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Do you remember when you used to watch
Milton Berle every Tuesday night? Or
Bishop Sheen? How many Bowl games
can you watch at once? When did you
start watching As the World Turns? Do
you remember Ed Murrow’s See It Now
and how he took off after Senator Mec-
Carthy? Ts °T can’t believe 1 ate the whole
thing” vour favorite commercial, or did it
drive yvou up the wall? When did Jack
Paar host the Tonight show? When did
America adopt Carol Burnett? And how
many hours did vou spend watching the
Bicentennial Minutes? Do you think Bob
Hope is still emceeing the Academy
Awards, or are you one of the 35 million
still watching? What are the top 50 TV
shows of all time? And what is that stagger-
ing statistic on the viewing audience for
Roots?

Les Brown, the foremost historian of
television, in THE NEW YORK TIMES
ENCYCLOPEDIA OF TELEVISION not
only describes the careers of the medium’s
tamiliar and not-so-familiar actors, ac-
tresses, newscasters, producers, and di-
rectors—{rom the epic  masterbuilders
such as William Paley and David Sarnoff
to heroines and heroes of the sitcom world
of Mary Tvler Moore and Norman Lear.
He guides the reader (and viewer)
through the  labyrinth  of  behind-the-
scenes  artistic, technical, financial, and
commercial components that provide the
simple image on the screen: the complex
organization of the networks, the inde-
pendent  stations, public television, the
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unions, and the interdependence with ad-
vertising agencies and their sponsors. Mr.
Brown presents penetrating analyses of
the critical economic and political develop-
ments that have changed the direction of
the medium, taking into account the in-
numerable pressures on the industry from
every area of society:.

TIIEE NEW YORK TIMES ENCYCLO-
PEDIA OF TELEVISION is the indispens-
able source hook for the world of
television, the most comprehensive, au-
thoritative, clearest and highlv readable
account of how the picture on the tube has
become the most powertul inedium ever.

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

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

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

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

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

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

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

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

Eras in television therefore tend to go by
managerial names. Pat Weaver, Jim Aubrey
and Bob Wood, a:nong others, each stand for
a time in television; it was they who set the
tempos and the taste standards for the years
that spanned their terms as network presi-
dents. The Weaver era was one of creative
ferment and innovation, bringing forth the
talk show and the TV special; the era of Au-
brey made competitive scheduling a science
and the quest for maximum audiences a
mania; and Wood’s era extended the bounds
of permissibility in the medium.




INTRODUCTION - viii

Television became a legitimate news me-
dium in the Edward R. Murrow era (he was
an executive as well as an on-screen figure),
and sports coverage was elévated in the
Roone Arledge era.

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

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

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

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

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

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

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

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

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

Two veteran trade reporters who were col-
leagues of mine when 1 worked for Variety,
and who are among the most able news-gath-
erers in the field, gave of their expertise. Jack
Pitman, who now covers television from Lon-
don, contributed to the entries on foreign sys-
tems, international competitions, and British
programs, companies and officials. Bob
Knight of Variety’s New York staff was the
source of much of the material on American
producers, writers and directors.

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

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

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

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

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

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

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

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

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

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

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

See also Cume, Pocketpiece, Rating.

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

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

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

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

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

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

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

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

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

But for the first two decades of its existence,

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

ABRAHAMS, MORT — TV producer in the
50s and 60s. He was executive producer of
Producers Showcase on NBC (1956) and of
Suspicion (1958). His producing credits in-
cluded Target, The Corrupters (1961) and
Route 66 (1962).

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

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

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

While the Oscar presentations have under-

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

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

Date  Network Total  Share  Total
Audience Audience
Ratings Homes*

3/19/53 NBC 49.7 76 10.9
3/26/58 NBC 53.4 76 22.7
4/8/63 ABC 51.5 7 25.6
4/10/68 ABC 47.1 67 26.4
3/27/73 NBC 50.1 68 32.5
3/29/76 ABC 52.0 64 36.1
3/28/77 ABC 50.0 63 35.6

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

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

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

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

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

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

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

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

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

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

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

“ACTION NEWS” — 3a style of local news-
casting in the 70s that placed a heavy empha-
sis on newsfilm and on the “realism” of the
newsroom: newsmen in shirtsleeves and re-
porters typing in the background. Some also
feature an ombudsman or problem-solving
service for viewers. “Action News” formats
usually involved joshing among the reporters
and informal exchanges that strived for
humor. Although it was not TV’s noblest con-
tribution to journalism, the style was popular

and won audiences for stations. See Eyewit-
ness News

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

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

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

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

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

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

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

Adam 12: Martin Milner and Kent McCord

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

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

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

ADAMS, EDIE — attractive comedienne

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

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

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

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

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

In the 1974-75 report, the Kansas City ADI
consisted of 30 counties in both Missouri and
Kansas; it ranked 23d among the 207 desig-
nated ADIs in the U.S., and its potential audi-
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ence represented .91% of all viewing
households in the country. In the 1976-77
report, there were 208 designated ADIs, and
Kansas City dropped to 26th in rank.

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

The largest ADIs in the 1976-77 report are,
in order, New York, Los Angeles, Chicago,
Philadelphia, San Francisco, Boston, Detroit,
Washington, D.C., Cleveland and Dallas-Ft.
Worth. Together, the ten cover slightly more
than one-third of the potential viewing popu-
lation in the U.S. See also DMA.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

AFTRA (AMERICAN FEDERATION OF
TELEVISION AND RADIO ARTISTS) —
broadcast performers union (AFL-CIO)
founded in August 1937 as AFRA (radio art-
ists), adding the “T” in 1952 after a merger
with the Television Authority. The Television
Authority had been formed by the American
Guild of Variety Artists, Actors’ Equity, Cho-
rus Equity and the American Guild of Music
Artists to represent their membership in the
new electronic medium.

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

AFTRA staged a 13-day strike against the
networks in March 1967, chiefly over a con-
tract for new employees at the network-
owned stations, and in the fall of that year the
union briefly honored the picket lines of a
technical union, NABET.
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AGENCY COMMISSIONS — sums rebated
by media to advertising agencies for time or
space purchased on behalf of an advertiser.
The standard amount is 15% of the total pur-
chase. These commissions provide the basic
income for ad agencies, although some agen-
cies represent certain clients on a fee basis.

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

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

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

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

“Is it not fair and relevant to question (the)
concentration (of power) in the hands of a
tiny, enclosed fraternity of privileged men
elected by no one and enjoying a monopoly
sanctioned and licensed by government?

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

The address, written by one of President

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

He sold the Washington radio stations to
ABC for $16 million, believed to be the larg-
est radio sale ever. Then, in March 1977, he
traded WMAL-TV for KOCO-TV Oklahoma
City in a complex deal with Combined Com-
munications Corp. that involved properties
and securities said to be worth $100 million.
Along with the swap of stations, the agree-
ment called for Allbritton to receive $65 mil-
lion worth of nonvoting preferred stock in
CCCto be redeemed at a rate that would give
the Star $30 million in 1983 and $2.5 million
a year for 14 years. See also Cross-Ownership.

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

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

Fred Allen and Portland Hoffa
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ALLEN, FRED (d. 1956) — one of radio’s
leading comedians who made the switch to
TV in 1950, although he disapproved of the
new medium and continually railed against it.
A satirist and social commentator who had
become a darling of the intellectuals, Allen
made his first TV appearances in the Colgate
Comedy Theater as one of the stars in the
rotation. He became emcee of Judge For
Yourself (1953-54), starred in Fred Allen’s
Sketchbook in 1954 and became a member
of the What’s My Line? panel in 1955, serv-
ing until his death on March 7, 1956. He
was never to recapture the glory of his radio
days, and his own show, Sketchbook, was
knocked off the air by competition with
one of the big giveaway shows of the time.
He made guest appearances on numerous
shows, and his last special effort for NBC
was to narrate “The Jazz Age” for the Pro-
ject 20 series. It aired nine months after
his death.

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

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

ALLEN, STEVE — many-talented TV per-
sonality who hosted several successful shows,
including the first Tonight Show on NBC, and
a Sunday evening variety series that was com-
petitive with The Ed Sullivan Show for a few
seasons. He was also a pianist, composer, re-
cording artist, fiction writer and political ac-
tivist.

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

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

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

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

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

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

Based on an immensely popular and con-
troversial British series, T3/l Death Us Do
Part, created by Johnny Speight for a limited
run on BBC-TV, Family is built upon the
clashes of a working-class bigot, Archie Bun-
ker, with his neighbors and his liberal son-in-
law. (His British counterpart was named Alf
Garnett.) Bunker has become so well estab-
lished as representative of an American type
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that his name bids fair to enter the language.

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

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

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

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

ALLOCATIONS, TABLE OF — a nation-
wide listing of- communities and the televi-
sion channels assigned to each, based on such
engineering considerations as co-channel and

adjacent-channel spacing. See also “Freeze”
of 1948; Zones.

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

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

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

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

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

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

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

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

The development of the Time-Base Cor-
rector by Consolidated Video Systems in
1973, chiefly for the expensive minicameras
that had begun to come into use in commer-
cial television for newsgathering, made it pos-
sible for Alternate Television productions to
infiltrate broadcast television. The corrector
regenerates the signal of ¥2-inch, 3%-inch and
l-inch videotape, bringing it up approxi-
mately to the standard of 2-inch quadraplex
used in studios.

Alternate Television groups took such
names as Raindance, the Videofreex, the Ant
Farm, Alternate Media, Peoples Video
Theatre and Global Village. The hundreds of
groups operating in various parts of the U.S.,
with hundreds more throughout the world,
gave rise to networks-by-mail, video festivals
and exhibitions and a periodical, Radical
Software. See also Nam June Paik, TVTV.

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

The role of Amabhl, the crippled shepherd
boy, was performed the first year by Chet

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

“ANDY GRIFFITH SHOW, THE” — a
countrified situation comedy concerning a
small town sheriff and his friends. A Monday
night fixture on CBS for nearly a decade

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

Andy Williams

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

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

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

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

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

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

ANNAN- COMMISSION — See
Broadcasting Commissions.

Britain’s

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

ARD — See West Germany, Television In.

Roone Arledge

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

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

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

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

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

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

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

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

“ARNIE” — a domestic situation comedy on
CBS (1970-72) about a Greek-American,
blue-collar worker who becomes an execu-
tive. Produced by 20th Century-Fox TV, it
starred Herschel Bernardi and featured Sue
Ane Langdon, Roger Bowen, Stephanie
Steele and Del Russel.

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

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

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

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

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

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

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

1 P
The Ascent of Man: Dr. Jacob Bronowski

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

The Autobiography of Miss Jéne Pittman:
Cicely Tyson

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

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

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

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

The Avengers:
Diana Rigg and Patrick Macnee

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

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

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

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

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

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

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




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

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

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

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

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

John D. Backe

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

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

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

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

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

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

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

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

Lucille Ball

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

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

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

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

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

When Miss Ball became pregnant in 1952,
producer Jess Oppenheim decided that tele-
vision’s Lucy would become pregnant too.
The dual event, Miss Ball’s real-life deiivery
of Desi Arnaz Jr., and the arrival of the baby
on the program, Ricky Jr., was nationally
awaited, and the birth episode achieved an
enormous rating.

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

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

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

BALMUTH PETITION — a futile attempt
by Hollywood craft unions in the early 70s to
persuade the FCC to adopt rules limiting the
volume of network reruns in prime time to
25% a year from more than 40%. Such a re-
striction, the petition argued, would stimu-
late creativity, boost employment, give the
viewer a wider choice of fare and curtail the
networks’ ability to use prime time as they
please for their greatest economic gain.
The original petition was filed in 1972 by
Bernard A. Balmuth, a film editor, and was
staunchly supported by the Screen Actors
Guild, the Writers Guild of America, West,
and the Hollywood Film Council, represent-
ing 28 labor organizations, in addition to oth-
ers. In July 1976, while acknowledging that
many people felt strongly about the satura-

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

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

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

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

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

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

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

BANDWIDTH — a section of the frequency
spectrum needed to transmit visually, aurally
or both. The bandwidth of the average televi-

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Red Barber

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

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

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

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

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

Meriwether. Quinn Martin Productions pro-
duced.

Julius Barnathan

BARNATHAN, JULIUS — for two decades a

key ABC executive, whose quick intelligence

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

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

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

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

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

BARNOUW, ERIK — Columbia University
professor of dramatic arts, television and film
who wrote the three-volume History of
Broadcasting in the United States. Earlier, he
had worked at CBS and NBC as a radio writer
and in the 50s wrote several documentary
films.

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

Creasey, it starred Steve Forrest and was by
ATV.

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

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

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

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

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

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

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

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

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

Colgate-Palmolive bartered Police Surgeon
in this manner for several seasons, and Chev-
rolet did the same with such series as Stand
Up and Cheer, The Golddiggers, The Johna-
than Winters Show and The Henry Mancini
Show.

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

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

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

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

Batman: Adam West

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

The FCC upheld the broadcaster, deeming
it unnecessary for a station to sell editorial
advertising if a broadcaster was fulfilling his
duty under the Fairness Doctrine by ade-
quately covering all sides of the Vietnam de-
bate.

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

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

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

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

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

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

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

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

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

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

Jack Benny

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

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

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

After 1965, his television performances
were limited to a few specials each year. His
last Jack Benny'’s Second Farewell, was on
Jan. 24, 1974. He died of cancer of the pan-
creas, at 80, the following December.

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

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

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

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

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

BERGMAN, JULES—since 1961 ABC
News science editor who covered all U.S.
manned spaceflights and many of the key de-
velopments in fields ranging from medicine
to aeronautics. His documentary credits in-
clude the six-part series What About Tomor-
row (1973), Closeup on Fire (1973), Closeup
on Crashes: The Illusion of Safety (1974),
Earthquake (1972) and SST: Super Sound and
Fury. He joined ABC News as a newswriter in
1952 after brief stints with 7ime magazine
and CBS.

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

Leonard Bernstein

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

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

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

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

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

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

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

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

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

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

“BICENTENNIAL MINUTES” — series of
one-minute programs broadcast every eve-
ning in prime time on CBS from July 4, 1974
throigh the end of 1976 as a Bicentennial
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salute. Each minute offered a vignette of an
occurrence 200 years earlier on that date,
related to the birth of the U.S.; each also fea-
tured a different well-known personality.
Among those who appeared on the Minutes
were Charlton Heston, Deborah Kerr, Rise
Stevens, Beverly Sills, Kirk Douglas, Alfred
Hitchcock, Zsa Zsa Gabor and Walter Cron-
kite, in addition to senators, generals and
scientists. Lewis Freedman was succeeded by
Bob Markell as executive producer. Shell Oil
sponsored.

BICYCLING — distribution of film or video-
tape programs to stations by means other
than electronic interconnection, such as
transport by air or land freight, or by the
mails. Syndicated series and movies are dis-
tributed in this manner, with one station ship-
ping the program to the next according to a
route sheet prepared by the distributor. See
also Syndication.

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

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

Underwritten by ITT as a public service
series, Marble premiered in September 1974
and has been carried by around 100 commer-
cial and public stations in the U.S. and on
several TV systems abroad. It was produced
by Alphaventure.

“BIG EVENT, THE” — NBC’s attempt in
the fall of 1976 to carve out a weekly two- or
three-hour block on Sunday nights for varied
blockbuster special programs as the keystone
of its commitment to “event television” (i.e.,
unique and momentous specials). The effort
had uneven results but was continued the fol-
lowing season.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

“BLACK JOURNAL” — long-running PBS
magazine series produced by WNET New
York (premiere: 1968) dealing with black is-
sues, history and culture. A 60-minute weekly
series, it has been produced and hosted by
Tony Brown, with Billy Taylor as music direc-
tor. For the 1975 season it attempted the To-
night show format but then returned to the
magazine presentation.

“BLACK PERSPECTIVE ON THE NEWS”
— weekly public affairs series on PBS that
began in 1973 and covers current events
from a biack point of view or national issues
of specific interest to blacks. Originating at
WHYY, the Wilmington-Philadelphia PTV
station, the series is produced by Acel Moore
of the Philadelphia Inquirer and Reginald
Bryant, who is also host-moderator.

BLACK ROCK — nickname for the CBS
headquarters at 51 W. 52d St. in Manhattan,
inspired by the color of the granite-veneered
concrete used for the facade. The building,
one of the more distinguished skyscrapers
among the steel-and-glass structures along
Sixth Avenue., was designed by Eero Saa-
rinen, whose death in 1961 preceded its com-
pletion. The move into the new building,
from the network’s long-time headquarters at
485 Madison Ave., was accomplished in 1965.

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

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

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

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

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

BLAIR, FRANK — newscaster for NBC’s
Today show who was with the program from
its premiere in January 1952 until his retire-
ment in 1975. For the first two years Blair was
Today’s Washington correspondent; then he
moved to New York to read the four daily
news summaries. Blair retired to Charleston,
S.C., where he had begun his broadcast ca-
reer in 1935 at radio station WCSC.

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

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

producer of The Rookies for two years and of
The New Land.

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

BLOCK PROGRAMING — the bunching of
shows similar in type into a number of consec-
utive time periods for the purpose of serving
a single audience over the span. A children’s
block may run as long as six hours, a sports
block may consume an afternoon or an eve-
ning. Protracted periods may also be blocked
out for news, game shows, soap operas or pub-
lic affairs.

Program blocks differ from ghettos in that
they are created affirmatively and represent
a technique for maintaining audience, while
ghettos connote a dumping ground for pro-
grams not likely to attain large audiences.

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

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

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

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

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

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

Heightening the controversy over the re-
port was the fact that its author, Dr. Charles
Siepmann, was an Englishman who had been
with the BBC. He came to the US. at the
behest of FCC chairman Paul A. Porter spe-
cifically to direct a study and draw up pro-
posed criteria by which the FCC might evalu-
ate program service. Porter was acting in
response to congressional criticism of the
FCC for its low requirements from broadcast-
ers that made license renewals almost auto-
matic. Not long after the Blue Book was is-
sued, Siepmann published a hard-cover book,
Radio’s Second Chance, which echoed the
FCC report and articulated the rationale for
standards. Dr. Siepmann’s book gave broad-
casters the opportunity to charge him with
opportunism.

Ironically, the much respected chairman
Porter had left the FCC before the Blue Book
was released. It fell to Charles R. Denny Jr.,
the young new chairman, to defend the re-
port. But its real champion was Commis-
sioner Clifford J. Durr, a liberal from Alabama
who was vilified by the industry for his vigor-
ous support of the document.

Although the Blue Book was of little practi-
cal use, its criticisms of broadcast practices
prompted the industry to tighten its own
codes somewhat along the lines prescribed.
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“BLUE KNIGHT, THE” — initially a four-
hour miniseries on NBC (1973) and then a
weekly series on CBS (1976-77). At both net-
works it was based on the best-selling novel
by Joseph Wambaugh. The limited series
starred William Holden and Lee Remick and
was a straight adaptation of the book, airing
on four consecutive nights (Nov. 13-16,
1973); it was rerun in the spring of 1975 on
consecutive nights as two two-hour programs.
The CBS series was built around Wambaugh'’s
character Bumper Morgan, portrayed by
George Kennedy. Both series were by Lori-
mar, with Lee Rich as executive producer.

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

BLURB — trade slang for a commercial or
promotional announcement.

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

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

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

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

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

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

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

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

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

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

“BOB HOPE PRESENTS THE CHRYSLER
THEATER” — hour series of 114 filmed
dramas hosted by Bob Hope. Produced by
Hope Pictures and Universal, the series
played on NBC (1963-87). See also Hope,
Bob.

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

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

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

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

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

BOGART, PAUL — noted director for such
prestige drama anthologies as Armstrong Cir-
cle Theatre during the early years of TV. Dur-
ing the 60s he divided his time between films
and occasional TV drama specials. In the 70s
he directed a number of productions in pub-
lic TV’s Hollywood Television Theatre series
and such commercial specials as The House
Without a Christmas Tree. He became direc-
tor of All In the Family for the 1975-76 sea-
son.

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

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

“BOLD ONES, THE” — umbrella title for

several rotating adventure series on NBC

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

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

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

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

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

= G
Bonanza: Dan Blocker,
Lorne Greene, Michael Landon

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

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

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

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

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

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

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

The popularity of U.S. TV was reflected in
the fact that more than 40% of Canadian
households subscribed to cable-TV chiefly to
receive the American networks. Meanwhile,
U.S. border stations were beaming directly
into Canada, fragmenting the audiences for
its stations and drawing off an estimated $20
million a year in advertising revenues. The
stations of Buffalo, N.Y., blanketing the
Toronto market, were estimated to be earn-
ing $9 million a year from Canadian audi-



“BORN FREE” - 48

ences, while WVOS-TV in Bellingham,
Wash., beaming into Vancouver, alone
earned close to $8 million a year from serving
Canada.
- Under the chairmanship of Pierre Juneau
in the early 70s, the CRTC took steps to in-
hibit the U.S. spillover, the major one being
its order to cable systems to delete commer-
cials from the U.S. programs they carried.
U.S. stations protested, calling the intercep-
tion of their signals without the commercials
tantamount to piracy, and asked the U.S.
State Department to intervene.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

BOYLE, HARRY J.— a leading broadcast
theorist (and onetime practitioner) in Canada
who became chairman of the Canadian Ra-
dio-Television Commission in January 1976
after serving as vice-chairman since 1968. In
a career that began in 1931, Boyle had been
variously a radio commentator, writer and ex-
ecutive for the CBC, then a TV producer
(Across Canada and The Observer), a weekly
columnist for the Toronto Telegram (1957-
68), lecturer and author of numerous novels,
essays and books on broadcasting.

BOXING ON TV — a prime time staple of
the 50s, with regular telecasts on Wednesdays
and Fridays, which all but disappeared from
the medium after 1960. A chief reason was
that the matches promoted for television
were arranged for exigencies of the medium
and therefore were not as consequential as
those arranged for the normal progress of a
fighter; too often, also, they were of poor qual-
ity.

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

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

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

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

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

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

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

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

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

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

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

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

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

BRAZIL, TELEVISION IN — largest Latin
American system with four networks beam-
ing to around 8 million sets. The system’s four
big networks — Globo, Tupi, Bandeirantes,
SBC — operate on 525 scan lines and use
PAL color.

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

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

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

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

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

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

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

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

“BRIAN’S SONG” — poignant and popular
ABC TV movie (premiere: Nov. 11, 1971)
based on the real-life relationship between
Brian Piccolo and Gale Sayers, professional
football players and roommates with the Chi-
cago Bears. The drama centers on the illness
that eventually takes Piccolo’s life and is
heightened by the fact that one roommate is
white, the other black. Written by William
Blinn and produced by Paul Junger Witt for
Screen Gems, it featured James Caan, Billy
Dee Williams, Jack Warden, Shelley Fabares
and Judy Pace, with some football stars play-
ing themselves.
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David Brinkley

BRINKLEY, DAVID — leading NBC News
figure since 1956 when, in being teamed with
Chet Huntley for the political conventions
and later for the evening news, he achieved
TV stardom. Ever the consummate journalist,
however, Brinkley adhered to professional
standards despite the commercial opportuni-
ties afforded by his public acclaim and recog-
nition. Wit and a dry, sardonic delivery were
the hallmarks of his style, and his baritone
intonations and distinctive phrasing were
imitated by dozens of reporters at NBC.
While the Huntley-Brinkley Report was at
its height in the 60s, Brinkley ventured into
the documentary field with a distinguished
series, David Brinkley's Journal. When Hunt-
ley retired in 1970, Brinkley was teamed with
other network correspondents for a time. In
1971 he gave up the anchor position to be-
come a commentator for what then was
called the NBC Nightly News and to work on
news specials. During 1976 he co-anchored
the political conventions with John Chancel-
lor and proved as appealing to viewers as he
had been 20 years before. Following the con-
ventions, he became co-anchorman with
Chancellor of the Nightly News.

BRITISH ACADEMY OF FILM & TELEVI-
SION ARTS — United Kingdom'’s equivalent
of Hollywood’s Motion Picture Academy of
Arts and Sciences and the Television Acad-
emy rolled into one, and with similar profes-
sional objectives.

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

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

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

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

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

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

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

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

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

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

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

brief has been to formulate national policy’

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

To run the service for them, the manufac-
turers recruited the late J.C.W. Reith (later to
become a peer of the realm), a strict Scottish
Calvinist who believed in noblesse oblige. He
was to become the first director-general of
the successor broadcast corporation in 1927,
and the single most influential figure in the
development of public broadcasting in Brit-
ain.

In the first years of British radio, starting in
1922, the postmaster general was the ulti-
mate arbiter of what was suitable for the na-
tion to hear. The fledgling company had no
charter from the crown, and no statutory
sanction from Parliament. Reith, in command

. of the service, believed the new medium had

a great capacity for public service. He saw it
providing not only entertainment, but also
information and enlightenment.

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

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

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

tent or otherwise, the BBC became a national
arbiter of taste and standards. Admittedly by
design, there was even an attempt over many
years to impose standards of language that
came to be known as “BBC English.” The
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attempt was clearly doomed to failure, and
the corporation today appears to have re-
treated from the position that all voices with
access to its microphones should speak as one
in oval tones. Contrarily, these days the rich-
ness and diversity of British dialects and
accents is acknowledged and encouraged.

Besides its broadcasting functions, the BBC
has a number of subsidiary roles in British life.
It is an archivist, Britain’s voice to the world,
and a patron of the arts. The corporation
maintains 11 orchestras and dancebands,
chief of which is the 101-piece BBC Sym-
phony, which regularly performs in public
concert at home and abroad with some of the
world’s leading conductors and soloists. It is
also a significant force in education, produc-
ing more than 3,000 hours of classroom pro-
graming for radio and television each year.
More recently this has come to include a
unique experiment in adult education, with
credit courses and the awarding of recog-
nized diplomas, known as the Open Univer-
sity.

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

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

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

BRIDGE — music or musical tones between
scenes.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Tom Brokaw

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

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

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

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

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

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

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

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

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

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

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

BUCHANAN, PATRICK ]J. — hard-line con-
servative and former speechwriter for Presi-
dent Nixon, credited with writing Vice-Presi-
dent Agnew’s famous attack on network
news, delivered in Des Moines in November
1969. Buchanan, who was also in charge of
Mr. Nixon’s merning news summary and was
responsible for monitoring the media’s cover-
age of the White House, personally kept up
the public assaults on what he considered to

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

BUTTONS, RED — a former burlesque co-
median who had a brief fling at TV stardom
with a half-hour comedy variety series on
CBS (1952-54), The Red Buttons Show, and
then became a dramatic actor in serious roles.

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

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

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

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






CABLECASTING — televised programing
originating on cable channels, either the
cable operator’s own programs or those on
public-access or leased channels, as distin-
guished from a cable system’s retransmission
of broadcast station signals.

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

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

CABLE FRANCHISE — authorization to a
cable-TV company by the issuing authority,
usually municipalities or other local govern-
ments, defining conditions under which it
may construct, operate and maintain a cable
service. The agreed-upon contract amounts
to a license to operate and ensures due pro-
cess and public involvement. Because of the
localized nature of cable-TV, the franchising
authority has the principal responsibility for
the regulation of the service. The license esta-
blishes construction timetables,
standards, extension of services, rates, chan-
nel utilization not expressly forbidden by the

technical.

FCC, consumer services, channel leasing and
access channels.

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

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

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

Cable communications may be offered in
the broadcast mode, reaching all subscribers
at once, or poi_nt-to-point, as in the intercon-
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nection of a medical center to an outlying
clinic. Its multiplicity of channels opens tele-
vision to common carrier use and provides
long-sought access to the medium for minori-
ties, independent producers and private par-
ties who have felt shut out of conventional
TV.

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

paying for TV when free service sufficient for:

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

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

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

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

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

After the first program originations on

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

Not only did cable-TV attract venture capi-
tal, it excited interest among futurists, city-
planners, social scientists and arts promoters
because it promised a cornucopia of educa-
tional, cultural and social services. Foresee-
ably, on bi-directional systems, those services
were likely to include schooling, banking and
shopping by TV, fire and burglar alarm pro-
tection (the TV set in effect watches the
house), automated meter reading, facsimile
print-outs of newspapers and even the deliv-
ery of mail. But more immediately, the chan-
nel capacity of the prevailing one-way sys-
tems made possible separate channels for use
by local government, school systems and busi-
ness institutions, stations for the elderly con-
veying health-care information, neighbor-
hood stations, ethnic stations, free-speech
public access stations, closed channels for
data transmission and channels carrying pay-
television.

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

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

Cable began to spread rapidly in the U.S. in
the 60s, not for its promise of new communi-
cations services but for its ability to import
distant TV signals and to equalize VHF and
UHF (making them equally accessible on the
tuner). Communities that were unable to re-
ceive ABC and had no local independent sta-
tions (desirable for their movies and sports
programing) were prime markets for cable.
During the 60s the industry burgeoned from
the 70-odd systems of the previous decade to
more than 800 cable systems, and it enlisted
more than 1 million subscribers. The MSOs
then moved upon the big cities, but just as
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that frontier was opening the FCC effectively
froze the development of urban cable with
stiff regulations on the importation of distant
signals while it pondered rules for cable in the
top 100 markets.

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

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

By 1974 it was clear that basic cable would
not suffice for the cities and that a special
mass-appeal service was needed. That role
fell to pay-cable, which was developing nicely
in California and in a three-state area on the
Atlantic coast. It was reasoned that urban
residents would subscribe to cable for the op-
portunity to receive major boxoffice events
— chiefly movies and sports — despite the
fact that they would be faced with two fees,
one for cable service and another for the pay
channel. A selling point was that the pay-
cable movies were presented numerous
times, so that they might be watched at the
subscriber’s convenience, and without edit-
ing or interruption for commercials.

At that point, the cable industry appealed
to the FCC to ease its restrictions on pay-
cable, and was joined in the effort by repre-
sentatives of the motion picture industry who
saw in cable a potentially lucrative new mar-
ket for their products. Among other restric-
tions, the existing FCC rules had prohibited
cable from using new movies after they were
more than two years out of theatrical release,

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

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

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

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

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

Cable has raised a swarm of problems. The
wire leading into the home will tell what peo-
ple are watching, opening a pandora’s box on
the right of privacy. Copyright questions
arise with the importation of signals. The
common carrier virtues of the medium —
giving people the uncensored right to broad-
cast for whomever may be watching — has
the negative side of bringing offensive mate-
rial into homes, which is sure to create ene-
mies for cable. On the other hand, if cable is
not permitted to be a common carrier, the
owners of the systems stand to become more
powerful than any media barons ever
dreamed of. Finally, the threat to conven-
tional television is not to be sneered at for the
“blue sky” promises of cable that are likely to
be cast aside later for lack of profitability.
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Cable enthusiasts have called the medium
a better mousetrap and the most significant
development in communications since the
telephone. Nicholas Johnson, the former FCC
commissioner, said that broadcasting is unto
cable what the garden hose is to Niagara
Falls. The landmark Sloan Commission Re-
port on Cable Communications (1971) hailed
the medium as “the television of abundance”
and concluded that the encouragement of ca-
ble-TV’s growth would be in the public inter-
est.

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

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

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

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

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

No limits were imposed on the importation

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

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

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

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

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

-.equipment for use by the public; at least one

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

In 1969 the commission required all cable
systems with more than 3,500 subscribers to
originate programing and to operate “to a sig-
nificant extent as a local outlet.” The require-
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ment excluded automated services such as
news-ticker channels and weather gauges.
The rule was changed in 1974; cable opera-
tors do not have to originate programing, but
they still must maintain cablecasting equip-
ment for public use. See also Pay-Cable.

CABLE-TV REGULATION — more com-
plex than that for conventional television be-
cause it is accomplished on the municipal
level as well as the federal, and in some cases
even on the state level.

Municipalities are involved because they,
logically, are best qualified to award fran-
chises to serve the specific needs of their com-
munities and because they govern the use of
the streets and ways required for building
cable systems. Local governments, through
their power to grant franchises, thus are in a
position to determine who may enter the
cable business.

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

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

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

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

agencies of their public utilities commissions.
Thus, cable-TV, which for the first 15 years
of its development was without regulation of
any kind, ironically has come under three-
tiered regulation and has had to comply with
the rules laid down by each authority. Any of
the three has the power to revoke licenses.
National policy began with the FCC'’s First
Report and Order in 1965 but did not really
take shape until the Second Report and
Order in 1966. The U.S. Supreme Court

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

State commissions have set standards to
prevent the unsophisticated deals made by
gullible municipalities in the early years —
such as granting franchises for 60 years or
more — and to protect consumers by requir-
ing direct citizen involvement in the fran-
chising process. The rationale for state regula-
tion is that it provides balance to the FCC'’s
over-protection of conventional broadcasting
and has the management and technical re-
sources that are lacking in most municipali-
ties.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

“CAMERA THREE” — half-hour CBS cul-
tural series on Sunday mornings (11 A.M.) that
has maintained a high standard of quality on
a spartan budget since its beginning as a local
show on WCBS-TV New York in 1953. It be-
came a network series in 1956 and soon won
the admiration of critics for its innovative and
imaginative presentations. Devoted to all the
arts — dance, poetry, opera, theater, cinema
— the series over the years has been a show-
case for numerous performers who were later
to become celebrated, among them Beverly
Sills, Twyla Tharp and scores of actors. Under
its original producer-director Robert Her-
ridge, who helped to shape the series when it
had to be presented live, the show leaned
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heavily to drama and poetry readings, and it
undertook such ambitious projects as a six-
part adaptation of Dostoevsky’s Crime and
Punishment. In latter years, its executive pro-
ducer has been John Musilli.

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

“CAMP RUNAMUCK” — unsuccessful NBC
situation comedy (1965) set in a children’s
summer camp. It featured David Ketchum,
Arch Johnson and Nina Wayne and was by
Sereen Gems.

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

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

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

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

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

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

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

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

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

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

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

The show originated on radio in 1947 as
Candid Microphone and became so popular
that it spawned a series of movie shorts using
film cameras in place of concealed mikes. The
TV version began in 1948 with the title, Can-
did Mike, changed the following vear to Can-
did Camera. 1t played sporadically until 1960
when it became a regular series on CBS. For
several years it ranked in the Nielsen Top 10.

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

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

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

A former Ziegfeld star, he became nation-

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

CAPITAL CITIES COMMUNICATIONS
INC. — one of the largest and most prosper-
ous broadcast groups, publicly owned, with
less than 9% of outstanding stock held by its
officers and directors. Founded in 1954 by
Frank M. Smith, Lowell Thomas, Ellen B. EJl-
liott and Alger B. Chapman, it makes its head-
quarters in New York City and added to its
potency in 1971 by acquiring several stations
of Walter Annenberg’s Triangle group. The
TV group consists of WPVI Philadelphia, an
ABC affiliate; WKBW Buffalo, ABC; KTRK
Houston, ABC; WTNH New Haven, ABC;
WTVD Durham, N.C,, CBS; and KFSN Fres-
no, Calif, CBS. Officers include Thomas S.
Murphy, chairman; Daniel B. Furke, presi-
dent and chief operating officer; and Joseph
P. Dougherty, John B. Fairchild and John B.
Sias, executive vice-presidents.

CAPITOL BROADCASTING CO. — Jack-
son, Miss.-based broadcast group owned by
Standard Life Insurance Co., Mississippi Pub-
lishers Co., L.M. Sepaugh and T.B. Lanford,
in the consolidation of two ownerships. TV
stations of the group are WJTV Jackson and
KKTV Colorado Springs, Colo., both CBS affi-
liates. W.R. Newman is chairman, L.M. Se-
paugh vice-chairman and T.M. Hederman Jr.,
president.

“CAPTAIN AND TENNILLE, THE” —
hour-long ABC music-variety series (1976-
77) featuring the pop singing duo of Daryl
and Toni Dragon, a husband-wife team who
billed themselves as Captain and Tennille on
their hit recordings (“Love Will Keep Us To-
gether”). At the start the series drew higher
ratings than the competing Rhoda and Phyl-
lis, which previously had been among the
highest rated situation comedies on CBS. By
Bob Henry Productions and Moonlight and
Magnolias Productions, it was produced by
Henry with Alan Bernard as executive pro-
ducer and Tony Charmoli as director.
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b . .
Captain Kangaroo: Bob Keeshan
“CAPTAIN KANGAROO” — a pillar of pre-
schooler programing since its debut on CBS,
Oct. 3, 1955, running mare than 20 years
without substantial change on weekdays in
the 8 o’clock hour. For most of those years it
was the only daily program for children on
the networks.

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

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

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

“CAPTAIN VIDEO” — early space-adven-
ture series featuring the far-out weaponry

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

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

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

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

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

The captioned newscast then was sent out

over the Eastern Educational Network, but

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

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

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

CARLIN, STEVE — game-show producer
who, in the mid-50s, mounted The $64,000
Question and The 364,000 Challenge. He
revived Question for syndication in the 1976
season.

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

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

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

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

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

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

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

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

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

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

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

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

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

CARR, MARTIN — producer of muckraking
documentaries for CBS News (1963-69) and
NBC News (1969-74). Earlier he produced
cultural documentaries and children’s public
affairs shows for CBS. Among his notable
works were Migrant for NBC (1970) and
Hunger In America for CBS (1968). He also
produced and directed Five Faces of Tokyo,
Search for Ulysses and Gaughin in Tahiti,
among other films.

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

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

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

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

Johnny Carson

CARSON, JOHNNY — perennially boyish
comedian whose major 