson, offered Edward Noble $25 million for the
ABC network.

When the FCC finally approved the merger in 1953,
American Broadcasting-Paramount Theaters immedi-
ately committed $22 million to develop programming.
Instead of competing directly with its rivals, ABC
made an unprecedented decision to acquire filmed pro-
grams produced in Hollywood. NBC and CBS had a
firm grip on TV’s big stars and the major corporate
sponsors of its live broadcasts. Besides, ABC had a
very specific idea of its target market: the “youthful
families” of the postwar baby boom who were able to
afford staple products and small items at the supermar-
ket but not necessarily costly big-ticket items like a
new car or a major appliance.

ABC gambled first on independent producer Walt
Disney by committing $2 million a year over seven
years for a Disney television series to debut in October
1954. ABC also spent $500,000 to purchase a 35-
percent share of Disney’s ambitious theme park then
under construction. With Disney’s name recognition,
the television series Disneyland attracted nearly half of
ABC’s advertising billings in 1954-55. The series was
an immediate hit. The following season, ABC estab-
lished its most profitable relationship of the 1950s with
Warner Bros., whose initial series, Warner Bros. Pre-
sents, premiered in 1955 and launched the network’s
first hit drama, the western Cheyenne.

In spite of this taste of success, Leonard Goldenson
had never been satisfied with Robert Kintner’s leader-
ship as president of the network. In October 1956
Goldenson brought in Oliver Treyz and James Aubrey
to replace Kintner, who landed at the more prestigious
NBC, where he served as president for another decade.
Goldenson himself moved from an office at United
Paramount to one at ABC, where he began to oversee
the network’s day-to-day operations. (He would re-
main in the network’s top position until the Capital
Cities merger in 1985.)

With Goldenson’s support, Aubrey and Treyz
planned for ABC to get big fast, to attract large audi-
ences as quickly as possible in order to establish credi-
bility with advertisers and prospective affiliates. They
had no interest in gradually building an audience or in
balancing popular hits with prestigious offerings.
Without the luxury of time or money for experimenta-
tion, their programming philosophy was to exploit
proven strengths in an attempt to repeat success.
Warner Bros. was happy to oblige. Following the suc-
cess of Cheyenne, the studio delivered the westerns
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Maverick, Bronco, Sugarfoot, and Colt .45. In 1958
Warner Bros. introduced 77 Sunset Strip, a private de-
tective series based in Los Angeles that featured an en-
semble of young, attractive stars. ABC responded to
the popularity of 77 Sunset Strip by ordering three
nearly identical series that differed only in their sun-
drenched locales: Bourbon Street Beat, Hawaiian Eye,
and Surfside Six. ABC’s programming strategy became
so narrowly focused that, of the 33 series in its
195960 schedule, 12 were westerns and seven were
crime series.

With the Kennedy-era FCC scrutinizing network
television for failing to fulfill its utopian promise—this
was the era of FCC chairman Newton Minow’s “vast
wasteland” speech—and a Senate subcommittee in-
vestigating the influence of TV violence on children,
ABC came under attack as the network most responsi-
ble for the shift to formulaic action series. ABC faced
criticism not only for its own programs—the Warner
Bros. series and the equally popular The Untouch-
ables—but for its perceived influence on program-
ming at NBC and CBS. To compete with the
hard-charging ABC, the other networks had aban-
doned the New York-based, live formats of the 1950s
and embraced filmed series made in Hollywood. Since
both NBC President Robert Kintner and CBS Presi-
dent James Aubrey had supervised programming at
ABC in the 1950s, critics argued that the ABC pro-
gramming philosophy literally had taken over the air-
waves.

The public relations crisis alone would have been a
challenge for a network seeking greater credibility to
go along with its growing audience, but the trouble
was magnified by the near-simultaneous collapse of
ABC’s ratings. By gambling so heavily on dramas,
ABC lacked experience developing situation comedies
and was utterly unprepared when public taste swung
back toward comedy in the early 1960s. Goldenson
fired network chief Oliver Treyz, the architect of
ABC’s rapid rise, and replaced him with Tom Moore,
but it was too late. Except for a few scattered hits over
the coming years (Marcus Welby, M.D., The F.B.1., The
Mod Squad), ABC posed no serious competition to
NBC and CBS for more than a decade.

Several factors kept ABC from realizing its poten-
tial in the 1960s: its dismal ratings, which limited ad-
vertising income; the costly transition to color
broadcasting, being driven by RCA, which stood to
sell color TV sets, and CBS, which could not afford to
fall behind; and the steep rise in programming costs.
The network showed a net loss every year between
1963 and 1971 (although these losses were offset at the
corporate level by income from AB-PT’s theaters,
owned-and-operated stations, and other interests).




Given its unrealized potential, ABC was vulnerable
to takeover attempts and spent much of the 1960s either
fighting off or courting potential suitors. In order to de-
fend against hostile takeovers, Goldenson turned to the
International Telephone and Telegraph Corporation
(ITT). ITT was a huge conglomerate with interests in
international telecommunications, defense and space
contracts, publishing, insurance, and car rentals. With
nearly 200,000 employees in 52 countries, 60 percent
of its revenues from outside the United States, and
nearly 10 percent of its shares owned by foreign inter-
ests, ITT was one of the first truly transnational con-
glomerates based in the United States. ITT’s president,
Harold S. Geneen, wanted to acquire ABC in order to
raise his company’s profile—and therefore its stock
price—in the United States, where ITT had only a
murky corporate identity. In December 1965 the two
companies announced plans for a merger. Over the next
two years the FCC and the Justice Department scruti-
nized the deal in what became for ABC an excruciat-
ingly protracted series of hearings and investigations.
After the long delay imposed by the investigations, ITT
withdrew its offer on January 1, 1968.

Considering its history in the 1960s, ABC’s resur-
rection in the 1970s seems nearly miraculous. When
Fred Pierce was named ABC president in 1974, he
presided over a perennial third-place network that
hadn’t turned a profit for most of the past decade, a
network that had once set the pace of programming in-
novation but had grown used to haphazard imitation of
its network rivals. Under Pierce’s leadership, however,
ABC rode an unprecedented wave of popular success
that carried the network from third place to first in just
three years. In 1979, 14 of the top 20 programs on tele-
vision belonged to ABC. With advertisers and affiliates
clamoring to ride the bandwagon, ABC’s network
profits rocketed upward: $29 million in 1975, $75 mil-
lion in 1976, $165 million in 1977, and $200 million in
1979. For one year after Pierce assumed his role as
president in 1974, Michael Eisner was responsible for
ABC’s prime-time schedule. Essentially giving up on
the schedule left behind by the network’s most recent
program chiefs, Barry Diller and Martin Starger, Eis-
ner and Pierce introduced six series as midseason re-
placements in January 1975. Amazingly, three became
hits: Baretta, S.W.A.T, and Barney Miller. Eisner is
also given credit for the decision to transform the mod-
erately successful Happy Days by upgrading Henry
Winkler’s character “Fonzie™ to the lead role, a deci-
sion that eventually made Happy Days the number one
series on television.

In spite of Eisner’s accomplishments, Pierce sought
a more experienced programmer to take the reins at
ABC. In May 1975 he won a pubic relations coup by
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convincing Fred Silverman to leave CBS, where he
had been responsible for scheduling many of that net-
work’s groundbreaking early 1970s comedies, and
take over programming at ABC. After being identified
with sophisticated character-based comedy at CBS,
Silverman aimed ABC’s programming squarely at
younger viewers and families: warm family comedy
(Eight is Enough, Happy Days), wacky farce (Laverne
and Shirley, Three’s Company, Soap), high-concept
action (Charlie’s Angels, Six Million Dollar Man), and
escapist fantasy (The Love Boat, Fantasy Island).

Sports and news played a central role in ABC’s
reemergence during the 1970s, particularly in attract-
ing new affiliates and contributing to the network’s
profile as a national institution, and Roone Arledge is
the central figure in the history of both. As the pro-
ducer of ABC'’s flagship sports program, Wide World of
Sports, and then as president of ABC Sports beginning
in 1968, Arledge revolutionized television sports cov-
erage. He made sports competition meaningful for
television by creating a narrative framework for sport-
ing events, giving each game a storyline and develop-
ing ABC’s trademark “up close and personal” style
that brought out the character and personality of an
athlete. He was also a showman, unafraid to burnish
the spectacle of sports television with multiple camera
angles and flashy graphics or to use outlandish person-
alities, like Howard Cosell, who often overshadowed
the sports they covered.

Arledge was largely responsible for creating Mon-
day Night Football in 1970, and it is difficult to exag-
gerate that program’s importance in the history of
television or professional sports. In 1977 Pierce ap-
pointed Roone Arledge as president of ABC News.
Arledge’s appointment was surprising, since he had no
journalistic training, but his impact was profound. As
president of ABC News he presided over the creation
of World News Tonight in 1978 and Nightline in 1979.
Later he introduced the prime-time news series, 20/20
and Primetime, and the Sunday morning program, This
Week with David Brinkley. Arledge recruited the on-air
talent and behind-the-scenes staff that would make
ABC News the most respected news organization in
television during the 1980s and early 1990s.

ABC’s most innovative and influential program-
ming achievement in the 1970s was the development
of the miniseries. Martin Starger, ABC’s programming
chief in the early 1970s, had a hunch that American au-
diences might be ready for British-style, limited-
episode series and introduced the concept of “novels
for television.” The milestone in the miniseries format
was ABC’s broadcast of Roots, the powerful adapta-
tion of Alex Haley’s multigenerational saga of an
African-American family’s historical journey through
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slavery. Because miniseries have a clear beginning and
end, they do not require weekly installments and lend
themselves to innovative forms of scheduling. This
was the case with Roots, a 12-hour series that Fred Sil-
verman chose to show in eight consecutive frigid
nights in January 1977. In an age of hundred-channel
digital cable and TiVo, it is almost impossible to imag-
ine, but 130 million viewers—half the U.S. popula-
tion—tuned in on the eighth night for the finale of this
historical epic.

ABC settled back into the pack during the early
1980s, shortly after Fred Silverman departed for NBC.
Under new entertainment president Brandon Stoddard,
ABC presented several miniseries that eclipsed its ear-
lier efforts in production cost and running time: The
Day After (1983), Winds of War (1983), The Thorn
Birds (1983), War and Remembrance (1988). The
dominant producer at ABC during the 1980s was
Aaron Spelling. He had been responsible for such
1970s hits as Charlie’s Angels and Fantasy Island, but
the peak of his influence at ABC came in the 1984-85
season, when his drama Dynasty was the top-rated se-
ries on television.

The new era of corporate mergers and acquisitions
dawned at ABC when it was acquired by Capital Cities
Communications in 1985 for $3.5 billion. Although
CEO and chairman Thomas Murphy and president
Dan Burke instituted severe cost-cutting measures
throughout ABC following the merger, they kept most
of the network management in place and allowed the
company’s divisions to operate with a considerable de-
gree of autonomy. Murphy and Burke also made far-
sighted investments in cable networks A&E, the
History Channel, Lifetime, and ESPN (which ABC
had purchased in 1984).

In 1989 Burke and Murphy unexpectedly chose
Robert Iger to succeed Brandon Stoddard as the presi-
dent of ABC Entertainment. Largely unknown to the
creative community in Hollywood because he had
come up through ABC Sports, Iger made a strong im-
mediate impression by making series commitments for
two of the most radical dramas in television history,
both developed by Brandon Stoddard: Twin Peaks,
produced by David Lynch and Mark Frost, and the mu-
sical police drama Cop Rock, produced by Stephen
Bochco. In doing so, Iger sent a message to the Holly-
wood creative community that ABC was prepared to
take risks and grant creative freedom, without the
smothering network oversight so typical of television
production.

Iger’s four years at the head of ABC Entertainment
kicked off the network’s last great period of ratings
dominance. Iger inherited thirtysomething and Rose-
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anne from the regime of Brandon Stoddard and added
several other series that became long-running hits: Doo-
gie Howser, NYPD Blue, America’s Funniest Home
Videos, Home Improvement, and the highly successful
Friday night “TGIF” block of family oriented situation
comedies, Family Matters, Full House, and Perfect
Strangers. In the target market of 18- to 49-year-old
adults ABC won the prime-time ratings race three times
during Iger’s tenure. When Disney purchased ABC in
1995 it inherited a prime-time schedule that was second
in the 18- to 49-year-old demographic and first in total
ratings.

Many factors have contributed to the network’s
sharp decline in the subsequent years, but Disney’s
management strategies must bear a large share of the
blame. The demand for synergy has skewed network
practices, distorting the most fundamental goals of
identifying talented writers, producers, and performers
in order to develop programs that appeal to viewers.
The goal of supplying ABC with Disney-produced se-
ries has been an unmitigated disaster. No Disney series
since Home Improvement has survived long enough to
make it into syndication, and it debuted before the
merger. ABC has alienated many loyal producers by
giving favorable attention to Disney. Disney has failed
to assure the Hollywood community that it has sorted
out the potential conflicts of interest arising from the
alliance of a network and a studio. Some producers are
reluctant to bring ideas to Disney for fear that the stu-
dio will negotiate below-market-value deals to place
its programs on ABC. Other producers worry that Dis-
ney will evaluate a project based solely on its per-
ceived benefit to ABC. By the same token, rival
networks have grown wary of projects that originate at
Disney, assuming that any Disney series available on
the open market must already have been rejected by
ABC. In 1999 Disney tried to solve some of these
problems by consolidating the network and studio un-
der the ABC Entertainment Television Group, which
formally united Disney’s television production sub-
sidiaries under the management of ABC’s prime-time
division. Since that time Disney has regained a bit of
credibility by placing Scrubs on NBC, where it ap-
pears to be an emerging hit.

ABC’s management of prime time has been equally
disastrous, characterized by confusion and an almost
ritualistic semiannual sacrifice of programming chiefs.
The chaos began when Iger hired (and later fired)
Jamie Tarses as head of programming after she had
helped to develop comedies such as Friends at NBC.
Without a clear leader, ABC showed the worst signs of
being programmed by committee, with no clear sense
of the network’s identity and every uncertain decision




being second guessed. Tarses alienated some of ABC’s
most loyal producers, who left the network for produc-
tion deals elsewhere; Eisner tried to replace Tarses by
recruiting Marcy Carsey, the producer of Roseanne
and The Cosby Show; Iger made an expensive, two-
year commitment to Lois and Clark just before its rat-
ings collapsed; Eisner vetoed development deals
negotiated by Iger.

Amid the turmoil, ABC failed to develop new series
to replace its fading hits of the early 1990s or to capi-
talize on small successes like Ellen. Even the fleeting
success of Who Wants to Be a Millionaire?, which
some analysts estimate generated $750 million in rev-
enue during its time on the network, led nowhere.
When ABC'’s Millionaire-inflated ratings crashed, an-
other programmer, longtime ABC executive Stuart
Bloomberg, was fired and replaced by Susan Lyne.
Only time will tell how long she survives. ABC fin-
ished the 2002-3 season fourth in the coveted 18- to
49-year-old demographic; without the boost provided
by the Super Bowl, the ratings would have been worse.
Only Monday Night Football and several reality series
(The Bachelor, The Bachelorette, Celebrity Mole, and
Extreme Makeover) broke into the Nielsen top 30. The
average cost of a 30-second spot on ABC is now
$50,000 less than its equivalent on NBC.

While prime-time ratings have dropped and the net-
work has floundered, the larger ABC organization has
achieved some notable success. The owned-and-
operated TV and radio stations are profitable for ABC,
as they are for all broadcast networks. Synergy has
worked in children’s programming, at least, where Dis-
ney series fill ABC’s Saturday morning schedule and
promote the entire range of Disney products. These
programs are then distributed to the international Dis-
ney channels. The most obvious successes are in Dis-
ney’s cable television group. While broadcast networks
have only a single revenue source—advertising sales—
cable networks earn money from advertising and from
charging transmission fees to cable and satellite deliv-
ery systems, which are passed along to viewers as
higher service rates. For the most successful networks,
such as Disney’s ESPN, these transmission fees can be
raised by as much as 20 percent annually. As a result,
ESPN has become the world’s most valuable network,
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generating more than $500 million per year and estab-
lishing a brand name that Disney has successfully ex-
ploited by creating additional ESPN cable channels, an
ESPN magazine, and ESPN Zone restaurants. Several
of ABC’s other cable networks, including the Disney
Channel, A&E, and Lifetime (often the most-watched
cable network in prime time), have seen steady growth
in revenues and profits.

Disney executives will have to make key strategic
decisions about how ABC will compete in the world
of digital television: how to develop new revenue
streams and new digital services; how to use multiple
channels and define each channel’s identity; how best
to create or acquire programming; and how to rede-
fine the network’s partnership with affiliate stations.
With its unrivaled brand identity and a vast library of
titles, Disney certainly will play a role in drawing
consumers to new digital program services available
on cable, satellites, or the Internet. But what role will
the ABC network play, especially if it continues
along its current path? Disney president Robert Iger
believes that a broadcast network has a synergistic
value for a diversified media company that far out-
weighs its cost.

CHRISTOPHER ANDERSON

See also Disney, Walt; Eisner, Michael; Iger,
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American Forces Radio and Television Service
(AFRTS) comprises the primary communication me-
dia of the American Forces Information Service
(AFIS), an agency of the U.S. Department of Defense
(DoD). AFRTS provides radio and television news, in-
formation, sports, and entertainment programming to
U.S. military personnel and their families stationed at
U.S. military installations overseas and to U.S. Navy
ships at sea.

AFRTS programming, acquired and distributed by
the AFRTS Broadcast Center at March Air Reserve
Base near Riverside, California, is selected from popu-
lar commercial and public programming found in the
United States (although commercials are replaced by
DoD information and spot announcements). Most
AFRTS programming is acquired with little or no
charge (for performance rights or residual fees), thanks
to industry cooperation dating back to AFRTS begin-
nings during World War II. AFRTS does not produce
its own entertainment shows for television. The enter-
tainment programming includes over 90 percent of the
top-rated programs in the United States.

The AFRTS Satellite Network (SATNET) broad-
casts 13 radio services and ten television channels con-
taining entertainment, news, information, and sports,
which are uplinked from the Broadcast Center. AFRTS
provides four television services, including the pri-
mary service, American Forces Network (AFN). Addi-
tional programming includes AFN News, AFN Sports,
and AFN Spectrum (a service that includes program-
ming from PBS and cable networks such as A&E, Dis-
covery, and the History Channel).

To provide service to DoD personnel in more than
177 countries and U.S. territories worldwide, AFRTS
uses eight satellites, reaching more than 800,000 U.S.
service members and their families. More than 120
U.S. Navy ships at sea also receive live television and
radio channels via the Navy’s “Direct to Sailor” (DTS)
initiative (created in 1997 to serve sailors and Marines
specifically). The Naval Media Center participates
with AFRTS in inserting unique Navy Department in-
formation programming via the DTS transmissions.

In 1996 AFRTS replaced its worldwide circuiting
of videotaped programming with live satellite broad-
casts of multiple radio and television channels. For
many years, AFRTS broadcasts also reached a sub-
stantial “shadow” audience of U.S. citizens living

92

abroad and citizens of host nations who viewed or lis-
tened to the programming. Although no official fig-
ures exist for the size of this shadow audience
worldwide, one study of the audience in Japan found
that 21 percent of the local population (approximately
25 million people) listened to AFRTS radio at least
once a week. However, the shadow audience is dimin-
ishing as AFRTS has reduced its dependence on low-
power, over-the-air broadcast transmissions and
instead expanded its direct-to-home satellite service
(where military personnel lease or purchase the ser-
vice from the base exchange) and cable distribution
within military installations. Nevertheless, one could
safely conclude that the formerly enormous presence
of AFRTS broadcasts worldwide probably played an
important role in informal English-language instruc-
tion and in fostering a general acceptance of U.S. cul-
tural products worldwide.

AFRTS’s history can be traced to several small radio
stations established by servicemen in Panama, Alaska,
and the Philippines near the start of World War II. Fol-
lowing the success and popularity of these small oper-
ations, the Armed Forces Radio Service (AFRS) was
established by the U.S. War Department on May 26,
1942, with the intent of improving troop morale by
giving service members a “touch of home.” The mili-
tary also sought to provide a source of information to
U.S. servicemen that would counter enemy propa-
ganda (such as that found in the broadcasts of Axis
Sally and Tokyo Rose), although officials denied the
move was an attempt at counterpropaganda.

During the war, AFRS programs proved enormously
popular with the troops and were made financially pos-
sible largely through the contributions of radio and
film stars, who donated their time regularly without
charge. Two of the more popular programs were Com-
mand Performance and Mail Call, which presented
such stars as Bob Hope, Jack Benny, Clark Gable, Red
Skelton, Bing Crosby, Dinah Shore, and the Andrews
Sisters, among many others. Although these stars un-
selfishly gave of their time to contribute to the patriotic
war effort, their careers most certainly did not suffer
from the exposure of a somewhat captive audience. By
the end of the war, there were nearly 300 AFRS radio
stations operating worldwide (however, that number
decreased to only 60 some four years later). Since that
time, the number of stations continues to increase and




decrease, depending on the level of U.S. military com-
mitments worldwide.

Television came relatively late to the AFRS, consid-
ering the enormous impact the medium was having on
American society. The impetus to introduce television,
in fact, came from the need to address serious morale
problems in the Strategic Air Command. Armed
Forces Television (AFT) got its start at Limestone Air
Force Base, Maine, in 1953, and after much success in
helping to reduce absences without leave, court mar-
tials, and the divorce rate at this military installation,
AFT was officially joined with the AFRS in 1954 to
become AFRTS. AFRTS introduced color television in
the early 1970s and was one of the first broadcasters to
begin using satellites for live news and sports, doing so
as early as 1968.

The AFRTS maintains that its programming is pro-
vided “without censorship, propagandizing, or manip-
ulation.” The first notable exceptions to that claim
surfaced during the Vietnam War period. From 1963
to 1967, AFRTS was instructed by Defense Secretary
Robert McNamara to broadcast news-analysis pro-
grams produced by the United States Information
Agency (USIA)—material that was widely recog-
nized as propaganda. The more serious challenge to
AFRTS’s noninterference claims came from broadcast
outlets and journalists in Vietnam itself. Although
AFRTS and various military policymakers maintained
that censorship of programming was prohibited, nu-

American Movie Classics

merous controversies arose (both public and internal)
over news, quotes, and specific words and phrases that
were kept off the air due to AFRTS guidelines. Ac-
cording to a history of the AFRTS commissioned by
the service for its 50th anniversary, such restrictions
even included “the editing of President Johnson’s
comments that the command believed were inaccu-
rate.” Justifications for such restrictions most often in-
cluded the desire to avoid injuring troop morale,
helping the enemy, or offending the host nation’s sen-
sitivities.

Although the broadcasting arm of AFRTS still
maintains its claim to no censorship, it admits that lo-
cal AFN stations have the right to “change the sched-
ule to avoid broadcast of the offending programming”
in some host nations. The direct broadcasting of Amer-
ican news programming via SATNET created prob-
lems for AFRTS broadcasters in nations particularly
sensitive to criticism (such as Korea and the Philip-
pines), but AFRTS contends that the move to new dis-
tribution systems to military households has alleviated
this problem.

JEFFREY P. JONES
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American Movie Classics
U.S. Cable Network

Near the close of the 20th century, the cable channel
American Movie Classics (AMC) quietly became one
of the fastest-growing television networks in the United
States and one of the great success stories of the emer-
gence of cable TV in the United States. Film fans loved
AMC for showing classic, uncut, uncolorized Holly-
wood films of the 1930s, 1940s, and 1950s, with no in-
terruptions from advertisements. However, at the
beginning of the 21st century, AMC allowed a growing
number of advertisements between screenings.
Over-the-air television had already served as the
principal second-run showcase for Hollywood films

from the mid-1950s, 1960s, and 1970s. However, the
number of over-the-air TV stations in any one market
limited the possible showcases for classic Hollywood
films. Film buffs in major markets could watch inde-
pendent television stations that frequently counterpro-
grammed with Hollywood movies, but they were
generally displeased with the ways in which stations
sanitized the presentations of theatrical films, cut them
to fit them into prescribed time slots, and interrupted
moving moments with blaring advertisements. With
the emergence of cable television in the 1980s, AMC
offered a niche for these fans, who sometimes referred
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Courtesy of the Everett Collection

to the channel as the “Metropolitan Museum of classic
movies.” Indeed, AMC created a “repertory” cinema
operable by remote control.

AMC began in October 1984 as a pay service but
switched onto cable’s *“‘basic tier” in 1987, when the
network had grown to 7 million subscribers in 1,000
systems across the United States. This growth curve
continued, and by the end of 1989 AMC had doubled
its subscriber base. Two years later it could count 39
million subscribers. As of January 2002, AMC'’s parent
company, Rainbow Media Holdings (itself a sub-
sidiary of Cablevision System and NBC), reported that
the number of American households with access to
AMC had reached more than 82 million.

No cable service in the United States has received
more favorable reviews. Critics applaud AMC’s around-
the-clock presentation of Hollywood favorites and undis-
covered gems. AMC also has created first-run
documentaries that focus on various aspects of the movie
business, such as a corporate profile of Republic Studios,
a compilation history entitled Stars and Stripes: Holly-
wood and World War 11, and a history of boxing movies
labeled Knockout: Hollywood’s Love Affair with Boxing.
As of 2002 AMC also featured three original series about
films and the film industry: Backstory, a weekly program
about the making of specific Hollywood pictures; Holly-
wood Lives and Legends, which airs every weeknight and
presents documentaries about movie studios, themes such
as “Hollywood interpretations of the Bible,” and on- and
off-screen film personalities; and the weekly series Cin-
ema Secrets, which explores how special effects are used
in various film projects. Other programming on AMC in-
cludes comedy shorts featuring such performers as the
Three Stooges or the Little Rascals.

AMC has sometimes filled slots between films with
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old Twentieth Century Fox Movietone Newsreels, allow-
ing fans to watch once again as a bored John Barrymore
puts his profile into the cement in front of Grauman’s
Chinese Theater or Shirley Temple accepts her special
Oscar, then asks her mother if it is time to go home.

In other ways, too, AMC has unabashedly promoted
its nostalgia-as-escapism. Consider a late 1980s market-
ing device by AMC and the local cable system in Wi-
chita Falls, Texas, designed to launch AMC in that
market. More than 200 couples dance in a room, painted
black and white, while the sound of Gordy Kilgore’s big
band playing Glenn Miller’s “In the Mood™ fills the air.

By June 1988 AMC was successful enough to begin
publishing a magazine. An old-time classic star graces
the cover of each issue of AMC Magazine; the first fea-
tured Katharine Hepburn, later came James Stewart,
Marilyn Monroe, Gregory Peck, John Wayne, and
Henry Fonda, among others. Articles typically discuss
the stars of the “golden age” of Hollywood (keyed to
AMC showings). The magazine also includes listings of
that month’s AMC offerings, highlighting festivals con-
structed around stars, series (such as the Charlie Chan
films), and themes (“Super Sleuths,” for example).

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

Fans rarely complain about the TV prints, however,
and cable operators herald AMC as what is best about
cable television. The channel has replaced the reper-
tory cinemas that used to dot the United States’s
largest cities and college towns and serves as a fine ex-
ample of specialized niche programming in cable TV
of the 1990s. As the 21st century commenced, its only
serious rival was Turner Classic Movies.

DouGLas GOMERY

See also Cable Networks; Movies on Television
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American Women in Radio and Television

American Women in Radio and Television (AWRT) is
a nonprofit organization headquartered in Washington,
D.C. Originally conceived as the women'’s division of
the National Association of Broadcasters, AWRT be-
came an independent entity in 1950. At its first con-
vention, AWRT had 282 women members. Today, the
group maintains approximately 2,300 men and women
members, largely employed by television and radio
stations nationwide.

Although people of both genders can join and
serve as officers, the organization’s mission is to ad-
vance the impact of women in broadcasting and re-
lated fields. The group furthers community service,
member employment, and education. The organiza-
tion also has a definite social consciousness. AWRT
produces an award-winning series of public service
announcements, which have focused upon subjects
such as outstanding American women preventing
sexual harassment in the workplace. Its agenda has
also included, as an issue for study, a concern for in-
decency in broadcast content.

The organization serves many functions for its
members. Its nearly 30 local chapters provide a place
for social and professional networking. Some chapters
are an important force in their local broadcast commu-
nities; others are merely meeting places for people in
similar professions. Local activities vary, but often in-
clude “*Soaring Spirits” benefits to help children’s hos-
pitals, scholarship fund-raising for area college
students, awards for local media professionals, educa-
tional seminars, career development, and job listing
dispersal. Local chapter members also mentor meet-
ings of the affiliated College Students in Broadcasting,
a club composed of dues-paying students organized at
university campus chapters.

On the national level, the organization provides
many services. The main office is helmed by full-time
employees and directed by both nationally elected offi-
cers and an advisory board. Within the organization,
the most essential activity is an annual convention held
each spring. In the past, convention activities included
lobbying in Washington, recreation in Phoenix, Ari-
zona, and education in Florida. As of 2002, however,
the organization has chosen to curtail its annual meet-
ings and instead host a yearly training seminar. This
policy has been dictated by a decline in the number of
members.

The organization also houses the AWRT Founda-
tion, which is designed to help fund research, publica-
tion, institutes, lectures, and the general advancement
of the electronic media and allied fields. Since 1975
the foundation has been awarding its Gracie Allen

PROMOTING PROGRESS

CREATING CHANGE

Courtesy of the American Women in Radio and Television, Inc.
(AWRT)
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Awards, to honor quality programming by women, for
women, and about women in broadcasting, cable, and
new media.

AWRT’s Washington office sponsors the annual Star
Awards, which recognize media professionals or com-
panies facilitating women’s issues and concerns,
whereas the Silver Satellite and the Achievement
Awards commend success or advancements in elec-
tronic media fields.

The chapters differ greatly from each other. For ex-
ample, the Austin, Texas, chapter’s monthly luncheon
serves as the primary local meeting place for execu-
tives and managers in cable, broadcasting, and adver-
tising. Its activities include speakers with the latest
news on industry developments, a preview night for
each network’s new fall programs in September, a
Soaring Spirits five-kilometer run, sponsorship of stu-
dent scholarships, and the definitive Austin media
Christmas party.

In contrast, the southern California chapter has a
large sampling of television producers, on-air talent,
network executives, educators, screenwriters, and ac-
tors in its ranks. Its main annual fundraising event is
the Genii Awards luncheon, which honors an outstand-
ing broadcast executive and a performer. Past winners
have included producers Marian Rees and Linda
Bloodworth Thomason and actors Tyne Daly and Can-
dace Bergen. Other activities include a “Meeting of the
Minds” seminar updating the legal and technical

knowledge in communication operations, a “Boot
Camp” night, where teams wearing military gear at-
tempt to rearrange network programming schedules to
maximize competition, and the more typical social
gatherings and guest speakers. The chapter gives more
than five scholarships annually, each awarded to a Col-
lege Students in Broadcasting member.

Although different in membership, clout, and struc-
ture, each local chapter uses the services of the na-
tional office to disseminate industry knowledge and
job information. AWRT helps keep its members up to
date in a rapidly changing industrial setting.

JOAN STULLER GIGLIONE
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Americanization

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

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




Many things can be read into this short narrative.
First, the typical, white, Canadian anchorman, by re-
ferring to concerns of southern Canadians (low build-
ing and maintenance costs, no taxes, clear air, and
quiet neighborhoods), trivializes a technology that,
over thousands of years, has allowed populations to
survive and create specific societies and cultures in this
particular environment. Second, we are made aware of
the benefits of international trade: an Inuit teaches a
Detroit-born American how to repair a motor vehicle
and, in return, learns how to build an igloo. Third, we
are led to understand that what the students expect
from the teacher is basic working skills.

The temptation to build a case denouncing cultural
imperialism, bemoaning the alienation of aboriginal
cultures and the shredding of their social fabric, is
strong here. On the basis of this one example, however,
the argument would at best be flawed, at worst biased.
However, for students of popular culture, national iden-
tity, and cultural industries, this is but one of the many
thousand daily occurrences that exemplify the dynamic
complexity of the concept of “Americanization.”

Embedded within that term are at least two notions:
the American presence and the presence of an Ameri-
can. In this news story, both notions are at work. On
the one hand, the viewer is made aware of the Ameri-
can presence, and the influence of American technol-
ogy on this remote society, through the reference to the
snowmobile. (Although the Quebec-born inventor of
the snowmobile founded what later became the inter-
nationally renowned Canadian Bombardier industries,
the fact that the Detroit-born American puts the snow-
mobile on the same footing as the automobile implic-
itly makes it seem to be an American invention.) On
the other hand, the viewer sees and hears the American
instructor.

It is the first form of presence that usually defines
the concept of Americanization. The term usually
refers to the presence of American products and tech-
nology, and it is against this presence that most critics
argue. Surprisingly, few argue against the presence of
Americans themselves. It is perhaps this distinction
that has become most significant in light of the world-
wide conglomeration of media industries. Rupert Mur-
doch’s forays into Asian and European national
contexts via satellite broadcasting, the purchase of
Universal Studios, first by Japanese and later by
French owners, and the success of Hong Kong action
cinema throughout the world all complicate notions of
Americanization. Has Universal Television become
Japanese, or French? Has Indian television become
American (or Australian) in light of Murdoch’s incur-
sions? These questions suggest the complicated nature
of intersections of identity, culture, and technology.

Americanization

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

While these two embedded notions, the presence of
Americans and the American presence, make for a fas-
cinating debate, the concept of Americanization con-
ceals the parallel dual notion of “the host.” Hosting the
American presence seems to be more prevalent and
more Americanizing than hosting Americans them-
selves. To be a host is to make the visitor feel welcome,
to make the visitor seem familiar, nonthreatening, at
home. In one case, the Canadian host makes the Amer-
ican visitor feel welcome, “at home away from home”;
in the second case, the Canadian host is “at home” in
the presence of American artifacts that are part of her or
his everyday way of life. To become Americanized, it is
not only presumed that one consumes a steady diet of
readily accessible made-in-the-U.S. products but also
that one consumes these cultural products with ease:
that is, as would any American.

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

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

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

American composers, playwrights, and various other
artists have undoubtedly affected the popular arts of the
world. With the same degree of certitude, one can pro-
claim that American entrepreneurs and American en-
trepreneurship have affected the cultural industries the
world over. But perhaps the most profound impact of
this particular historical culture and its modes of pro-
duction is found in the social uses American society has
made of these cultural products. If one wishes to speak
of Americanization in the realm of popular (or mass)
culture, one must focus on the social uses of industri-
ally produced and commercially distributed sounds and
images. To show American-made movies in local the-
aters, to watch American sitcoms on the television set,
to listen to American music on the radio—or to use
copycat versions of any of these materials—is not, nec-
essarily, to become Americanized. To build into the lo-
cal social fabric of a non-American society the kind of
social uses that Americans have made of industrially
produced cultural products is to become Americanized
but not necessarily to become an American.

To live and work and play in a permanent kaleido-
scope world of industrially produced images and sounds
(for example, television sets turned on all day; ads over-
flowing in print, on buses, on T-shirts, talk radio, Walk-
mans, etc.) means to share a mediated worldview. This,
it can be argued, is to become Americanized, and such
results are among those most often cited when the reach
of newer technologies and the concentration of media
ownership are examined as global forces. Yet this, too, it
can also be argued, does not mean one necessarily
shares an American worldview.

The Dallas imperialism syndrome, and its legiti-
mate heir, the O.J. Simpson trial, are good illustra-
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tions of this distinction. The debate surrounding the
reception by viewers worldwide of the U.S. serial
Dallas rekindles the debate that greeted the American
penny press and Hollywood cinema. Its central ques-
tion: Is communication technology a threat to basic
(Western) values, local cultures, and the human psy-
che? Dallas symbolized this ongoing debate, a debate
central to Western culture. But Dallas also symbol-
ized a social evolution that has not received the atten-
tion it deserves. The worldwide popularity of Dallas
revived the paradigm of the “magic bullet” theory of
direct media effects, a theory suggesting that media
content and style can be “injected” into the cultural
life system, infecting and contaminating the “healthy”
cultural body. It also revived discussions of cultural
imperialism, but in a more sophisticated fashion and
on a much grander scale. And it raised the counter-
paradigm of the uses-and-gratifications model in com-
munication studies.

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

Forgotten in this foray was the fact that Dallas sym-
bolized the popularization and the banalization of tele-
vision viewing, its normal integration within the
activities of everyday life, its quiet nestling in the cen-
tral foyer of the household environment. Television
viewing, a remarkable new social practice in many lo-
cations, quickly and quietly became, inside and outside
academia, a major source of everyday conversation, the
measuring stick of many moral debates, the epitome of
modern living. In so doing, television viewing dis-
placed the boundaries of centuries-old institutions such
as family, work, school, and religion. The Dallas syn-
drome symbolized the fact that in a large number of
host countries, communication technology had become
a permanent part of the everyday social environment,
that its messages had become a permanent part of the
social fabric, and that its spokespersons had joined the
public club of opinion makers.

While one can debate the pros and cons of this so-
cial fact, one can also speculate that television is not
the revolution that many of its critics as well as admir-
ers had hoped or feared. It did not destroy a sacred
treasure of Western values based on the technology of
the written word. Rather, it revealed a blind spot
among many social thinkers: the constructed centrality
of the spoken word in modern societies. Television
possibly revealed to the most industrialized society of




the postwar era, the United States, that it was and still
is, by and large, an oral society.

Communication technology did not trigger a revolu-
tion, social, moral, or sexual; it became part of the es-
tablishment in every way, shape, and form. Just as U.S.
cultural industries have become an American institu-
tion, a part of the social order, and a sustainer of cul-
ture in American society, so too have cultural
industries in many other societies. In this sense, other
societies have become Americanized. Americanization
is not to be found in the consumption of American cul-
tural products. It lies in the establishment of a particu-
lar social formation. This formation is, to be sure,
defined in part by the use of the products of national
cultural industries. However, it is also defined by alter-
ations in patterns of everyday life and by the emer-
gence of “new” voices that take their place among
existing relations and structures of power. The uses of
television throughout the world are both cause and ef-
fect within these cultural and social shifts

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

It matters little whether television, and other techno-
logically based cultural industries, were invented by
the Americans or not. What Americans invented was a
particular social use of these technologies: the massifi-
cation of production, distribution, and consumption,
and the commodification of industrially produced cul-
tural products. In return, this particular social use re-
vealed to American society, and to other industrialized
societies that followed suit, the forgotten presence of
traditional, nonnational, oral cultures. Cultural indus-
tries, and television in particular, revealed that print
technology (the written word) had not subverted oral
technology (the spoken word); the former had only
partially silenced the latter by making it less “visible.”
Television made words and sound once again *visible”
and “audible” to the eyes and ears of the mind. In do-
ing so, it also revealed to the heavily industrialized,
print-oriented, Western societies that they were
blinded by their most popular visual aid, television.

In the wake of the terrorist attacks on the United
States on September 11, 2001, a comparatively in-
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nocuous story that appeared in the major Canadian
newspapers revealed yet another shadowy dimension
to the debate about Americanization, one that perhaps
indicates a willingness to downplay the notion’s poli-
tics. While the event referred to here is rather anecdo-
tal, and is presented in this vein, it does point to the
reality of the imperialism of politics.

As one newspaper reported (the Toronto Globe and
Mail), in his televised address to a joint session of the
U.S. Congress on September 20, 2001, President
George W. Bush thanked countries as far away as Aus-
tralia and El Salvador for their support of the United
States, but he “overlooked” Canada’s “‘housing and
feeding 45,000 stranded U.S. airline passengers in the
days after the attacks on the World Trade Center and
the Pentagon.”

On the very next day, U.S. Secretary of State Colin
Powell, in a joint press conference with Canada’s Min-
ister of External Affairs John Manley, put a spin on the
“incident” by thanking the Canadian “brothers and sis-
ters” for their generosity and assistance. In a later meet-
ing with Canadian Prime Minister Jean Chrétien, on
September 25, President Bush is quoted as reiterating
this notion that Canada is like “a brother” to the United
States, so it should not need public acknowledgment of
its efforts since the terrorist strikes. While Mexico may
be the United States’s friend to the south, Canada is
“family.” Canadians need no longer to debate whether
they are Americanized, or becoming American; they
have been “adopted.” From the status of neighbor to the
north, to ally, to friend, Canada’s political relation to
the United States has been upgraded to consanguinity.
Canada took more than a half-century to become Amer-
icanized; it took less than a week to be designated, in a
politically correct fashion, as American.

ROGER DE LA GARDE

See also Audience Research
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America’s Funniest Home Videos

U.S. Reality-Based Comedy/Contest

A peculiar variant of reality-based television program-
ming, America’s Funniest Home Videos (AFHV) first
aired as a Thanksgiving special in 1989 and later de-
buted on January 14, 1990, as a regular series on ABC,
where it was broadcast for roughly a decade before be-
ing put on hiatus. It returned for its 11th season as a reg-
ular series in 2001. The program’s simple premise—to
solicit and exhibit a series of humorous video clips shot
by amateurs who compete for cash prizes—has had a
surprisingly enduring run on network television. AFHV
entered into syndication in 1995.

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

Although indebted to a prevalence of reality-based
programs when it debuted, AFHV had a far greater and
more immediate impact on weekly ratings than any of
its predecessors or imitators. Cracking the Nielsen top
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five after only six episodes, by March 1990 it had be-
come the highest-ranked series on Sunday evenings,
temporarily unseating CBS’s 60 Minutes, a feat no
other ABC program had been able to achieve in 12
years. In many instances since then, it has won its time
period among children, teenagers, and women and
men ages 18 to 34.

At the series’ peak of popularity, producers reported
receiving close to 2,000 video submissions a day.
These tapes, eventually sorted out by screeners for
broadcast approval, must meet criteria that render
them suitable for family audiences. First and foremost,
qualifying videos should portray funny, amazing, or
unexpected events in everyday life, such as animal an-
tics, blunders at birthday parties, bloopers during wed-
ding ceremonies, and fouled plays at sporting events.
Because the series emphasizes the supposed universal-
ity and spontaneity of slapstick humor, tapes that de-
pict extreme violence, offensive conduct, and serious
physical injury, or that encourage imitative behavior,
are strictly forbidden. Deliberately staged videos, such
as parodies of advertisements or lip-synching of popu-
lar songs, may be accepted, but, in general, events
rigged to look accidental or spontaneous are disquali-
fied (or were reserved for Di Bona’s follow-up pro-
gram, America’s Funniest People, now defunct, but
created especially to accommodate staged video per-
formances).

Once a clip is approved for AFHYV, the clip’s creators
and performers must sign releases for broadcast autho-




America'’s Funniest Home Videos, Bob Saget, 1990-97.
©ABC/ Courtesy of the Everett Collection

rization. Then follows a process during which clips are
adjusted for uniform quality and matched in terms of
production values, embellished with sound effects and
wisecracking voice-overs by the host, organized as a
montage related to a loose theme (e.g., dogs, talent
shows, skiing), and finally, nestled into the format of
the program. Each episode is first taped before a live
studio audience, with the clips broadcast upon studio
monitors so that the series’ producers can gauge audi-
ence reaction. After subsequent reviews of the taping,
producers pass on their recommendations to the staff,
who edit out the less-successful moments before the
program is broadcast nationwide. Although labor in-
tensive, this method of television production is a rela-
tive bargain, costing less per episode than the average
sitcom, and has been imitated (for example, by FOX’s
Totally Hidden Video).

Television critics have been somewhat puzzled by
the continued success of AFHV, many having panned
the series as yet another illustration of the American
public’s increasing willingness to broadcast their most
private and embarrassing moments. Several hypothe-
ses for the series’ popularity have been cited: the desire
of the viewing public to get on television in order to
secure their 15 minutes of fame, the possibility of win-
ning a $10,000 cash prize ($100,000 for “grand prize”
shows), the all-expenses-paid weekend trip to Holly-
wood to attend studio tapings, the charisma of original
host Bob Saget, the first performer since Arthur God-
frey to star in two concurrent, high-rated series (the
other being the ABC family sitcom Full House), the
universal identification with everyday life fundamental
to home movies and home video, and the sheer fun of
producing television about and for oneself. The series’
producers, however, cite the program’s humor as the

America’s Funniest Home Videos

key to its success. Taking the “Bullwinkle approach,”
which provokes different kinds of laughter from both
children and their parents, AFHV not only seeks to at-
tract a wide demographic but self-consciously mocks
itself as insignificant, harmless fun.

Despite its overt lack of pretension, AFHV remains
significant on several accounts, especially its interna-
tional origins and appeal. Banking upon the perceived
cross-cultural universality of home video productions,
Di Bona had conceived of the series as international
from its inception. AFHV has been seen in at least 70
countries and in more than a dozen languages (it is ru-
mored to be the favorite show of the sultan of Brunei).
Di Bona has subsequently sold the format rights to pro-
ducers in other nations, at least 16 of which have cre-
ated their own versions, while others merely replace the
U.S. host with indigenous hosts. Most international af-
filiates also have clip trade agreements; AFHV itself
liberally blends domestic and imported clips (blurring
the title’s emphasis on “America” and pointing to tele-
vision’s partnership in global capitalism).

Also significant is the series’ premise that the typical
consumers of television may become its producers, that
the modes of television reception and production are
more dialogic than unidirectional. This inversion, as
well as the format’s unique hybridization of genres,
results in peculiar effects worthy of investigation: the
professional’s commissioning of the amateur for com-
mercial exploitation; the home video’s simultaneous sta-
tus as folk art and mass media; the promise of reward
through competition that reinflects the home mode of
production’s typical naiveté and noncommercial motiva-
tion with formal contrivance and financial incentives;
the stress on comedy that excludes the banal everyday
activities most typical of home video; and, finally, the
format’s allowance for a studio audience to vote for and
reward their favorite video clip, maintaining the illusion
of home video’s folksy character, while the cash first
prize reifies the slapstick conventions that the producers
seek and that keep home viewers tuning in.

JAMES MORAN

See also Camcorder

Hosts

Bob Saget (1990-97)
Daisy Fuentes (1998-2000)
John Fugelsang (1998-2000)
Tom Bergeron (2001-)

Producer
Vin Di Bona
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Programming History
ABC

January 1990-February 1993
March 1993-May 1993 Sunday 7:00-7:30
May 1993-September 1993 Sunday 8:00-8:30
September 1993-December 1994 Sunday 7:00-7:30

Sunday 8:00-8:30

January 1995-June 1996 Sunday 7:00-8:00
January 1997 Sunday 8:00-9:00
February 1997 Sunday 7:00-8:00
March 1997 Sunday 8:00-9:00
April 1997-May 1997 Sunday 7:00-8:00
May 1997-September 1997 Sunday 8:00-9:00
January 1998-August 1998 Monday 8:00-9:00
July 1998-December 1998 Saturday 8:00-9:00
1999-2000 various days and
times
July 2001~ Friday 8:00-9:00
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America’s Most Wanted

U.S. Reality/Public Service Program

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

As a reality program, the style and content of Amer-
ica’s Most Wanted closely follows that of other pro-
gram types gathered under this broad industry label
(e.g., “tabloid” newsmagazines, video vérité and reen-
acted crime, rescue and manhunt shows, and family
amateur video programs). Central to each of these gen-
res is a visible reference to, or dramatization of, real
events and occupations. Thus, while the stories told on
America’s Most Wanted stem from “real life” inci-
dents, they are not comprised of *“‘actual” live footage
(with the exception of recorded testimony from the
“real” people involved). Rather, incidents of criminal-




ity and victimization are reenacted, and in an often in-
tense and involving manner. This dramatic compo-
nent, particularly as it entails a subjective appeal, is a
dominant feature of reality programs, which tend to
accentuate the emotional aspects of the situation for
their effectivity. Viewers are thus asked to empathize
and identify with the experiences of the people repre-
sented on the show, especially insofar as these experi-
ences involve social or moral dilemmas.

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

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

The program is hosted by John Walsh, who “an-
chors” America’s Most Wanted from Washington, D.C.
Given the show’s cooperation with federal law agen-
cies, such as the FBI and the U.S. Marshall Service, its
broadcast from this location acts to further associate it
with law enforcement institutions. Walsh, whose son
was abducted and murdered in 1981, is a nationally
known advocate for missing and exploited children. As
part of its program format, America’s Most Wanted
airs a weekly feature on missing children, and has cre-
ated “The Missing Child Alert,” a series of public ser-
vice bulletins that are made available to all television
stations, regardless of network affiliation.

Through its toll-free hotline (1-800-CRIME-TV),
which operates seven days and averages 2,500 calls a

America’s Most Wanted

America’s Most Wanted, John Walsh, 1988-present.
©20th Century Fox/Courtesy of the Everett Collection

week, the program has assisted in the apprehension of
hundreds of fugitives and thus has earned the appreci-
ation of law enforcement agencies. For example,
America’s Most Wanted played a key role in the cap-
ture of the “Texas Seven,” inmates who escaped from a
maximum security prison in Karnes City, Texas, on
December 13, 2000, and eluded police for over a
month. They lived in a Colorado RV park for almost a
month, claiming to be Christian missionaries. On Jan-
vary 21, 2001, a resident of the park informed the
owner that he suspected the recent arrivals were the
Texas Seven, based on an episode of America’s Most
Wanted he had seen about the fugitives. The owner
then viewed the program’s website, read more about
the Texas Seven, and contacted the police, who appre-
hended the wanted men.

America’s Most Wanted sees itself as enabling a
cathartic process, offering not only legal justice but psy-
chological resolution to victims of crime. In both these
respects, America’s Most Wanted may be said to move
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away from much of the fixed voyeurism of reality shows,
toward a more active “public” function. And yet do man-
hunt shows such as America’s Most Wanted simply tem-
per the tabloid’s spectacle into a new form of “vigilante
voyeurism?” Do such shows not only feed into but ac-
tively promote a public’s fears regarding an ever-present
criminal threat? Such questions regarding the aims, the
intended audience, and the effectivity of America’s Most
Wanted's public function must be addressed.
ELIZABETH SEATON
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Producers
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Programming History
FOX

April 1988-August 1990
September 1990—July 1993
July 1993-January 1994
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Sunday 8:00-8:30
Friday 8:00-9:00
Tuesday 9:00-10:00
Saturday 9:00-10:00
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