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Peter Caranicas, former editor of Videography and Millimeter
magazines, is currently editor of the technical trade journal,
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Jack Loftus is a former television editor of Variety, executive editor
of Channels Magazine and founding editor of the newsletter Market
Shares. He is currently a vice president of Nielsen Media Research
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John Flinn is former editor of Channels Magazine and currently
managing editor of Cablevision magazine.
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tor for 12 years.

Al Jaffe is former editor of TV/Radio Age, a position he held for 22
years.

Warren Boorom is a television consultant after a long career as vice
president of sales for ABC-TV. For several years he has organized
the sports seminars for the Internaional Radio and Television
Society.

Bob Knight was a television reporter and reviewer for Variety for 22
years and its resident expert on programming.

Michael Burgi is a reporter for Multichannel News and a former
assistant editor of Channels Magazine.

Rich Katz is a reporter for Cablevision magazine and a former
assistant editor of Channels Magazine.
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HIGHLIGHTS OF THIS EDITION

The third edition of Les Brown’s Encyclopedia of Television, like its

predecessors, is a one-stop source for information on the television

industry. Unlike other sources that concentrate on a smgle aspect of

the field—usually either biographical or programmmg informa-

tion—Les Brown’s Encyclopedia provides comprehensive coverage of

all facets of the TV industry, both on screen and behind the scenes.
|

NEW FEATURES

The third edition of Les Brown’s Encyclopedia of Television is
significantly expanded and updated, reflecting the enormous
changes that occurred in the television industry in the past decade.
This edition contains several new features, including:

A general subject index

900 new entries |

Extensive revision of entries from the second edition
|

An expanded Bibliography |

vVvyVvyyVwvyy

New and updated tables in the Appendix

SCOPE

With the 900 entries appearing for the first time in this edition, Les
Brown’s Encyclopedia of Television now includes almost 3,000 entries
on notable people, programs, and companies as well as legal,
regulatory, and technological issues. Its scope is historic, ranging
from the birth of the industry to the present. Also, the Encyclopedia’s
coverage extends beyond the U.S. television‘industry to the rest of
the world, providing information on major ‘markets in North and
South America, Europe, Asia, Africa, and ‘Australia.
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O R E W O R

In the 10 years since the last edition Les Brown'’s Encyclopedia of Television, it
has become increasingly clear that such a reference work isn’t just a guide
to the medium, but is also a road map tracing pathways of American culture
in the second half of the 20th century. |

Most living Americans have grown up in the TV age, so thumbing through
the pages of the Encyclopedia of Television is like leafing through a high
school yearbook filled with familiar names and places. Now that we derive
much of our information about the world from television it stands to
reason that we remember most of the people and events of our time the
way we saw them first—as images on TV.

|
That idea struck me as I watched former President Richard Nixon
celebrate his 79th birthday on TV—not by blowing out candles on a
birthday cake, but by plugging his latest book on CNN’s Larry King Live.
One of the most controversial figures in American political history was
busy recasting his image to that of distinguished elder statesman, once
again with the help of the medium that chronicled his rise to national
prominence in the 1950s and fall from grace in the 1970s. Indeed, he’s a
man virtually defined by the TV images he hasleft in the collective memory
of most Americans. |

Wanted or not, we've locked those memories away: the young, earnestly
sincere Nixon of the “Checkers” speech; the nervous, perspiring Nixon of
the Kennedy-Nixon debates; the grim, besieged president of the Watergate
years, trying to save himself with direct TV appeals to the public; the
broken, emotion-choked Nixon waving farewell to the White House staff
in 1974 as he left office in disgrace; maybe even a stray memory of a
sublimely ridiculous Nixon saying “Sock it to me!” on Rowan and Martin’s
Laugh-In. |

That’s the nature of television: It keeps on keeping on through endless
reruns untl the persistent images finally are absorbed into our collective
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memory banks. Only in recent years have we begun to appreciate the
emotional hold our TV memories can have on us. When TV comedy
queen Lucille Ball died in 1989, the enormous outpouring of national grief
was the kind normally reserved for heads of state. The nearly 40 years Lucy
had spent in our living rooms had left America’s memory banks
overflowing with affection.

The persistence of TV images and their capacity for forming national
attitudes is awe-inspiring. After TV cameras caught Gerald Ford stumbling
in public, those video clips were seen so often that one of the most athletic
of US. presidents is now mostly remembered as the clumsiest. General
Norman Schwarzkopf’s forceful presence at TV news briefings is the
principal reason he is remembered as the symbol of American resolve in
the Persian Gulf War.

There’s great promise for enriching our culture as we learn how to make
TV images more evocative, but equally great potential for misusing the
phenomenal persistence of TV memories. Lately, shrewd merchandisers
have been finding ways to milk these memories for profit. It began with TV
recycling TV: those nostalgic “reunion” movies at ratings sweeps times.
Now it's a full-blown trend for movie theaters. When Paramount releases,
in the same month, a new Star Trek film and a big budget movie based on
The Addams Family, the studio is pushing buttons that tap our collective
memory. It knows that millions of movie-goers are predisposed to like
these movies because they're so fond of the perpetually recycled TV shows
that spawned them.

Our culture won'’t suffer permanent damage from another Brady Bunch TV
reunion or an Addams Family I at the movies. But as we enter an era of
computerized technology that threatens to make TV an even more
pervasive part of our lives than it is now, it's fretful to imagine that
somebody might be hatching some diabolical new plan to manipulate our
stored memories.

The real challenge for the 1990s may be to persuade the powers behind
the medium to be more creative—and responsible—while concocting our

future TV memories. After all, these memories are likely to be with us well
into the 21st century.

Ron Miller
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N TRODUCTI O

IN]

Between editions of this encyclopedia the 1980s happened. For
television the 1980s were a turbulent time, like no decade before,
with wild expansion and manic consolidation, propelled first by
technology and deregulation, and then by Reaganomics, leveraged
buyouts, globalization, and swashbuckling empire-builders. Looking
back now from the 1990s, which are well underway, it is clear that
the television we grew up on is gone forever, and that something
quite new is evolving.

The living-room set that today can receive somewhere between 30
and 70 channels may well be the same appliance that for so many
years brought in only three networks, PBS, and one or two
independent stations. On its face, the revolution has meant only
more television, more pictures with sound on the home screen. But
the immutable set belies what has occurred behind the picture tube
these last 10 years—the stormy changes in the structure and
economy of the industry and, perhaps more importantly, in its value
system. Moreover, the enduring old set belies the cultural change
that has taken place in the living room itself, a change in our
expectations of television and the way we watch it, in the different
kinds of images and language we accept from the tube, and in our
concession to the idea of paying for some kinds of television service.
For all that is to be enjoyed from having a multitude of choices on
the screen, we may yet think back fondly to a time when watching
television from a limited program menu provided us a shared
national experience.

The 1980s were a watershed. Cable, in its rapid spread to 60
percent of U.S. homes, produced a rainstorm from space of some 50
satellite-distributed networks, including a number of pay channels.
It also inspired the building of new UHF stations around the
country, which, as it happened, led to the creation of the Fox
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The ever-widening dimensions of television increase the scope of
this encyclopedia. When it was originally published in 1977 as The
New York Times Encyclopedia of Television, the work had the luxury of
focusing on a stable, prosperous, and fairly orderly television system
operating under a set of rules to fulfill the public interest mandate of
the Communications Act of 1934. Stations and networks were
limited in number by available technology, and by and large they
continued what radio began in the 1930s and 1940s in devising
entertainment programming for the largest possible audience. By
the second edition, published in 1982 under the current title, cable
was becoming a force to reckon with, and a raft of new technologies
and satellite networks entering the marketplace foreshadowed the
revolution. That book is now thoroughly revised, with 900 new
entries added, all reflecting the changes wrought by the tempests of
the 1980s.

Television is made of so many people and parts that a book such as
this, while aspiring to be all-encompassing, could not hope to be so
or the writing would never end. For the most part, the selection of
entries was made by me, based on my experience in covering
television as a journalist since 1953, but I was guided also by a team
of experts assembled for this project, many of them former
colleagues who have specialized in particular aspects of television.
The advisory group, which reviewed with me all the candidates for
entries to ensure that nothing vital was left out, also included two
former television executives, a producer of news documentaries, and
a veteran communications lawyer. The same team contributed to
the research and the writing in their areas of expertise, using both
primary and secondary sources, principally the trade publications
for which several of the journalists work.

In selecting the entries, the overriding criterion in any of the
categories was reference value. That was easy enough to determine
in matters of law and regulation, technology, history, networks,
cable, executives, production companies, producers, writers, foreign
systems, news, and sports, but somewhat more difficult in areas of
performers and programs. In the main, the performers selected
were those who had had starring roles in at least two hit series or for
whom television had been a springboard for a larger career.
Programs were selected for inclusion on the basis of their great
popularity or because they were controversial, innovative, somehow
influential, or in some way historically significant.

It is possible, and maybe even necessary, to refer today to the
Television That Was, the Television That Is, and a Television That
Probably Will Be. These ages of the medium, along with the people,
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practices, and programs peculiar to each. are part of the mosaic of
this book. Past, present, and future (represented by arrived technol-
ogy) mingle here in an alphabetical system, not too unlike the way
old and new programs habitually mingle on the multichannel
television screen.

This edition of the encyclopedia is not simply a continuation of the

last, because the continuity is so tenuous. There is still a CBS, for

example, but it is not the CBS that was. Nor is television the medium
we once knew.

Les Brown

December, 1991
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Cronkite, Greg Gumbel, Don Hewitt, Andrew Heyward, Charles Kuralt,
John Madden, Eric Ober, Charles Osgood, Dan Rather, Andy Rooney,
Morley Safer, Bob Simon, Lesley Stahl, Howard Stringer, Pat Summerall,
Laurence Tisch, Mike Wallace photos used courtesy of CBS. CNN—Larry
King, Bernard Shaw, Ted Turner, CNN logo all used courtesy of CNN.
Columbia University Seminars on Media and Society—Fred W. Friendly
photo used courtesy of Fred W. Friendly. Family Communications, Inc.—
Fred Rogers photo used courtesy of Family Communications, Inc. FCC
(Federal Communications Commission)—James Quello, Al Sikes photos
used courtesy of FCC. Richard Fulton, Inc.—Edwin Newman photo used
courtesy of Richard Fulton, Inc. Granada Television—Coronation Street
(cast photo), David Plowright photos used courtesy of Granada Television.
Group W Productions—Larry Fraiberg, Donald H. McGannon, Burt
Staniar, Teenage Mutant Ninja Turtles, Derk Zimmerman. All photos used
courtesy of Group W Productions. Henson Productions, Inc.—]Jim Hen-
son, Fraggle Rock. © Jim Henson Productions, Inc. Photos used courtesy of
Henson Productions, Inc. HBO—Edward R. Murrow photo used courtesy
of HBO. King World Productions—Michael King, Roger King (together);
Alex Trebek (Jeopardy!); Pat Sajak, Vanna White (Wheel of Fortune). Photos
used courtesy of King World Productions. David Kramer & Associates—
Carol Burnett photo used courtesy of Carol Burnett. London Weekend
TV—Upstairs, Downstairs (cast photo) used courtesy of London Weekend
TV. Lorimar Productions—Dallas (cast photo) used courtesy of Lorimar
Productions and cast members where appropriate. MacNeil-Lehrer
NewsHour—Robert MacNeil and Jim Lehrer photo used courtesy of
MacNeil-Lehrer NewsHour. MCA Inc.—Milton Berle, Morton Downey, Jr.,
Leave It to Beaver (cast photo), Murder She Wrote (Angela Lansbury), Wagon
Train (cast photo). © Universal Pictures, a Division of Universal City
Studios, Inc. Photos used courtesy of MCA Publishing Rights, a Division of
MCA Inc. MTM Enterprises, Inc.—Mary Tyler Moore, Lou Grant (cast
photo) used courtesy of MTM Enterprises, Inc. MTV Networks—Tom
Freston, Geraldine Laybourne photos used courtesy of MTV Networks.
Multimedia Entertainment—Sally Jessy Raphael photo used courtesy of
Multimedia Entertainment. NBC—Phil Donahue photo used courtesy of
Phil Donahue., Marv Albert, Lucille Ball and Bob Hope, Tom Brokaw,
Johnny Carson, Bob Costas, Linda Ellerbee, Michael Gartner, Alfred
Hitchcock, David Letterman, Warren Littlefield, Lorne Michaels, Robert
““Shad” Northshield, Tom Rogers, Willard Scott, Maria Shriver, O. J.
Simpson, John Cameron Swayze, Brandon Tartikoff, Grant Tinker, Robert
Wright. ALF, The Burning Bed (Farrah Fawcett, Paul LeMat), Cheers, The
Cosby Show, Diffrent Strokes, The Golden Girls, Hill Street Blues (Daniel
Travanti, Michael Conrad), Meet the Press (Bill Monroe, Golda Meir), Miami
Vice (Philip Michael Thomas, Don Johnson), Mr. Peepers (Wally Cox, Pat
Benoit), Saturday Night Live, Taxi (Judd Hirsch, Danny DeVito). Photos used
courtesy of The National Broadcasting Company, Inc. New World TV—
Tour of Duty (cast photo) used courtesy of New World Television. Orion
Television Entertainment— Green Acres (Eddie Albert, Eva Gabor) photo
used courtesy of Orion Television Entertainment. Paramount Pictures
Corporation—Kerry McCluggage photo used courtesy of Kerry McClug-
gage. William Shatner photo used courtesy of William Shatner. Python
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Productions Ltd.—Monthy Python (cast photo) used courtesy of Python
Productions Ltd. Aaron Spelling Productions—Jules Haimovitz, Aaron
Spelling photos used courtesy of Aaron Spelling Productions. Tribune
Entertainment Company—Geraldo Rivera photo used courtesy of Tribune
Entertainment Company. 20th Century-Fox Television—Alan Alda photo
used courtesy of Alan Alda; Rupert Murdoch photo used courtesy of
Howard J. Rubenstein Associates, Inc.; Tracey Ullman photo used courtesy
of Dennis Davidson Associates, Inc.; M*A*S*H (cast photo) used courtesy of
20th Century-Fox Television and individual cast members. USA Net-
work—Kay Koplovitz photo used courtesy of USA Network. Warner Bros.
Television—Murphy Brown (cast photo), Night Court (cast photo). © 1987,
1989 Warner Bros. Inc. All rights reserved. Photos used courtesy of Warner
Bros. Television. Worldvision Enterprises—Marlo Thomas photo used
courtesy of Marlo Thomas.
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AAAA, OR THE 4-A’S (AMERICAN ASSOCIA-
TION OF ADVERTISING AGENCIES) » nation-
al organization for ad agencies founded in
1917 to improve agency business and advance
the cause of advertising as a whole. Today it
has a membership of 385 agencies, all of which
must adhere to the 4-A codes for agency
service and standards and practices.

AA RATING (AVERAGE AUDIENCE) » a mea-
sure of the size of a program’s audience; it is
expressed as the percentage of all TV house-
holds in the survey area tuned to a telecast in
the average minute. Thus, an AA rating 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 num-
ber of households that were tuned in. Advertis-
ers 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 conclud-
ed 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.

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 major networks and for
most of its formative 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. ABC used the revenues from prime-time
hit series to make major advancements in
daytime, news and especially sports. ABC suc-
cessfully launched NFL football on Monday
nights and raised the level of special events
coverage with its broadcasts of the Olympic
Games.

In January 1986 Capital Cities Communica-
tions, a low-profile but well-managed media
company, bought ABC for $3.5 billion. Be-
tween 1985 and 1986, control of all three
networks changed hands (NBC to General
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ABRAHAMS, MORT » TV producer in the
1950s and 1960s. He was executive producer
of Producers Showcase on NBC (1956) and
Suspicion (1958). His producing credits includ-
ed Target, The Corrupters and Route 66.

ABRAMS, FLOYD W probably the most promi-
nent lawyer specializing in First Amendment
issues. A partner in the New York law firm of
Cahill, Gordon & Reindel, he was co-counsel in
the Pentagon Papers case, and represented
NBC in its decade-long defense against enter-
tainer Wayne Newton. Although a jury had
awarded Newton $5.2 million damages because
of 1980-81 newscasts linking the Las Vegas
showroom star to organized crime, appeals
courts ultimately vacated the award. Abrams
also represented Meredith Corporation’s
WTVH Syracuse, N.Y., in Syracuse Peace Coun-
cil litigation, which led to the invalidation of
the Fairness Doctrine. He was less successful
representing the three major networks in a
challenge to the 1971 Communications Act
amendments giving federal candidates *‘reason-
able access”” to buy airtime.

ACADEMY AWARDS TELECAST P also known
as The Oscar Show, biggest of the TV awards
shows and annually one of the medium’s most
potent special events, hearly always ranking
among the top-rated shows of the year, despite
the late hour of thé broadcast in the East,
usually 10 or 10:30 pm.

The first national telecast of the Oscar
ceremonies was provided by NBC on March
19, 1953, although the awards had been cov-
ered 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 suspense,
glamour, the unpredictability of live TV and a
procession of stars whose dress or deportment
might be the stuff of gossip. Although the TV
Emmy Awards would seem to have comparable
attraction, in fact those ceremonies have been
less an event in audience terms and on the
whole less successful as programs. Largely this
is because the quality and variety of TV
programs make for an excess of categories,
which tends to dilute the suspense, 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
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Bob Hope, who has been emcee more than 15
times, including the years before TV coverage,
when the awards were broadcast on radio. The
comedian served as host for five consecutive
telecasts (1958-62) and sporadically thereafter.

ACADEMY OF TELEVISION ARTS & SCI-
ENCES P see National Academy of Television
Arts & Sciences (NATAS).

ACE AWARDS » annual awards conferred by
the National Cable Television Association
(NCTA) in recognition of outstanding achieve-
ment in original programs for cable television.
Initiated in 1979, the awards reflected a recog-
nition in the cable industry that the medium’s
future depended on the variety of new, special-
ized programming made possible by cable
technology, rather than on the traditional
retransmission of broadcast signals. The
awards were made both to national cable-TV
program suppliers and to local cable systems
for inovative programming, including that on
public access channels.

ACE, GOODMAN (d. 1982) » 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. -

ACKERMAN, HARRY » head of production for
Screen Gems from 1958 through the 1960s
and previously a program executive for CBS.
At Screen Gems he was executive producer of
Bewitched, Hazel, Temperature’s Rising, The Paul
Lynde Show and numerous others. He was also
head of Ackerman Productions and v.p. of
Capitol Pictures until 1973.

ACQUISITIONS AND MERGERS OF THE
1980s P leading factors in the corporate
upheavals and industry turmoil that character-
ized the decade and altered the television
landscape forever.

In the 1980s the entire business world was
caught up in the excitement of takeovers and
leveraged buyouts (LBOs), with all manner of
companies suddenly finding themselves ‘‘in
play.” At the same time, the television business
became more attractive than ever to big-time
investors and financial speculators because it
had become largely deregulated. The Federal




Communications Commission during the Rea-
gan Administration had lifted the yoke of
“public trustee” from license holders of televi-
sion stations, and it had abolished scores of
government regulations that had been adopted
over 50 years earlier to allow broadcasting to
operate under the rules of the market.

The general mania to acquire companies on
borrowed money, in hostile fashion or other-
wise, was fed by confidence that economic
growth would go on indefinitely and that
financing with high-risk junk bonds made
perfect sense because everyone was doing it.
For inspiration there were the examples of
leveraged buyouts that made instant million-
aires, and in some cases billionaires, of canny
investors.

Where television was concerned, there were
special factors that stimulated station trading:
the repeal of the anti-trafficking rule that had
required buyers of stations to hold a license at
least three years before attempting to sell it; the
liberalizing of the ownership provision that
allowed group broadcasters to have as many as
12 each of TV, FM and AM stations, when
previously the limit was 7-7-7; and the continu-
ally rising prices for commercial time, despite
the continuing loss of audience share by the
networks and their affiliates.

While there was considerable acquisition
activity in the first half of the decade, it went
into high gear in 1985, the year the 12-12-12
rule took effect. What was to come was fore-
shadowed at the start of the year when Sen.
Jesse Helms, the ultra-conservative Republican
from North Carolina, made a stab at conquer-
ing CBS. In a heavy mailing, he urged conser-
vatives to buy up CBS stock and use their
holdings to suppress what he maintained was
the “liberal bias” of CBS News. At almost the
same time, Atlanta entrepreneur Ted Turner,
then considered a thoroughgoing conservative
and possibly in league with Helms, made a
move on CBS. Neither of these efforts was
successful, but they caused CBS to take on debt
in buying back its own stock to fend off a
possible takeover. Some of the debt was paid
down by the selling of KMOX-TV St. Louis,
the smallest of the network’s owned stations.
This was the cue for Laurence Tisch, billio-
naire trader in companies, to enter the picture.

At the end of January in 1985 Taft Broad-
casting became the first group to reach the 12-
station TV ceiling with the acquisition of Gulf
Broadcasting, including its seven radio proper-
ties and other assets, for $755 million. With the
five Gulf TV stations added to Taft’s seven, the

company covered only 11.2% of the national
market, well under the FCC coverage limit.
Taft was to undergo further changes in the
next few years.

The big jolt to the television industry came
in March of the year, when Capital Cities
Communications acquired ABC, a curious case
of a small fish consuming one much larger.
The takeover price of $3.5 billion was an
extraordinary bargain, and it turned out to be
the most successful broadcast merger of the
decade. It required substantial divestiture of
stations because of the duopoly and cross-own-
ership regulations and because the combined
TV station group covered more than 28% of
U.S. TV households, well over the limit.

During the same month, an internal battle
erupted at Storer Communications, one of the
country’s most prominent TV groups. A dissi-
dent faction led by Coniston Partners proposed
to liquidate Storer’s seven TV stations and its
1.5 million-subscriber cable MSO. While the
public company was considered undervalued, it
had been losing money for three years. A fight
ensued over the technicality of whether a
change of ownership had occurred, which
brought the FCC into the fray. In April the
commission came down on the side of the
dissidents. That brought Kohlberg, Kravis,
Roberts & Co. onto the scene in the guise of
“white knight.”

KKR was the most accomplished practition-
er of the leveraged buyout, by which compa-
nies are purchased on borrowed money—often
high-interest junk bonds—and the debt paid
off from the normal cash flow. KKR was not
primarily a broadcast-oriented firm, but it had
a pleasant taste of station trading when it
bought KTLA Los Angeles from Gene Autry
for $245 million in 1982 and three years later
sold it to the Tribune Company for $510
million. KKR in 1984 took over Wometco
Enterprises, including its six TV stations, and
sold some of them off. With Storer, KKR’s bid
of more than $2 billion was accepted.

While this was going on, Multimedia Inc., a
communications company with five TV sta-
tions, found itself in a battle after the group of
families that controlled it made known their
intention to take the company private. This was
contested first by Wesray, an investment firm
and LBO specialist led by former Treasury
Secretary William E. Simon and his partner
Ray Chambers. Then Lorimar entered, flush
with network TV successes, and then Jack Kent
Cooke, the real estate and sports tycoon who
had bought 9.7% of the company. But Multi-
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media’s owners, the four families who had put
the company together in the late 1960s—the
Sisks, Jolleys, Furmans and Peaces—were not
selling. Nevertheless, they had to scrap their
original LBO and revise their goals.

In May 1985 the Metromedia TV station
group was preparing to sell to 20th Century-
Fox, jointly owned then by the Australian
media giant, Rupert Murdoch, and Denver oil
man Marvin Davis (later bought out by Mur-
doch). The seller was John W. Kluge, Me-
tromedia chairman, who 11 months earlier had
succeeded in taking the company private in an
LBO valued at $1.45 biliion. The sale to Fox
was for $2.1 billion and involved seven stations,
with one, WCVB-TV Boston, sold off in turn
to the Hearst Group for $450 million. This
group of independent stations, all in the top 10
markets, became the basis of the fourth nation-
al network, Fox, which began on a limited scale
the following year.

The summer of 1985 brought Coca Cola to
the table, with swift acquisitions in Hollywood,
including Columbia Pictures, Merv Griffin
Productions and Embassy Communications,
which had been owned by sitcom producer
Norman Lear and his partner, the former
talent agent Jerrold Perenchio. Lear and Per-
enchio then staged a hostile takeover attempt
of the Detroit-based Evening News Assn.,
offering to buy the 435,000 shares at $1,000
per. The company, which owned The Detroit
News and other newspapers, also owned TV
stations in Washington, Tucson, Oklahoma
City, Mobile and Austin. The pair later raised
their bid to $1,250, but after the proposed
acquisition ended up in court and before the
FCC, the Evening News Assn. wound up with
the Gannett Co. for $1,583 a share. Later that
year, Lear started a new media company that
assembled a UHF station group called Act I11
Broadcasting.

Coca Cola did not last long in Hollywood.
Once it discovered that marketing movies was
nothing like marketing soft drinks, and far
more treacherous as a business, it divested itself
of Columbia and beat a retreat.

Ted Turner, meanwhile, announced that he
had an agreement to acquire MGM/UA for
$1.5 billion. Turner was interested primarily in
the film library and immediately sold off the
other parts. The historic Culver City film lot
was sold to Lorimar Telepictures, and the
company name and famed roaring lion logo
sold back to Kirk Kerkorian, the previous
owner of the company. But Turner was still left
with a crushing debt and eventually was bailed
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out by a number of large cable operators, in
exchange for equity and seats on the board of
Turner’s company. In the fall of 1991, Turner
Broadcasting bought Hanna-Barbera Produc-
tions, with its huge animation library, from
Great American Communications for $320
million. In this, Turner had a 50% partner,
Apollo Investment Fund.

Laurence Tisch, chairman and chief execu-
tive of Loews Inc., started buying CBS’s stock
in July 1985 and by mid-November had accu-
mulated 11.7%. Soon after, he had 24.9% (just
under the 25% that under FCC definition
would constitute a change of ownership, re-
quiring a divesture of radio stations in the same
markets as the CBS television o&os) and be-
came chief executive officer of CBS.

Early in November, the disturbing question
of what to do about RKO arose at the FCC.
The group of stations owned by RKO General,
a subsidiary of GenCorp (previously the Gener-
al Tire and Rubber Co.), was beset with
applicants for the licenses that would have to be
surrendered because of the company’s miscon-
duct in a number of episodes over the years.
The company’s final sin was in making false
representations to the FCC. What brought the
question to the fore was Group W’s bid for the
Los Angeles station KHJ-TV, which was
blocked by a long-standing challenge for the
license by a company called Fidelity Television
Inc. Group W offered $313 million, which
included a hefty payoff of $95 million to
Fidelity, but after an involved series of events
the deal fell through. Instead the station
wound up as a property of the Disney Co. in
1986. -

Capping 1985 was the General Electric
purchase of RCA, which included NBC. Thus,
in the span of a single year all three major
networks were essentially taken over and the
groundwork laid for the fourth network. The
RCA sale was announced on Dec. 11 and
completed the following year. Each of the
networks, with a new corporélte culture, was to
change radically.

The merger activity continued in 1986.
Wesray, having failed to capture Multimedia,
started things off by backing the management
buyout at Outlet Communications. Outlet had
been owned by the Rockefeller Group, which
bought it in 1984 but then reportedly became
disenchanted with its earning strength. A year
after the Rockefellers bought it they attempted
to sell Outlet to the Pritzker family in Chicago,
but a deal failed to develop. With the Wesray
deal, the investment company owned three-




quarters of Outlet, and the Outlet manage-
ment, headed by Bruce G. Sundlun (later
governor of Rhode Island), got the other
quarter. But to pay down debt, the new owners
of Outlet sold three of the seven TV stations.
In getting $625 million for the Outlet group,
the Rockefellers, according to some estimates,
cleared around $200 million. After the sale, in
early 1987, Outlet went public again, although
Wesray and the management kept 70% for
themselves.

In late February of 1986 the keystone of the
dismantled RKO General broadcast empire,
WOR-TV New York, went to MCA Inc. with a
winning bid of $387 million. MCA actually had
a partner, Cox Enterprises, at the time the bid
was accepted, but Cox backed away just before
the signing and MCA proceeded on its own.
(When MCA was purchased by the Japanese
company Matsushita in 1991, it had to divest
itself of the station, renamed WWOR; it spun
the station off in a separate company called
Pinelands Broadcasting).

In mid-May of 1986 KKR, which was in the
business of buying and then turning over
properties rather than running them, got an
agreement in principle from Lorimar Telepic-
tures to acquire the six Storer stations plus the
Wometco Miami station for a total $1.85
billion. Lorimar and Telepictures were a newly
minted merger, having knitted themselves to-
gether only three months before. But in trying
to swing the financing for the station pur-
chases, the company discovered that it had
overreached, and the deal was called off in
November.

A 55% interest in the Storer stations finally
ended up with the busy entrepreneur George
Gillett, who was involved in sports, newspapers,
banks and oil. Gillett already owned a dozen
stations, many of them in small markets, and
the addition of the six put him well over the
FCC ceiling of 12. Gillett got around the rule
by putting some of the stations in trust for his
children, as Busse Broadcasting Corp. But two
years later, some of his biggest stations were on
the block, as his accumulated debts and a
slowdown in advertising bore down on him.
KKR also suffered in this.

Another family-owned TV group that got
caught up in the turmoil of the 1980s was
Pulitzer Broadcasting, consisting of seven TV
stations and two radio ones. The ownership
was a relatively concentrated group of 20, all
heirs of Joseph Pulitzer, one of America’s
foremost publishers in his day. They split on
the issue of whether to sell the company, with a

minority favoring the sale. A buyer was in the
wings, Alfred Taubman, investor and real
estate developer. In the spring of 1986 Taub-
man had laid out $10 million for an option to
buy 20%'of the company for $90 million. He
had offered $500 million for the Pulitzer
Publishing Co. and later increased the bid to
$625 million, while family members sued and
counter-sued each other. Late in the year the
heirs settled the battle, with the company
buying out the minority family members and
making a public offering of 1.4 million shares.
Despite the offering, nearly all the voting
power in the company remained with Joseph
Pulitzer, Jr., Michael Pulitzer and their cousin
David E. Moore.

The Taft group that had bought Gulf
Broadcasting in early 1985 made another move
toward the end of 1986, selling off all its non-
network affiliates to the TVX Broadcasting
Group. The five stations went for $240 million,
which was disappointing to Taft but indicative
of the waning of the go-go years. Since TVX
already owned nine stations, the acquisition of
five meant two would have to be sald. The sale
of the stations was prompted by a sharp decline
in earnings for the first quarter of fiscal 1985
{(ending Sept. 30), not unexpected after the
company took on $680 million in debt after the
Gulf purchase. But what made it serious was
that Taft’s big independent stations in Texas
were suffering from the soft oil economy.

Auguring further changes in the company’s
picture was the departure from Taft Broadcast-
ing in early 1987 of vice chairman Dudley
Taft, who took one of the stations with him,
WGHP-TV Greensboro, N.C. The station was
in the same market as a former Wometco cable
system that had been bought in a joint venture
by Taft, the Robert M. Bass group, and some
of the Wometco management. This was part of
the $625 million purchase of Wometco Cable
TV from a group of institutional investors
headed by KKR.

While Taft would have had to get rid of the
Greensboro station anyway because of the FCC
cross-ownership rules, Dudley Taft’s claiming
of it stirred up a conflict among the finaneijers
of the group. The Bass group owned 24.9% of
Taft Broadcasting—another fraction of a point
and the question of control could be raised
with the FCC. At the same time, Carl Lindner’s
American' Financial Corp. had increased its
stake in Taft to 15.6% and had gotten an okay
from the FCC to increase to 24.9%. AFC also
had a 5% stake in Scripps Howard Broadcast-
ing and owned 10% of Aaron Spelling Produc-
tions.
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The split in ownership made for a most
unstable company. The conflicts were resolved
in a complex arrangement in April 1987 that
gave Lindner the stations and the entertain-
ment group (Taft Entertainment, a production
company that included the Hanna-Barbera and
Ruby-Spears animation houses and Worldvi-
sion Enterprises, a major distributor of syndi-
cated programs). The Bass group, in turn,
wound up with Wometco Cable and part of
Taft Cable Partners, a joint venture with the
giant cable owner, TCI. Dudley Taft got the
company name, Taft Broadcasting, and the
promise of loans from the Lindner group.
Under Lindner, the broadcast stations and
entertainment group became Great American
Communications Co. In October 1991 it sold
off Hanna-Barbera to Turner . Broadcasting
System in a joint venture with Apollo Invest-
ment Fund for $320 million.

In August 1988 Lindner and Aaron Spelling
merged Worldvision and Aaron Spelling Pro-
ductions under a separate holding company,
linking one of Hollywood’s most prolific pro-
ducers with a leading independent distributor.

One of the more successful takeovers was
that of Viacom International by Sumner Red-
stone, head of National Amusements, a 400-
screen theater chain. Viacom, a station owner,
cable operator, and program producer and
distributor, was seen by Redstone as a hedge
against the decline in the movie theater busi-
ness. The company was experiencing a man-
agement LBO initiated in September 1986.
Redstone had acquired 19.6% of Viacom and
made a tender offer in February 1987. After
both sides increased their bids, the Viacom
board signed an agreement with Redstone in
March that put a value of $3.4 billion on the
company.

One of the early signs of trouble in TV
paradise was Grant Broadcasting’s filing for
bankruptcy protection under Chapter 11 in
December 1986. Grant had independent TV
stations in Chicago (actually Joliet, Ill.), Phila-
delphia and Miami. Among the big creditors of
the two-year old company, which had invested
heavily in programming, were the program
syndicators, with 10 major distributors owed
$25 million. Highly leveraged, Grant was fi-
nanced primarily with $85 million in bonds
paying 14.5% and 17.25% interest, plus $20
million in bank loans. The bonds were placed
by Drexel Burnham Lambert, which itself
invested $5.6 million in the company. A month
later, Drexel’s first equity investment in a TV
property, an Indianapolis station, also filed
under Chapter 11.
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The industry was stunned by Grant’s failure,
because of Milt Grant’s reputation as a success-
ful operator and owner of independent sta-
tions. He had made a quick fortune in selling
two Texas independents to Gulf Broadcasting,
but found himself over-extended in the new
company. The Grant stations eventually ended
up as Combined Broadcasting Co. 18 months
later.

By 1988 it was clear that the boom in TV
station prices was over. At the year’s end, an
estimated 40 VHF stations were on the block
and a good many more UHF stations. The
heavy debts were proving difficult to pay off,
and owners were looking for ways out. By
1989, the junk bond market was in serious
trouble.

The TV program market was also affected
negatively by the excesses of the decade. Lori-
mar Telepictures had reached the top of the
mountain in 1985 when it felt capable of
pulling off a $1.85 billion station deal, but by
the end of 1987 its financial seams were
coming loose. In March 1988 preliminary
merger discussions began with Warner Com-
munications. Despite a cash bid of $760 million
from financier Marvin Davis, a definitive
agreement was reached for Warner to acquire
Lorimar Telepictures in a tax-free exchange of
stock. After some stockholder snags, a revised
deal was approved at the end of 1988, and a
huge producer-distributor emerged.

Impressive as this merger was, it was
dwarfed by the next development, the an-
nouncement of a merger between Warner and
Time Inc. Plans for the combination were
revealed in March 1989, only a few months
after the Lorimar union was clinched. If noth-
ing else, the joining of the media giants would
result in an entity that could turn out more TV
programming than any other company on the
planet. The merger also would make for a
company that contained the largest magazine
publisher and largest record company in the
U.S., the second largest cable operator and
owner of the largest pay-cable network, the
largest company in the direct marketing of
books, and arguably the largest international
distributor of TV programs in the world.

Barriers to the deal quickly arose. The first
was posed by Warner’s dissident stockholder,
Herbert Siegel, chairman-president of Chris-
Craft. Siegel’s company had the largest block
of stock in Warner as a result of a stock swap by
the companies in 1984, when Warner chair-
man Steve Ross was trying to protect his
company against a possible takeover attempt by




Rupert Murdoch. The issue with Siegel was
eventually settled, but a bigger threat to the
merger came from Martin Davis, chairman of
Paramount Communications (and not to be
confused with Marvin Davis, the financier).
Paramount Communications was the new name
for Gulf & Western, signaling a strategy that
would concentrate on building up Paramount’s
entertainment and information businesses.
Davis offered $175 a share for Time, all cash
and worth $10.7 billion. Later this was raised
to $200 a share.

There was little doubt on Wall Street that
Time shareholders would approve the price, if
asked. But a battery of lawyers from the two
corporations argued that company directors
did not have to abide by a majority vote of the
stockholders and that a vote was not required.
In July 1989, the Delaware Supreme Court
upheld that view. The result was a takeover of
Warner by Time, which cost the merged
company $13 billion and a huge debt. By early
1990 all the loose ends were tied and the deal
was complete.

As the decade was coming to a close, a major
shift in studio ownership occurred in Holly-
wood. Sony’s purchase of Columbia Pictures in
September 1989 for $3.4 billion served no-
tice—as had Murdoch’s buy of 20th Century-
Fox in mid-decade—of the Hollywood indus-
try’s vulnerability to cash-rich foreign compa-
nies. Sony had bought CBS Records in 1988
for $2 billion. Following the Columbia Pictures
acquisition, it laid out an additional $200
million for Guber-Peters Entertainment Co. to
recruit Peter Guber and Jon Peters to run
Columbia, and additional millions were spent
to free Guber and Peters from their Warner
Bros. contract.

A third major studio to be taken over by a
foreign buyer was MGM/UA, major pieces of
which had remained under the control of Kirk
Kerkorian after Ted Turner bought the com-
pany for its film library. In December 1989
Turner returned with an offer of $1 billion for
MGM'’s TV and film production facilities and
for the 1,000-title United Artists library, but
he was turned down. Earlier that year, two
other efforts to buy what remained of
MGM/UA came up—a $1.5 billion offer from
Australia’s Qintex and a $1.4 billion bid by
Rupert Murdoch.

Finally, in March 1990 Kerkorian signed
what was called a definitive agreement with
Giancarlo Parretti, an Italian financier, under
the terms of which Parretti’s Pathe Communi-
cations would acquire the famed studio for

$1.3 billion. To nail down Parretti’s intentions
and financial capabilities, some $275 million in
escrow payments were required. At one point
during the search for financing, there was a
possibility of Time Warner making a bridge
loan to Parretti in return for distribution
rights, but this fell through. Money to meet the
scheduled payments continued to be a problem
for Parretti and after a few months he lost
control of the company he had bought to his
backers.

A fourth major Hollywood studio, MCA
Inc., came under foreign ownership in Novem-
ber 1990 when it was purchased by Japan’s
Matsushita Electric Industrial Co. for $6.13
billion. WWOR-TV New York, the only sta-
tion owned by MCA, had to be spun off
because of restrictions against foreign owner-
ship of broadcast outlets, and this was valued at
an additional $460 million. MCA’s long-term
debt of $1.13 billion was assumed by Matsushi-
ta. Universal Pictures had thus also become
foreign-owned.

As the 1990s began, a chastened television
industry was busy restructuring debt. George
Gillett’'s GHI station group was in bankruptcy
proceedings under Chapter 11. Murdoch’s
News Corp. began slimming down by selling
off magazine properties. Time Warner, in
attempting to reduce its debt, separated its
entertainment divisions into a new limited
partnership in the fall of 1991 to accept an
investment of $1 billion from two Japanese
concerns, the Toshiba Corporation and C. Ttoh
& Co., the country’s largest trading house. The
venture, called Time Warner Entertainment,
encompassed Time Warner’s movie, record-
ing, television and cable businesses, including
HBO, but not the publishing group. With their
investment, the Japanese companies came to
own 12.5% of TWE. That brought to five the
total of major Hollywood studios owned entire-
ly or in part by foreign interests, with only
Paramount and Disney still wholly American.

Domestlically, with borrowing from banks
more difficult, the acquisitions mania subsided
in the early 1990s. Still, there was activity.
ABRY Communications took a major position
in Norman Lear’s Act III Broadcasting, con-
sisting of eight UHF stations. Paramount Com-
munications completed a takeover of the TVX
stations from Salomon Bros. CBS bought Mid-
west Communications’ WCCO-TV Minneapo-
lis for its sixth owned-TV station. But the wild
days were clearly over. Following are some
additional acquisitions and mergers that took
place in the go-go years of the LBO era:
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In 1986 Lionheart Television International,
distributor of British TV fare in the U.S., was
bought by BBC Enterprises from Western
World Television and Public Media.

In 1986 Prism Entertainment acquired a
major interest in Fox Lorber Associates. Later
Fox Lorber bought back control and in 1991
sold an equity position to a Japanese concern,
Gaga.

Primetime Entertainment, which specialized
in international TV co-production and packag-
ing, was taken over by Southbrook Entertain-
ment in 1986.

In 1986 John Blair and Co., the only
publicly owned station representative firm, was
taken over by Reliance Capital Group, after
Blair over-extended itself by acquiring printing
and marketing operations. The next year it was
acquired by a group of investors led by James
H. Rosenfield, a former top executive of CBS.
JHR Acquisition Co. paid an estimated $100
million for the rep firm, which was renamed
Blair Communications and included a program
development and distribution arm, Blair Enter-
tainment. Major investors included Saratoga
Partners, a limited partnership managed by
Dillon Read & Co., and Washington National
Investment Co., an affiliate of Sifcorp. Reliance
kept the Spanish-language TV stations that had
been owned by Blair, however, and made them
the nucleus of the Telemundo Hispanic net-
work.

In 1987 Hallmark Cards Inc. bought the
nine stations of the Spanish International Net-
work for $265 million and established Univi-
sion as a new Hispanic network to compete
with Telemundo. In 1991, through its Crown
Media subsidiary, Hallmark bought Cencom
Cable for around $1 billion.

In 1988 TVS, the ITV programming con-
tractor for southeast England, bought Holly-
wood’s MTM Enterprises for $320 million.
The company had been a successful network
program producer under Grant Tinker in the
1970s but fared poorly under TVS ownership,
and the purchase led to the downfall of the
company’s chief executive, James Gatward. In
1991 TVS lost its franchise in the British
license auction.

In January 1990 Britain’s Thames Televi-
sion, which had the broadcast franchise for
London on weekdays but lost it in 1991,
acquired Reeves Communications.

Australian-based Qintex Entertainment,
which made a $1.5 billion bid for MGM/UA
Communications in 1989 but was forced to file
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for bankruptcy in October of that year, had a
year earlier acquired Hollywood’s Hal Roach
Studios, which included Robert Halmi Inc.

In 1991 Sony Pictures Entertainment
bought most of the domestic production assets
of New World Television, subsidiary of New
World Entertainment. With these assets, Sony’s
intent was to bring back TriStar Television,
which had been merged with Columbia Pic-
tures Television in 1989, and thus offer a
second brand name to TV program buyers.
NWT brought Sony four prime-time network
series, two off-network series and several
projects in development.

In 1991 Turner Broadcasting System ac-
quired Hanna Barbera Productions from Great
American Communications. The deal involved
more than 3,000 half hours of animated pro-
ductions and included such characters as the
Flinstones, the Jetsons, Yogi Bear and Scooby
Doo.

Katz Communications, biggest of the station
rep firms, was acquired in 1990 by a large
group of top and middle management from the
company’s Employment Stock Ownership Plan.

In 1991 Providence Journal Broadcasting
Corp., which publishes the Providence Journal-
Bulletin and owns TV stations in Louisville,
Charlotte, Tucson and Albuquerque, acquired
five King Broadcasting TV stations and King’s
cable systems. The King stations in Seattle,
Portland, Spokane, Honolulu and Boise tripled
the coverage of the Providence Journal group.

ACROSS THE BOARD P term for the sched-
uling of a program or commercial at the same
hour every day of the week, usually the five
weekdays.

ACTION FOR CHILDREN’S TELEVISION (ACT)
P 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 programming and advertising.
Largely through ACT’s early efforts in calling
attention to the violence and commercialism in
Saturday morning children’s programming,
the networks shifted to more wholesome
shows. In response to an ACT petition, the
FCC adopted rules limiting commercial time
from up to 14 minutes per hour to 10 1/2
minutes per hour on weekends and 12 minutes
per hour on weekends. Regular prime-time
programming has an average of less than 8
minutes of commercials per hour.




ACT produced literature, games and con-
sumer Kkits designed to discourage heavy televi-
sion viewing of inferior shows and to alert
parents and children to healthier kinds of food
than those advertised on television.

Today ACT has 20,000 members nation-
wide. Peggy Charren has been president from
its inception.

ACTION NEWS P a style of local newscasting
in the 1970s that placed a heavy emphasis on
newsfilm and on the “realism” of the news-
room: newsmen in shirtsleeves and reporters
typing in the background. Some also featured
an ombudsman or problem-solving service for
viewers. “‘Action News’ formats usually in-
volved joshing among the reporters and infor-
mal exchanges that strived for humor. Al-
though it was not TV’s noblest contribution to
journalism, the style was popular and won
audiences for stations.

AD HOC NETWORKS P temporary hook-ups
of stations, nationally or regionally, for a single
specific purpose, usually the distribution of a
sports event or entertainment program 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 affiliates are usually won
by the inherent appeal of the event and by the
fact that ad hoc networks 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. Among
the leading ad hoc networks were Operation
Prime Time, the Mobil Network and SFM’s
Family Network.

ADAM 12 p half-hour, low-key police series on
NBC (1968-75) about the day-to-day activities
of two Los Angeles Police Department officers
who ride a patrol car identified as Adam-12. It
featured Martin Milner as Pete Malloy and
Kent McCord as Jim Reed and was produced
by Jack Webb’s Mark VII Productions and
Universal TV.

ADAMS CHRONICLES, THE » ambitious his-
torical drama series on PBS produced by
WNET New York for the Bicentennial; it not
only won critical praise but drew the largest
audiences ever for a PBS series. In addition,
the series inspired a college-credit extension
course designed by Coast Community College
District in Costa Mesa, Calif., and offered by
around 400 colleges around the country.

A series of 13 one-hour programs on four
generations of the family descended from John
and Abigail Adams, Chronicles covered Ameri-
can 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 atten-
tion to historical and cultural detail, using as its
source The Adams Papers, letters, diaries and
journals written by members of the Adams
family and preserved by the Massachusetts
Historical Society. Various scholars quarreled
with the historical accuracy of the series, but
the producers maintained that, while it was
never intended as objective history, 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 Human-
ities, the Andrew Mellon Foundation and the
Atlantic Richfield Co. George Grizzard and
Kathryn Walker starred as John and Abigail
Adams. |

ADAMS, DAVID C. » former key corporate
figure at NBC, member of its board of direc-
tors since 1958, chairman from 1972-74, and
vice chairman thereafter, until his retirement
in the spring of 1979. Disdaining public promi-
nence, Adams preferred to serve in the back-
ground as high councillor 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
general industry problems, as well as in formu-
lating NBC’s position when it was called to
testify 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 was involved in NBC
policy decisions for 23 years.

ADDAMS FAMILY, THE P live-action situation
comedy based on the macabre cartoon charac-
ters of Charles Addams. It had a moderately
successful run on ABC (1964-66). Produced by
Filmways, it featured Carolyn Jones as Morti-
cia, John Astin as Gomez and Jackie Coogan as
Uncle Fester.
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ADDRESSABILITY P ability to control viewer
access to particular programs or channels.
Cable systems use addressable technology for
pay-per-view programs that are only delivered
in unscrambled form to those who have agreed
to pay for them. The technology is facilitated
by addressable converters, devices installed by
cable operators that allow for direct communi-
cation between the cable head-end and individ-
ual TV sets in subscriber homes. In addition to
activating the appropriate channel on demand
for pay-per-view programs, addressable con-
verters permit the remote-control unscram-
bling of premium channels.

ADELSON, MERYV p co-founder with Lee Rich
of Lorimar Television, which became the lead-
ing supplier of prime-time programming to the
networks throughout the 1980s. After a rapid
series of corporate acquisitions and mergers,
resulting ultimately in Lorimar becoming a
unit of Time Warner, Adelson went off on his
own to start an investment consultancy, East
West ‘Capital Associates, with Time Warner as
a principal client. He also is a member of the
media giant’s board of directors.

After making a fortune in real estate devel-
opment, Adelson joined with Rich, a former
advertising executive who had worked closely
with the networks, to form Lorimar Produc-
tions in 1968. Lorimar hit the jackpot with
Dallas and scored again with Knots Landing, in
addition to other successful series and mini-
series. In 1985 it merged with Telepictures
Corp., a company that gave Lorimar strength
in distribution to ancillary markets. Four years
later, when Warner Communications acquired
Lorimar-Telepictures, Adelson relinquished all
operating control, taking a settlement that
included cash, stock and a seat on the Warner
board. His Warner stock increased substantial-
ly in value the following year, when Warner
merged with Time Inc.

Adelson is the estranged husband of Barba-
ra Walters.

ADI (AREA OF DOMINANT INFLUENCE) P a
means by which a television station’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
ADI's 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
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services, and the concept has become standard.
ADI rankings and population data (households,
TV households, persons, penetration of cable
TV, multi-set households, etc.) are revised
every year to reflect population shifts. The
A.C. Nielsen Co.’s equivalent of the ADI is the
DMA (Designated Market Area).

The largest ADD’s in the 1990-91 report are,
in order, New York, Los Angeles, Philadel-
phia, San Francisco (the Bay area), Boston,
Dallas-Ft. Worth, Detroit, Washington, D.C,,
Houston, and Cleveland. Together, the ten
cover slightly more than one-third of the
potential viewing population in the United
States.

ADJACENCIES P short periods of commercial
time that come before or after a program
rather than in the breaks within the show.

ADMINISTRATIVE LAW JUDGE P previously
known as hearing examiner, a member of the
FCC staff responsible for conducting hearings
for mutually exclusive license applications in-
volving a problem at renewal time. After
hearing testimony from parties of interest,
usually with the aid of counsel, and on consid-
ering the evidence submitted,the ALJ issues an
Initial Decision, which is reviewed by the
agency’s Review Board, and then by the full
membership of the Commisssion.

ADVANCED TELEVISION (ATV) P term en-
compassing all forms of television technology
that offer better images than those available
through the established NTSC, PAL and SE-
CAM standards “in their unaltered forms.
HDTV (high-definition television), EDTV (ex-
tended- or enhanced-definition television) and
IDTV (improved-definition television) are all
forms of ATV.

ADVANCED TELEVISION SYSTEMS COMMIT-
TEE (ATSC) P organization formed in 1982 by
the Joint Committee on Inter-Society Coordi-
nation (JCIC) to coordinate and develop volun-
tary national technical standards for advanced
television (ATV) systems. ATSC is divided into
two technology groups: one develops and rec-
ommends voluntary technical standards for TV
program distribution using advanced technolo-
gy, the other does the same for TV program
production. ATSC member companies and
organizations represent the motion picture and
television industries. Members of the JCIC—
the Electronics Industries Association (EIA),
the Institute of Electrical and Electronics Engi-
neers (IEEE), the National Association of




Broadcasters (NAB), the National Cable Tele-
vision Association (NCTA) and the Society of
Motion Picture and Television Engineers
(SMPTE)—are charter members of ATSC.

ADVANCED TELEVISION TEST CENTER
(ATTC) » industry-supported laboratory man-
dated by the FCC to test broadcast ATV
systems and recommend one for approval in
the U.S.

ADVENTURES OF OZZIE AND HARRIET, THE
» long-running family situation comedy on
ABC (1952-66) whose principals were actually
a family, that of Ozzie Nelson, a former
bandleader, and Harriet Hilliard, 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 RIN TIN TIN, THE » ABC
series (1954-57) based on the movies of the
canine hero, produced by Screen Gems and
featuring Rin Tin Tin, Lee Aaker as Rusty, Jim
Brown as Lieutenant Ripley Masters and joe
Sawyer as Sergeant Biff O’Hara. The series was
re-run on ABC (1959-61) and then on CBS
(1962-64). Tinted in sepia with new wrap-
arounds, it was revised for syndication in 1976
and bartered by SFM Media Services.

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

ADVERTISER BOYCOTTS P see "“Hit” Lists.

ADVOCATES, THE P essentially a debate series,
produced for PBS on an alternating basis by
KCET Los Angeles and WGBH Boston, from
1969-73. The series sprung amid criticism
from the Nixon Administration that TV, in
general, was coloring the issues with a liberal
bias and that public TV was not giving ade-
quate voice to conservative views. A creature of
those pressures, The Advocates allowed both
sides of a public issue to be argued in court-
room fashion, live, by expert representatives.
The series was produced on grants from the
Ford Foundation. It was revived by WGBH in
1978 for another season.

AFFILIATE P a privately owned broadcast sta-
tion aligned with a network by contract. In
exchange for airing the network’s programs

and commercials on an exclusive basis in its
market, the affiliate receives a guaranteed, pre-
arranged fee from the network (known as
station compensation). In addition, the affiliate
is allotted segments of the commercial adjacen-
cies for its own ad sales; these spots command
premium rates because they occur in the
usually high-rated flow of the network feed. A
network achieves national distribution through
its affiliate infrastructure, while the affiliate
benefits from receiving popular new program-
ming that normally attracts large audiences.
Moreover, the affiliate’s annual expense for
programming is far lower than that of any non-
affiliated station because the network supplies
around 60% of its daily schedule. In general,
network affiliates fetch a much higher price
when trading hands than independents in the
same TV market.

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 as-
signed to the project. Although lavishly pro-
moted, and despite the popular appeal 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. Oth-
ers who figured prominently in the production
were Eliot Elisofon, Richard Siemanowski,
Leon Gluckmas, Edward Magruder Jones and
William Peters. Alex North composed the
original score. The program was later syndicat-
ed by Worldvision as four one-hour specials.

AFTERSCHOOL SPECIALS P occasional series
on ABC of quality productions for 8- ta 14-
year-old children. Begun in 1972 with eight
telecasts, seven new dramas and seven repeats
were broadcast each subsequent season. The
stories are built around the problems of young-
sters in which the resolution is brought about
by the actions of children rather than interven-
ing adults. Themes include divorce, first love,
parent-child relationships, physical handicaps
and children’s rights.

AGB TELEVISION RESEARCH P a publicly held
British company that attempted, unsuccessful-
ly, to compete against A.C. Nielsen in the mid-
1980s with a national television ratings service.
The company claimed to have lost more than
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$100 million during its four-year venture in
the U.S.

AGB was first to introduce the people
meter—an electronic metering device attached
to a TV set to measure usage as well as
demographic data—initially in Europe and
Asia during the 1970s. In 1984 it tested people
meters in Boston before launching a nation-
wide U.S. service based on the device in 1987.
Nielsen met the challenge by rolling out a
similar service that year, and the battle of the
people meters began. AGB signed up CBS and
a few advertising agencies but failed to gain
financial backing from ABC or NBC. AGB
subsequently pulled out of the U.S., though it
continues to expand its people meter service in
other countries.

In 1990 AGB was bought by Pergamon, a
conglomerate owned by British media baron
Robert Maxwell, and immediately it an-
nounced another run against Nielsen in the
U.S. By late 1991 AGB had not re-entered the
U.S. market. Maxwell died in that year.

AGNEW’S ATTACK ON TV NEWS » a tele-
vised speech by Vice President Spiro T. Agnew
(Nov. 13, 1969) before a Republican party
conference in Des Moines, lowa, which became
the opening shot in the Nixon Administration’s
continuing assault on the credibility and integ-
rity of network news. 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 view-
ers. And the fact that Agnew was addressing a
partisan group that 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 impor-
tantly, wield a free hand in selecting, present-
ing and interpreting the great issues of our
nation,” Agnew said.

“Is it not fair and relevant to question
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?”
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“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 speech writers, 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. White-
head, director of the Office of Telecommuni-
cations Policy.

The Des Moines speech also denounced the
networks’ practice of following a President’s
speech with instant analysis by newsmen, with-
out 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 morning. The net-
works did not follow Agnew’s speech with an
analysis, and not long afterwards CBS chair-
man William S. Paley banned instant analysis
on his network, although he restored the
practice later.

AGRAMA, FRANK » international television
producer who began as a child TV actor in his
native Egypt and as an adult began making
movies, variously in California, Lebanon, and
Rome. In the 1980s he moved back to Califor-
nia and concentrated on television, establishing
Harmony Gold as a production and distribu-
tion company. In 1990 he shut down the
distribution business to concentrate on produc-
tion. Among his credits are Shaka Zulu, Robo-
tech, and Around the World In 80 Days.

AGRONSKY, MARTIN » former TV newsman
who worked between commercial and public
television. After a network career with NBC,
ABC and CBS, spanning the period 1952-69,
he became an anchorman and commentator
for the Post-Newsweek Stations, based at
WTOP-TV in Washington, and simultaneously
for PTV’s Eastern Educational Network. His
principal programs were Agronsky and Compa-
ny, Evening Edition, and Agronsky At Large.

Agronsky joined NBC in 1952 as a foreign
correspondent and later became a Washington
correspondent for ABC, performing his most
distinguished work in covering the activities of
Sen. Joseph McCarthy. He rejoined NBC in
1956 and covered the Eichmann trial in Jerusa-
lem (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 documentaries (includ-




ing Justice Black and the Constitution) before
becoming Paris bureau chief (1968-69).

Agronsky & Company, a series featuring
Washington correspondents from the right,
left and center heatedly discussing topical
issues, had an 18-year run on WTOP (now
WUSA-TV) until Agronsky retired in January
1988. It was replaced, in similar format, by
Inside Washington, hosted by Gordon Peterson.

AILES, ROGER P independent newsfilm and
television producer who put his talents to work
for Richard Nixon, Ronald Reagan, and
George Bush as a political consultant on their
presidential campaigns. His most conspicuous
political successes were with Reagan in 1984
and Bush in 1988. He was also Nixon's TV
advisor for the 1968 campaign. Before work-
ing for Nixon, Ailes was producer of The Mike
Douglas Show in Philadelphia (1965-67) and an
executive producer at Westinghouse Broad-
casting Corp. (1967-68). In 1969 he started
Ailes Communications Inc.

Ailes’ TV career continued in the 1970s
when he became executive v.p. of Joseph
Coors’s TV News Inc. (1975-76) and later a
consultant with CBS-TV (since 1978). Ailes
produced and directed such TV specials as The
Last Frontier (1974), Fellini: Wizards, Clowns
and Honest Liars (1977), and Television and the
Presidency (1984). Additionally, Ailes produced
the Broadway musical Mother Earth (1972) and
the play Hot L Baltimore (1973-76).

Ailes became executive producer of the
Rush Limbaugh Show, a syndicated latenight talk
show hosted by Limbaugh, an arch-conserva-
tive who formerly worked in radio, which was
to launch in 1992.

AIM (ACCURACY IN MEDIA) » a2 Washington-
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 organiza-
tion, which could be characterized as politically
conservative, reports its specific complaints to
the FCC and the broadcaster (or publisher)
involved, 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 inhibiting investigative jour-
nalism. AIM claims between 20,000 and
30,000 members. Reid Irvine has headed the

organization since its inception. Joe Goulden, a
longtime investigative journalist, joined the
staff in 1989 as Irvine’s heir-apparent.

AIRWOLF P action-adventure series in which
the protagonists use a heavily armed, high-tech
attack helicopter to battle evil. The show,
which premiered on CBS in 1984, was one of
two dramatic series built around helicopters
that year, the other being Blue Thunder. The
series starred Jan-Michael Vincent and fea-
tured Ernest Borgnine, Alex Cord, Belinda
Bauer and David Hemmings. Executive pro-
ducers were Bernard Kowalski and Daonald
Bellisario, who also directed and wrote some of
the episodes.

CBS canceled Airwolf in 1986, but the series
moved to the USA cable network the following
year, with new episodes and a new cast in a
more economical production. The new cast was
headed by Barry Van Dyke and Michele Scara-
belli.

ALABAMA ETV LICENSES P case in which the
FCC denied the renewal of Alabama’s eight
public TV licenses but then permitted 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
stations followed a racially discriminatory poli-
cy in their overall programming practices.
Citing “pervasive neglect” of Alabama’s black
population, 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
programming available to it and failed to give
blacks adequate representation on the air or in
the production or planning operations at the
stations. The commission said that while it
recognized the vital service of educational TV,
it would not condone AETC's dereliction and
deficiency simply because it was engaged in
public broadcasting.

However, the commission noted that im-
provements had occurred since 1970 and that
there was a pressing need for public television
in Alabama. It ruled, therefore, that the public
interest would be served by granting AETC
interim authority to continue operating the
eight stations.
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ALBERT, EDDIE P character actor who made a
highly successful switch from movies to televi-
sion. He starred in the sitcom Green Acres
(1965-71), playing a citified lawyer who moves
to the country. He played a private detective in
Switch (1975-78) and a scoundrel on Falcon
Crest (1987). In 1988 he was featured in the
TV mini-series War And Remembrance.

ALBERT, MARYV P sports broadcaster for some
three decades, half of which have been devoted
to handling the NFL play-by-play for NBC
Sports. Albert is identified in the New York
area as the voice of the New York Knicks and
Rangers. He began his professional career in
1963, assisting Marty Glickman on Knicks and
Rangers broadcasts, duties he continues cur-
rently on the Madison Square Garden cable
network. Albert is famous for yelling “Yesss!”
when a player sinks a basket. For NBC, he is
teamed with Dick Enberg for NBA play-by-play
duties and is the host/play-by-play man for the
NBC’s coverage of the NHL All-Star Game—
the only hockey game to appear on broadcast
TV. Albert earned praise for his boxing work
with analyst Dr. Ferdie Pacheco during the
network’s coverage of the controversial boxing
competition at the 1988 Summer Olympics in
Seoul.

Marv Albert

ALDA, ALAN P star of the smash comedy
series, M*A*S*H (1972-83), who also wrote
and directed some episodes of that series. The
popularity of the series gained him the highest
Q-rating for popularity with viewers during
much of the 1980s and made him one of the
richest actors in television. His earnings from
the syndication of the series reportedly came to
$30 million.
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A . -:k Alan Alda

Alda won four Emmies for his role as the
wry, war-weary combat surgeon, Hawkeye
Pierce. Alda’s crisp delivery of wisecracks be-
came a hallmark, and he developed into one of
television’s most distinctive actors.

He directed and appeared in the TV pro-
duction of the play 6 Rms Riv Vu (1974), and he
was creator and co-executive producer of We’ll
Get By, a situation comedy that had a brief run
on CBS (1975). Most of his work after
M*A*S*H was in movies.

In his youth he worked with such improvisa-
tional theater groups as Second City and
Compass, where he honed his talent for social
and political satire. This prepared him for his
entry into television as a regular in That Was the
Week That Was.

ALEXANDER, DAVID P director whose credits
range from U.S. Steel Hour, Climax and Studio
One in the 1950s to episodes of Marcus Welby,
M.D., Emergency, F. Troop, My Favorite Martian,
Gunsmoke, Please Don’t Eat the Daisies and other
comedy and action series in the 1960s and
1970s.

ALEXANDER, JANE P widely acclaimed stage
actress who made her TV debut as Eleanor
Roosevelt in Eleanor and Franklin (1976) and
then co-starred in the sequel, The White House
Years (1977). She later appeared in the power-
ful drama special, Playing for Time, the CBS
mini-series Blood and Orchids (1986), and Mal-
ice in Wonderland (1985).

ALEXANDERSON, ERNST F. W. (d. 1975) »
engineer of the General Electric Co. (U.S.)
whose invention of the alternator made possi-
ble long-distance radio communications 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 following year in
the same city. Both demonstrations used perfo-




rated scanning discs and high-frequency neon
lamps to originate and reproduce the picture.
In the theater demonstration the picture was
flashed on a seven-foot screen.

L

The loveable title character of the NBC series ALF

ALF P successful NBC sitcom (1986-90) with
both child and adult appeal that revolved
around a wisecracking, overeating alien life
form (hence the title) from the planet Melmac
who settles in with a suburban family. Paul
Fusco, ALF’s creator, did the voice and pup-
petwork for the show. Max Wright and Anne
Schedeen played Willie and Kate Tanner, the
parents of the household in which ALF hid
from the government, and Andrea Elson and
Benji Gregory played their children, Lynn and
Brian.

Beyond its appeal to kids, the show possessed
a satirical edge that targeted politics and pop
culture. Ironically, ALF the character became
very much a part of pop culture, producing a
merchandising bonanza. The series was also
sold in 50 countries around the world by
producer Lorimar Television. ALF’s executive
producers were Bernie Brillstein and Tom
Patchett.

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 additional
seasons in a one-hour version, The Alfred
Hitchcock Hour. Produced by Shamley Produc-
tions, 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, The USA
Network began carrying reruns of the series in
the 1980s and had new episodes created exclu-
sively for it in 1987 and 1988.

ALICE » half-hour videotaped situation comedy
on CBS (1976-85) loosely based on the film
Alice Doesn’t Live Here Anymore, concerning a
widow waiting tables in a diner to support her
young scn. Linda Lavin was featured in the
title role, with Vic Tayback as the owner of
Mel's Diner and Beth Howland, Polly Holliday,
Diane Ladd and Celia Weston as waitresses
Vera, Flo, Belle and Jolene. The series was
produced by Warner TV, with Bob Carroll Jr.
and Madelyn Davis as executive producers. It
became a hit in a Sunday night parlay with All
in the Family and regularly made the top 10 as a
mainstay of the strong Sunday lineup at CBS.

g0

Carroll O’Connor and Jean Stapleton as Archie and
Edith Bunker in All in the Family

ALL IN THE FAMILY » a landmark series that
changed the nature of situation comedies,
opening them to realistic characters, mature
themes and frank dialogue. Written by Nor-
man Lear and produced by Yorkin-Lear Pro-
ductions, the series was introduced on CBS in
January 1971 as a second season entry and did
poorly in the ratings at the outset. Rare among
TV programs, it developed its great popularity
during the summer reruns.

Based on an immensely popular and contro-
versial British series, Till Death Us Do Part,
created by Johnny Speight for a limited run on
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BBC-TV, Family was built upon the clashes of a
working-class bigot, Archie Bunker, with his
neighbors and his liberal son-in-law. (Bunker’s
British counterpart was named Alf Garnett.)
Bunker became so well established as represen-
tative of an American type that his name bid
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, CBS at the time was active-
ly searching for programs relevant to contem-
porary life and to the liberal-conservative rift in
American attitudes.

The series made stars of its principals—
Carroll O’Connor as Archie, Jean Stapleton as
his wife Edith, Sally Struthers as their daughter
Gloria and Rob Reiner as their live-in son-in-
law Mike Stivic—none of whom was well
known before Family began. It also spun off
two other successful series, Maude and The

Jeffersons.

Reiner and Struthers quit the series after the
1977-78 season to pursue other ventures, but it
maintained its popularity without them. When
Stapleton also withdrew as a regular a year
later, the concept of the series was altered and
the basic setting changed to a bar. It opened
the 1979-80 season with a new title, Archie
Bunker’s Place, and continued strong in the
popular CBS Sunday lineup. CBS programmed
selected reruns of the show during prime time
in June 1991 to run in tandem with a new Lear
entry, Sunday Dinner. The ploy succeeded in
gaining attention for the new comedy, but it
was not renewed after its eight-week run.

ALL MY CHILDREN » see Soap Operas.

ALL-CHANNEL LAW » passed by Congress in
1962, legislation designed to help faltering
UHF broadcasting by giving the FCC the
power to require that all television sets shipped
In interstate commerce be ‘“‘capable of ade-
quately receiving” all 82 channels—the 70
UHF channels as well as the 12 VHF channels.

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.
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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 be-
come 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, serving 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 Project 20
series. It aired nine months after his death.

ALLEN, MEL P sportscaster prominent from
the late 1930s to the early 1970s, whose
authoritative style and polished delivery won
him network assignments for major baseball
and football events. The regular commentator
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 bowl games. He was also
commentator for the Fox Movietone Newsreel
(1946-64) and host of Jackpot Bowling (1959).
In the 1970s, he narrated the syndicated This
Week in Major League Baseball.

ALLEN, STEVE » multi-talented TV personality
who hosted several successful shows, including
the first Tonight Show on NBC and a Sunday
evening variety series that was competitive with
The Ed Sullivan Show for a few seasons. He was
also a pianist, composer, recording artist, fic-
tion writer and political activist.

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 weeknights 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 Williams, 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 1953-55 and
starred in spectaculars for Max Liebman. He
left Tonight in January 1957 after having begun
the Sunday evening Steve Allen Show, a jazz-
accented variety hour pitted against Ed Sulli-




van on CBS. It featured his wife, jayne Mead-
ows.

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.

A new prime-time venture on NBC in 1980,
The Steve Allen Comedy Hour, was short-lived.
Allen went on to appear on The Comedy Zone
(CBS), Life’s Most Embarrassing Moments (ABC),
and a music and comedy series for the Disney
Channel. In 1986 he was named to the Televi-
sion Hall of Fame.

’ALLO ’ALLO » BBC-produced sitcom set in
France during World War 11, about a French
restaurant owner who offers his establishment
to the British as a place of refuge while they
battle the Germans. Syndicated by Tribune
Entertainment in the U.S., the show drew
modest ratings when it aired in the States in
1987. Featured were Gordon Kaye, Carmen
Silvers, Vickie Michelle, Kristen Cooke, Franc-
esca Gonshaw, Richard Marner, Richard Gib-
son, Kim Hartman and Rose Hill. David Croft
produced and directed, and wrote some of the
episodes.

ALTERNATIVE TELEVISION » cultural move-
ment of the early days of small-format video
recording that emerged outside the formal
broadcast system. It grew up around portapak
equipment following its introduction into the
consumer market by Japanese manufacturers
in 1970. The field embraced student groups,
individual techno-artists, community video cen-
ters and a range of collectives and groups
dedicated to innovative television. Some of
them functioned as the video equivalents of the
underground press.

Nam June Paik, a Korean-born artist who
had been experimenting with abstract images
on television since 1963, is generally credited
with having fathered the alternative 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, were built
around lightweight hand-held cameras that
recorded on 1/2 inch tape. An attractive
feature of the videotaping unit was its playback
capability, which allowed the operator to re-
view immediately what was shot. Portapak
technology thus permitted one person to
achieve a video result which in studio television

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 the-
aters, several schools of alternative television
began to grow, some devoted to service video
(serving the communications needs of commu-
nities too small for broadcast TV to serve, such
as ethnic ghettos, schools, banks and indus-
tries); some to explorations of optical effects;
some to producing nonfiction programs, such
as documentaries; and some to perfecting
“street video” as an art form.

A leader in the documentary field was
TVTV (Top Value Television), a San Francis-
co-based group whose candid two-part report
on the way the media covered the 1972
political conventions was carried by the Group
W television stations and several cable systems.
This was followed by the sale to public televi-
sion of two more documentaries, Adland, on
the advertising industry, 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 Correc-
tor (TBC) by Consolidated Video Systems in
1973, chiefly for the expensive minicameras
that had begun to come into use in commercial
television for newsgathering, made it possible
for alternative television productions to infil-
trate broadcast television.

Alternative television groups took such
names as, Raindance, the Videofreex, the Ant
Farm, Alternate Media, People’s Video The-
atre 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 Soft-
ware.

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 was a seasonal offering for many years
afterwards. The 1953 production, presented in
the Hallmark Hall of Fame series, was the first
sponsored show to be televised 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
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and in many of the subsequent productions by
Bill Mclver. Rosemary Kuhlmann performed
the role of the boy’s mother in the original and
the later productions.

In 1978, NBC offered a new filmed produc-
tion of the opera with Teresa Stratas as the
mother and Robert Sapolsky as Amahl, and
with Giorgio Tozzi, Nico Castel and Willard
White as the Three Kings.

AMATEAU, ROD p» producer-director, very
active in the 1950s, best known for creative
supervision of The Burns and Allen Show. More
recently, he was line producer for NBC’s
ambitious 1979 series, Supertrain. He segued
from that fiasco to supervising producer of
Dukes of Hazzard, a ratings hit on CBS.

AMATEUR NEWS VIDEOS P video footage
taken by ordinary citizens of events and occur-
rences that prove newsworthy. Increasingly,
they are being used in local and national
newscasts and often in the weekly tabloid
shows; frequently, they are purchased. The
availability of amateur news footage grew in
the late 1980s with the proliferation of person-
al video cameras, which now number in the
millions. Coincidentally, comical amateur vid-
eos also became the basis of two highly rated
prime-time series on ABC, America’s Funniest
Home Videos and America’s Funniest People.

News organizations all over the country,
including CNN, have been tapping into this
new well of video stringers, some setting up
toll-free hotlines for amateurs who may have
recorded episodes of police brutality, fires,
explosions or natural disasters. Some journal-
ists are concerned about the trend because of
the possibility of events being staged or because
some of the footage may be bogus—a notable
example being the widely used foatage of the
explosion at Chernobyl, which later was found
to have been an explosion elsewhere in Europe.

The most important and famous bit of
amateur news footage was that taken by Abra-
ham Zapruder, a Dallas resident who was
filming the presidential motorcade on Nov. 22,
1963 and captured the assassination of Presi-
dent Kennedy. This was before the era of
camcorders, however; Zapruder used an 8mm
Bell & Howell movie camera.

Amateur videos as a source of news came
into prominence with footage recorded in
1987 of the Tompkins Square riots in New
York City, which graphically revealed a police
rampage when a demonstration turned violent
in the East Village section of Manhattan.
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Virtually every newscast in New York carried
the disturbing images. In 1991 the amateur
recording of the now famous brutal beating of
Rodney King by Los Angeles police aired
nationally as well as locally. The scandal rever-
berated in police departments everywhere and
led to self-examination and reforms.

As video submissions from amateurs in-
crease around the country, statjions have had to
consider policies and create contracts to settle
on fees and rights to the footage. '

AMEN P NBC Saturday night sitcom (1986-91)
revolving around a Philadelphia church and its
black deacon (Sherman Hemsley) and reverend
(Clifton Davis). The series was a successful
follow-up for Hemsley to his long-running hit,
The Jeffersons. NBC has paired it with 227,
another half-hour sitcom with black principals.
The show’s executive producers included Ed.
Weinberger, Arthur Julian, Lloyd David,
James Stein and Robert Illes. It was produced
by Carson Productions.

AMERICA (ALISTAIR COOKE’S AMERICA)} »
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 under-
written by Xerox. '

Cooke, an Englishman who became a U.S.
citizen, called the series a ‘‘personal interpreta-
tion” of American history and was its writer as
well as narrator. The shows, which won numer-
ous 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 P an attempt by NBC
at a new concept in late-night television, that of
surveying live the key population centers for
coverage of the social and celebrity functions.
The nightly program, which began in January
1957 in the 11:30 p.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 program
gave way to the vastly more successful Tonight
show, with Jack Paar.

AMERICA ALIVE! » NBC daytime magazine
program (1978) that switched around the




country for interviews and features to convey a
sense of covering life-styles in America on a
daily basis. Jack Linkletter was host and Bruce
Jenner, Janet Langhart and Pat Mitchell travel-
ing co-hosts. The series began in July 1978 and
was dropped by the end of the year because of
lean ratings. Woody Fraser, who had left
ABC’s Good Morning, America to take on the
project, was executive producer.

AMERICA 2NIGHT » syndicated series via the
Norman Lear shop satirizing the crassness of
television talk shows. It ran one season (1977-
78), growing out of a summer entry, Fernwood
2-Night, which in turn was a spin-off of Mary
Hartman, Mary Hartman.

When Mary Hartman, as a comic soap opera,
could not sustain the grind of five shows a
week, Lear’s T.A.T. Productions came up with
the idea of Fernwood 2-Night—a fictional local
TV talk show using some of the cast and the
mythical locale of Mary Hartman—as a summer
replacement. The concept was broadened to a
national talk show with America 2Night. While it
had a loyal and appreciative following, the
audience was by TV standards a small one.
Martin Mull played the talk-show host, Barth
Gimble, Fred Willard portrayed his sidekick,
Jerry Hubard, and Frank De Vol was Happy
Kyne, bandleader of the Mirthmakers.

AMERICAN ASSASSINS, THE » 1975 docu-
mentary series by CBS that was remarkable not
only for its content but also for the manner in
which it was scheduled. The four one-hour
programs aired on four consecutive nights in
prime time. The programs examined in detail
the wave of assassinations and attempted assas-
sinations in the 1960s, drawing from the
Warren Commission findings and the wealth of
books and other written material on the sub-
ject, in addition to the series’ own investiga-
tions. The effort won a Peabody, among other
awards. Leslie Midgley was executive produc-
er, Bernard Birnbaum the producer, and Dan
Rather the correspondent.

AMERICAN BANDSTAND » a TV disk jockey
show that originated on a local station, WFIL-
TV, in Philadelphia in the mid-1950s 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 afternoons
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 ran for nearly three

decades. Meanwhile, Clark himself branched
into program-packaging, producing, and other
TV ventures.

AMERICAN EXPERIENCE, THE P a series of
one-hour documentaries produced weekly for
public TV, highlighting pivotal events and
people who helped shape the destiny of Ameri-
ca. Each program, varied in format and theme,
tells its own story. Since its debut in 1988,
independently produced shows have profiled,
among others, Lindbergh, LBJ, Duke Elling-
ton, Nixon, J. Edgar Hoover and Ida B. Wells;
examined the meaning to the American experi-
ence of events like World War I, the economic
crash of 1929, Pearl Harbor, and the 1906 San
Francisco earthquake; and recalled America’s
nostalgic past in visits to Coney Island, Bar-
num’s circus, and the Great Air Race of 1924.

The series, produced by Judy Crichton—
who came to The American Experience after five
years with ABC’s Closeup and another seven
years with CBS Reports—is a coproductien of
the Boston, New York and Los Angeles public
TV stations and is underwritten by Aetna and
the Corporation for Public Broadcasting.

AMERICAN FAMILY, AN P a PBS documenta-
ry series (1973) on the affluent William C.
Loud family of Santa Barbara, Calif., which
some critics considered a brilliant television
venture and others a grotesque use of the
medium. 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 provoc-
ative because it captured highly personal mo-
ments 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
contending that the 12-part documentary pre-
sented 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 revelation of
American family life or was merely a form of
peeping tomism with exhibitionists. The series
originated as a project of NET and was com-
pleted when that organization was absorbed by
WNET New York.
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AMERICAN FEDERATION OF MUSICIANS
(AFM) » large and powerful union established
in 1896 (AFL-CIO) with 725 chapters in the

- U.S. and Canada. It currently claims more than

450 local unions with a total membership of
approximately 200,000. Its TV contracts in-
volve few individual stations and are mainly
with networks and group owners. During the
radio era, AFM fought a famous battle to
prohibit stations from using prerecorded music
but lost when a federal court, in 1940, ruled
that a musician’s rights to recorded music
ended with the sale of the record.

AMERICAN FEDERATION OF TELEVISION
AND RADIO ARTISTS (AFTRA) P broadcast
performers union (AFL-CIO) founded in Au-
gust 1937 as AFRA (radio artists). It added 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, Chorus Equity and the
American Guild of Music Artists to represent
their membership in the new electronic medi-
um

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
preserve a live performance. AFTRA pre-
vailed, 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. In 1980 a strike by AFTRA
and SAG, running from mid-july to October,
halted much television production and caused
delays in the new season premieres. The issue
was the actors’ stake in the new electronic
media.

The federation is made up of 30 local
chapters and claims more than 70,000 mem-
bers. Bruce A. York became its chief executive
in November 1990.

AMERICAN MASTERS P the umbrella title of
an occasionally scheduled public TV series of
biographical documentaries, each paying trib-
ute to an American who has achieved distinc-
tion in the arts or entertainment. The series
has presented multipart profiles of comedians
Charlie Chaplin, Buster Keaton and Harold
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Lloyd and single shows saluting musicians,
artists, actors, composers, writers and movie
directors. Ironically, many of the shows salut-
ing American artists were produced by British
TV. Susan Lacy is executive producer of the
series, which has been seen on PBS since 1986.

AMERICAN MOVIE CLASSICS (AMC) » 24-
hour basic-cable network specializing in vintage
films from the 1930s through the 1970s.
Uniquely, it carries no advertising but is sup-
ported entirely by carriage fees charged to
cable operators.

Launched in 1984 by Cablevision Systems’
Rainbow Programming Enterprises, the chan-
nel today reaches about 30 million homes. The
network began experimenting in the late 1980s
with thematic scheduling of movies and the use
of celebrity guest hosts such as Anthony Quinn
and Douglas Fairbanks, Jr. The channel’s regu-
lar host is actor Bob Dorian. Original program-
ming includes movie trivia, panel shows and
documentaries on movie stars of the past. Josh
Sapan is president of AMC, and Kate McEnroe
is vice president and general manager.

Because it is advertising-free and operates
on a single revenue stream, AMC is one of the
more expensive services to operators.

AMERICAN PLAYHOUSE P long-running PBS
series that represents public TV’s commitment
to serious drama. On a limited budget, Ameri-
can Playhouse has managed since 1982 to
provide PBS with an annual offering of plays,
literary adaptations, feature films and original
works. Deft management has permitted the
series to stretch its production dollars with
coproduction arrangements and the presale of
cable and theatrical rights, though a substantial
portion of its support still comes from public
TV’s own funds, the National Endowment for
the Arts, and underwriting from the Chubb
Group of Insurance Companies.

David M. Davis, president and CEO of the
producing organization, Public Television
Playhouse Inc., created the series shortly after
leaving the Ford Foundation. With help from
CPB and PBS, he formed a production consor-
tium of four public stations (with WNET New
York as lead station) and brought in Lindsay
Law as executive producer. Under Law’s guid-
ance, American Playhouse has presented in
addition to original works such major plays as
Eugene O'Neill's Long Day’s Journey Into Night,
Thornton Wilder’s The Skin of Our Teeth, and
Arthur Miller’s All My Sons, along with literary
adaptations such as Katherine Anne Porter’s
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Noon Wine and James Baldwin’s Go Tell It On
The Mountain. Its feature films include Smooth
Talk, Stand and Deliver, The Thin Blue Line, and
Metropolitan, and its original television plays,
primarily by American writers, include Con-
cealed Enemies, The Shady Hill Kidnapping, and
Oppenheimer.

AMERICAN SHORT STORY P public television
anthology of short-story adaptations, which
made its debut in 1977 with nine films and
then received funding for eight more produc-
tions airing in the spring of 1980. Among its
distinctions, the series was the first major work
for American public TV to be purchased by
the BBC.

The short-story series was produced by
Robert Geller, a former high school English
teacher, through his company, Learning In
Focus, Inc. The series was presented on PBS by
the South Carolina ETV Network and WGBH
Boston.

The critical success of the series won Geller
an opportunity to produce for NBC Too Far To
Go, a two-hour adaptation of a series of stories
by John Updike. The program aired in March
of 1979, and it too was a critical success. Since
then, Geller has been producing dramas for
American Playhouse.

AMERICAN WOMEN IN RADIO AND TELEVI-
SION {AWRT) P nonprofit professional organi-
zation 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 industry. Its national and
regional conferences are forums for the discus-
sion 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 College
Women in Broadcasting. An AWRT educa-
tional foundation formed in 1960 finances
broadcast industry forums, career clinics, inter-
national study tours and closed-circuit pro-
grams for hospitalized children.

AMERICA’S FUNNIEST HOME VIDEOS P half- .

hour series on ABC (1990—) that started as a
mid-season replacement and surprisingly be-
came the smash hit of an otherwise hit-barren
season. The show, which borrowed its concept
from a Japanese hit and even used some of the
footage from Japan in the early episodes, owes
its existence to the proliferation of personal
video cameras. Hosted by comedian-actor Bob

Saget (Full House), the show solicits clips of
unusual and humorous video footage from
ordinary people across the country and orga-
nizes them in a rapid-fire presentation. At the
end of each program, the studio audience picks
a prize-winner, deemed the funniest of the
week’s clips.

The program’s popularity spawned a spin-
off series, America’s Funniest People, which is
scheduled in tandem with Home Videos to
comprise a high-rated hour in ABC’s Sunday
evening lineup. That spin-off’s premise is simi-
lar to the original, but hosted by Saget’s co-star
on Full House, David Coulier, along with
Arleen Sorkin. Both programs are produced by
Vin DiBona Productions in association with
ABC Productions.

AMERICA’S MOST WANTED P reality-based
series on the Fox Network that with NBC’s
Unsolved Mysteries helped spawn a new genre in
American television—one in which the viewers
help police solve cases. The show took its
inspiration from a British series, which in turn
had borrowed the idea from a German show.
When it began in 1988 the show blossomed
into one of fledgling Fox Network’s first hits.
The series recreates crimes whose suspected
perpetrators have disappeared, and it presents
pictures of them in enlisting viewers to call in
with any information that might lead to their
capture. In the first few years of the show,
scores of criminals were apprehended on leads
from viewers, and the program’s role in the
capture is frequently credited in the press.

Host of the series is John Walsh, whose son
was kidnapped and murdered in 1981. Using
verite-style reporting and recreations, the show
not only gave rise to imitators in syndication
but also on cable shows aiming to aid the police
locally.

America’s Most Wanted is produced by STF
Productions, Fox’s in-house production unit.
Its executive producers are Lance Heflin and
Michael Linder.

AMERIKA W futuristic epic mini-series that was
televised on ABC in 14 1/2 ponderous hours
for seven consecutive nights in February 1987.
It proved one of the most expensive and
colossal flops in television history. Its contro-
versial premise—a Soviet takeover of the Unit-
ed States in the 1990s—created a mild furor at
the time and led to a flurry of pro and con
newspaper editorials and political cartoons.
The show was directed and written by David
Wrye, who was also the executive producer.
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The $40 million mini-series, which starred
Robert Urich, Christine Lahti, Sam Neill and
Kris Kristofferson as the one-time presidential
candidate who emerges from a labor camp to
lead a dissident uprising, was universally
panned and drew comparisons to Heavens Gate,
the Hollywood disaster epic, which ironically
also starred Kristofferson.

AMOS 'N’ ANDY » TV version of the enor-
mously popular radio series, produced and
carried by CBS (1951-53). It ceased production
not for lack of audience but because black
organizations such as the 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 syndi-
cated by CBS Films until 1966. During the civil
rights movement, CBS responded 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 P company founded near San Francis-
co in 1944 by electrical engineer Alexander M.
Poniatoff as a supplier to the U.S. war effort
that grew into one of the world’s largest
manufacturers of television broadcast prod-
ucts. With the coming of peace, Ampex fo-
cused on magnetic technology. Backed by
entertainer Bing Crosby in the late 1940s,
Ampex was one of the early developers of
audio tape recording. In 1956 the company
introduced the world’s first practical videotape
recorder (VTR) at the National Association of
Broadcasters convention in Chicago—a devel-
opment that made a huge impact on the
television industry, allowing it to progress
beyond the presentation of live programming
and canned movies.

In addition to several generations of VTRs
that the company has developed over the years,
Ampex has launched products in the areas of
electronic video editing, the playback of TV
commercials, stills storage and electronic art
systems. In 1981 the company launched its
ADO (Ampex digital optics), an electronic
effects system widely adopted by networks,
stations and teleproduction facilities world-
wide.

AMPTP (ALLIANCE OF MOTION PICTURE
AND TELEVISION PRODUCERS) P trade asso-
ciation representing about 70 production com-
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panies. As the collective bargaining arm of the
Motion Picture Association of America
(MPAA), it handles contract negotiation and
labor relations in television for the member
companies. It also conducts training, appren-
ticeship and technical research programs.

ANALOG p transmitted signal that is continu-
ously variable, unlike digital signals, which are
made up of discrete pulses. While current
television signals are analog, those in the not
too-distant future are likely to be digital.

ANCHOR P the main presenter of news in a
television newscast; in effect, the host and star
who holds the fore. The term is so widely used
it seems to have been born with television, but
actually it was coined in 1952 by Sig Mickelson,
then president of CBS News. At the political
conventions that year, Mickelson needed a
word to describe Walter Cronkite’s role as the
central figure of the broadcast who would
receive reports from all the scattered corre-
spondents on the scene and cue the cutaways.
For lack of a better word, Mickelson noted that
Cronkite anchored or held down the CBS ship
before the cameras and relayed the news from
the field. The term, which originated for the
coverage of live news events, soon was applied
to network and local newscasts. Today many
local newscasts have dual anchors, male and
female, who deliver the stories, though the
stories are usually gotten or written by others.

ANCIER, GARTH P a program executive with
one of the most densely packed resumes in the
business, at least for someone in his early
thirties. In 1983, at 25, he was named NBC'’s
vice president of current comedy programs, at
a time when the network was assembling a
lineup of hits that included The Cosby Show and
Family Ties. In early 1986 he left NBC, where
he was a protege of programming chief Bran-
don Tartikoff, and took a gamble on an
extremely uncertain start-up: Fox Broadcasting
Company, which was assembling a fourth net-
work under Fox chairman Barry Diiler. Ancier
was named president of programming the next
year, and his department developed the young
network’s first hits, including Married. . .with
Children, 21 Jump Street and The Tracey Ullman
Show, along with, of course, its fair share of
flops.

By early 1989, however, with the Fox
schedule shy of hits and internal politics at Fox
creating pressure, Ancier left the network and
soon after joined Disney as president of net-
work television production. He left Disney




toward the end of 1990. In mid-1991 Ancier
rejoined Fox in an unusual capacity, as an
untitled executive working on program devel-
opment and production for the network.

ANCILLARY MARKETS P secondary avenues
for revenues after a program’s primary run. A
series or TV movie produced for a U.S.
network may be sold simultaneously to televi-
sion systems abroad. When the network license
expires, the reruns may be offered to cable
networks or sold to local stations in domestic
syndication. For certain programs, the sale of
home video rights can be very lucrative, and
there is as well a school market for programs of
particular cultural or educational value. Be-
cause most prime-time series cost more to
produce than the networks pay for firstrun
rights, the shows derive their essential profits
from the ancillary markets.

ANDREWS, EAMONN » a leading British TV
personality who since 1968 has been a domi-
nant on-camera figure for Thames Television.
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, hosting 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 commentator 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 (1960-58), it
featured Don Knotts as Deputy Barney Fife,
Ronny Howard as Andy’s son Opie and
Frances Bavier as Andy’s aunt, Bee Taylor.
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 syndi-
cated reruns of the Andy Griffith version
carried the title Andy of Mayberry. The series
was by Mayberry Productions.

ANDY WILLIAMS SHOW, THE p title of four
different music-variety series starring one of
the leading popular singers of the 1960s.
Longest-running of the four was Williams’s
first NBC variety hour (1962-67), which fea-

tured The New Christy Minstrels and a singing
group of young boys, The Osmond Brothers.
It was by Barnaby Productions. Two years later
NBC mounted a new series for Williams with a
different supporting cast that lasted two sea-
sons, until 1971.

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

ANGLIA TELEVISION » commercial licensee
for the East of England region, based in
Norwich and founded in 1961. Survival Ang-
lia, Ltd., its production subsidiary, made its
mark globally with the Survival series of nature
and animal shows.

ANIK p early domestic satellite, launched by
Canada in November 1972 and used for trans-
continental Canadian television links and for
TV and telephone links with remote Arctic
settlements.

ANN SOTHERN SHOW, THE P moderately
successful CBS situation comedy (1958-61)
which was part of a parade of shows in the
1950s that absorbed movie actors into TV.
Actually, 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 opposite 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 Sothern
performed the voice of the car in the short-
lived fantasy comedy My Mother, The Car.

ANNE OF GREEN GABLES W successful Cana-
dian mini-series (1988) based on the Canadian
children’s book of that title by Lucy Maud
Montgomery. Produced by Sullivan Films in
Toronto, it starred Colleen Dewhurst, Richard
Farnsworth and Megan Follows. The four-
hour show was produced, directed and co-
written by Kevin Sullivan. A follow-up mini-
series, Anne of Green Gables: The Sequel, ap-
peared two years later. Both mini-series sold
well around the world, playing in more than 80
countries. (A two-hour theatrical version
played in Japan and Israel for a year.). The
mini-series also yielded a weekly series spin-off,
Road to Avonlea, which airs in the U.S. on the
Disney Channel.

ANNENBERG, WALTER H. » former head of a
media empire largely concentrated in Philadel-
phia and eastern Pennsylvania. It was disman-
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tled after his appointment as President Nixon’s
Envoy to the Court of St. James. Annenberg’s
broadcast group, Triangle Stations, was broken
up in 1970, with a total of nine stations sold to
Capital Cities and the remainder to former
employees under the banner of Gateway Com-
munications. Earlier he had divested himself of
his two newspapers, the Philadelphia Inquirer
and the Philadelphia Daily News. In 1988 he
sold the remaining Triangle publications, in-
cluding TV Guide, to Rupert Murdoch’s News
Corp. for $3 billion.

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

In 1981 Annenberg announced a grant to
public TV of $150 million—$10 million for
each of 15 years—for the development of
television courses to be used in higher educa-
tion. The funds, administered by the Corpora-
tion for Public Broadcasting, aided in the
development of such PBS series as The Brain,
Race to Save the Planet, and Ethics in America.
Nine years into the 15-year project, however,
Annenberg canceled the remaining portion of
the grant, citing tax reasons growing out of the
sale of his publications. Public television’s
shock at the loss was somewhat assuaged by the
announcement in June 1991 of a new Annen-
berg grant of precisely the same amount and
duration as the canceled portion of the original
grant—$60 million for six years. But the new
grant had a different purpose and a younger
audience: TV courses to improve the teaching
and learning of science and math in grades
kindergarten through twelve.

ANOTHER WORLD » sce Soap Operas.

ANTENNA FARM P 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 an-
tennas in various different areas because it
reduces air traffic hazards and usually makes
possible better home television reception by
permitting all receiving antennae to be orient-
ed in the same direction.
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ANTHOLOGY P nonepisodic program series
constituting an omnibus of different programs
that are related only by genre. The studio
drama series of the 1950s—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 provide a sense
of weekly continuity, as with Alfred Hitchcock
Presents, Boris Karloff’s “Thriller,”” Dick Powell’s
Zane Grey Theater and Rod Serling’s Twilight
Zone. The longest-running anthology in prime
time was NBC's Wonderful World of Disney.

The so-called *‘golden age” of TV drama
ended and anthologies in general went into a
decline in the early 1960s, when network
programmers determined that TV’s heavy
viewers—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 1960s the networks
usually avoided the anthology series as a high-
risk item except in one form, theatrical movies.

Audience criteria changed around 1970,
however, sparking the return of the anthology.
The advertising industry’s preoccupation with
demographics sent the networks in quest of
viewers in the 18-49 age range; this ruled out
the habit viewer, who was perceived as either
very young or over 50. The 18-49 group was
the movie-going group, and the networks ca-
tered to it with made-for-TV movies that, of
course, were merely telefilm 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 estab-
lished themselves in prime time.

ANTI-BLACKOUT LAW P legislation enacted 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 disaffection at
being denied telecasts of sold-out home games.
The blackouts occurred, according to team
spokespersons, because owners feared that the
availability of home 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 permanent.

ANTIOPE P videotext system developed in the
1970s by the French communications industry
under government leadership. That same de-
velopment work also led to France’s nation-
wide Minitel personal computer service that
had 6 million subscribers by 1990.




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

APPOINTMENT WITH DESTINY P series of
specials by the Wolper Organization using
documentary techniques in dramatic reenact-
ments 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; Show-
down at the OK Corral, narrated by Lorne
Greene; The Plot to Murder Hitler, narrated by
James Mason; The Last Days of John Dillinger,
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 Guenette sepa-
rately produced and directed various episodes.

APS (AMERICAN PROGRAM SERVICES) P an
association of public television stations joined
to provide program services to its members
through acquisition, coventures and coproduc-
tions to supplement the programming of PBS.
Formerly the Interregional Program Service
(IPS).

ARBITRON RATINGS CO. P the television and
radio ratings service owned by Control Data
Corp. It is the prime competitor to the A.C.
Nielsen Co. in gathering TV audience data at
the local level.

In the late 1980s and early 1990s, with the
local television market economy ailing, many
stations could afford only one ratings service.
This “‘single service” trend produced heated
competition between Arbitron and Nielsen. In
1988 nearly 570 commercial stations sub-
scribed to both services. By 1991 the number
had shrunk to 345. About 275 commercial
stations were exclusive to Nielsen in 1991,
compared to 195 for Arbitron. Nielsen had set-
tuning meters in 25 local markets against 13
for Arbitron.

The Arbitron Television Market Report
provides individual surveys of TV viewing,
with demographic breakdown, in more than
200 marketing areas defined as Areas of Domi-
nant Influence (ADI). The Arbitrons—as the
rating reports are called—also offer estimates
of the number of TV households, homes
subscribing to cable TV, owning VCRs, and

other information of the kind. The Arbitron
ADI’s are nearly identical to Nielsen’s DMA’s.

ARCHIE BUNKER’S PLACE P Carroll O’Connor
vehicle on CBS (1979-83) which represented
the remains of All in the Family after the three
other principals, Jean Stapleton, Sally Struthers
and Rob Reiner, left the cast. The newer series
featured Bunker (O’Connor), a widower, tend-
ing a neighborhood saloon with his business
partner Murray Klein (Martin Balsam), and
raising his young niece Stephanie Mills (Dan-
ielle Brisebois). Bunker without his family
proved nearly as popular as before and helped
maintain the CBS dominance of Sunday night.
Via Tandem Productions and Ugo Produc-
tions, with Joseph Gannon as producer, the
series featured Allan Melvin, Denise Miller,
Steven Hendrickson, Jason Wingreen, Barbara
Meek, Bill Quinn, Anne Meara, and Abraham
Alvarez.

ARDEN, EVE (d. 1990) » comedy actress who
appeared in more than 60 movies but is best
remembered for her portrayal of the title
character in an early TV sitcom, Our Miss
Brooks. The series began in radio in 1948 and
shifted to television in 1952, where it ran for
four years on CBS and many years after in
reruns. Arden’s hallmark was the sharp, deflat-
ing wisecrack, which she delivered with devas-
tating timing. In the 1960s she co-starred with
Kaye Ballard in Mothers-In-Law, a short-lived
NBC sitcom. Among her TV movies were The
Dream Merchants, A Guide for the Married
Woman, In Name Only and the 1983 version of
Alice in Wonderland.

ARGENTINA P country with 9.7 million televi-
sion households (against a total population of
32 million people) served by five TV networks,
four of which are privately owned and the
other, Argentina Televisora Color (ATC),
state-run. Until the administration of the Per-
onist Party’s Carlos Menem, which began in
1989, there were three state channels. Two
were privatized the following year. All, includ-
ing ATC, compete with each other for adver-
tising and all are based in Buenos Aires. Cable
penetration is around 8%, most of it in Buenos
Aires.

ARLEDGE, ROONE P president of ABC News
since 1977 and previously president of both the
News and Sports divisions. He has been a
leading figure in TV sports since the 1960s
when, as v.p. for ABC Sports, he moved
aggressively to acquire rights to top events,
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developed omnibus programs such as Wide
World of Sports and The American Sportsman and
stimulated innovations in live production. He
was named president of ABC Sports in 1968
and shortly afterwards successfully negotiated
for the Monday night NFL Football series,
giving an important lift to the network’s prime-
time schedule.

Roone Arledge

His promotiorni to head of News, at a time
when ABC was prospering on the entertain-
ment front, was alarming to many in the
industry since Arledge had no background in
journalism. It was feared that in his zeal to
improve the network’s news circulation, Ar-
ledge would let high news standards fall to
showmanship and electronic razzle-dazzle. To a
certain degree he did, at first, as with the pilot
for the news magazine 20/20 and with his
multiple anchor format to enliven the evening
newscast. But despite some early lapses, ABC
News maintained respectability and gained in
stature in Arledge’s administration, and by the
second year the ratings for the evening news-
cast, World News Tonight, had for the first time
caught up with those for NBC’s Nightly News
and on several occasions surpassed them. By
1981, ABC News had become a full-fledged
competitor to the other networks, and equally
respected.

Arledge outbid his rivals for Olympic events
in 1968, 1972 and 1976 and won honors for
ABC with distiriguished coverage. By using the
Atlantic satellite he arranged live coverage of
numerous international sporting events, in-
cluding heavyweight title fights, the U.S.-Rus-
sia 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-1970s as producer of live
specials with Frank Sinatra and Barbra Strei-
sand, and later as executive producer of the
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variety series Saturday Night Live with Howard
Cosell. None, however, scored impressively in
the ratings.

Arledge’s impact on news, when he assumed
charge in 1977, was as profound as his impact
on sports. His talent raids netted David Brink-
ley from NBC and Diane Sawyer from CBS,
among others, and at one point he came close
to wooing away Dan Rather from CBS. In the
process he drove up salaries for top network
TV journalists.

Perhaps Arledge’s most important contribu-
tion to ABC was his eventual selection of Peter
Jennings to anchor the World News Tonight
newscast from New York. This came after a
number of attempts at creating a different sort
of newscast. Arledge had inherited a dual-
anchor team of Harry Reasoner and Barbara
Walters. Reasoner, who had left CBS to be-
come sole anchor of World News Tonight, made
it evident that he resented Walters and in time
returned to CBS News and 60 Minutes. For a
short time, Arledge experimented with a tri-
anchor system of Max Robinson in Chicago,
Peter Jennings in London, and Frank Reynolds
in Washington (occasionally, Walters filled in
from New York). It wasn’'t until Arledge
settled on the single-anchor format with Jen-
nings in 1983 that ABC began to have a real
shot at becoming the leader in network news.
The introduction of Nightline with Ted Koppel
put ABC over the top. Arledge was always
seeking broader scale concepts, and the Night-
line format, with Koppel shifting from one
guest to the other and from one location to
another via satellite, proved to be a winner.
Arledge also had another winner in 20/20
when he teamed Hugh Downs with Walters.

But Arledge could not continue to oversee
two dynamic divisions, news and sports, indefi-
nitely. The new management at Cap Ci-
ties/ABC determined in 1986 that with ABC
Sports losing money, the division needed a full-
time president. Arledge was succeeded at ABC
Sports by Dennis Swanson, former general
manager of WLS-TV, the ABC-owned station
in Chicago. Arledge did, however, produce the
1988 Olympics from Calgary.

Arledge joined ABC in 1960 in a production
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 P 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 government,
largely because it was televised. The hearings
spanned two months and occupied 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 excerpts.

As he had on Edward R. Murrow’s See It
Now programs weeks before the hearings be-
gan, Sen. McCarthy projected the image of a
callous and opportunistic villain to millions in
the viewing audience. Largely as a result of the
hearings, the Senate voted 67 to 22 to con-
demn McCarthy for his tactics and irresponsi-
ble charges, and conventional wisdom insists
that it was this television exposure that turned
public opinion against the Wisconsin senator
and was his real undoing.

ARNAZ, DESI (d. 1986} P co-star of the I Love
Lucy series and subsequently producer and
occasional director of Lucy and The Lucitle Ball
Show while he was married to the comedienne.
He also headed their Desilu Studios prior to its
sale to Paramount TV. Before embarking on a
TV career, Arnaz, a Cuban, had been leader of
a Latin band.

ARNESS, JAMES W star of Gunsmoke (1955-75)
on CBS, through which he became one of TV’s
best-known and highest-paid actors, while the
character he portrayed, Marshal Matt Dillon,
became a national 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. He
later starred in a two-hour series, How the West
Was Won (1976-79), which was aired by ABC
on Monday nights in place of the NFL games
when the football season ended.

Arness returned to a new NBC series in
1981-82, McClain’s Law, with Eric Bercovili as
executive producer. But it was one of that
season’s many casualties.

ARNETT, PETER P tough veteran journalist
working for CNN who became famous for his
coverage of the- Persian Gulf war. Weorking
under censorship control by Iraqi authorities,
Arnett was the only American journalist re-
porting live from Baghdad for most of the war.
He remained there for the duration of hostili-
ties and scored a coup in an exclusive interview

with Saddam Hussein. However, he also came
under fire by some in the U.S. who felt Arnett
was being used by the enemy and that the
interview provided Hussein the opportunity to
disseminate his propaganda to the world.

A native of New Zealand, Arnett covered
the Vietnam War for the Associated Press from
1962 until the fall of Saigon in 1975, winning a
Pulitzer Prize in 1966 for international report-
ing. He left the AP to join CNN in 1981,
serving as Moscow and Washington bureau
chief, respectively.

ARNOLD, DANNY P comedy writer-producer
whose series credits include Barney Miller
(which he created with Theodore Flicker and
of which he was executive producer until 1982)
and My World and Welcome to It.

He began as a film editor, worked briefly as
a standup comedian and actor in films with
Dean Martin and Jerry Lewis and, in 1956,
became a writer for the Tennessee Ernie Ford
Show and later the Rosemary Clooney Show. He
was producer and story editor for The Real
McCoys (1962), and producer of Bewiiched
(1963-67) and of That Girl (1967-69). Arnold
was executive producer for Stat, a sitcom
centered on a hospital emergency room, which
was a 1990-91 entry and was canceled that
season. He formed his own company, Four D
Productions, in 1974; the company is named
for his wife, his two sons and himself, all of
whose names begin with the letter D.

ARREST AND TRIAL » 90-minute series intro-
duced 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
courtroom drama on the prosecution of the
case. The joining of two popular modes of
melodrama did not catch the public fancy,
however, and the series lasted only one season.
Ben Gazzara starred in the ‘“‘Arrest” segment
as police detective Nick Anderson, and Chuck
Connors played criminal lawyer John Egan in
the ““Trial” portion. The series was by Univer-
sal TV.

ARSENIO HALL SHOW, THE P late-night
syndicated talk show hosted by black actor-
comedian Arsenio Hall, which established itself
nicely in 1989 as an alternative to the Tonight
Show with its appeal to a younger audience.

Hall’s previous talk show experience was as
sidekick to Alan Thicke on the ill-fated Thicke
of the Night. Later he replaced Joan Rivers on
The Late Show, Fox’s failed bid into the late-
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night genre. Paramount Domestic Television,
which produces and distributes Hall’s show,
had to break the comedian’s contract with Fox
to get him, after executives noticed him during
his acting work on the Paramount film Coming
to America.

The show debuted in 1989 and broke some
new ground in the genre with Hall’s selection
of guests, particularly musical, which reflected
more contemporary black tastes. The show also
employs music video-style camerawork for its
musical segments and has eschewed the tradi-
tional desk & sofa set-up, opting for a more
intimate chair instead of desk.

i

Arsenio Hall with guest Jesse Jackson on The Arsenio
Hall Show

ARTHUR, BEATRICE P comedy actress who
plays the role of the ever pragmatic Dorothy on
NBC’s The Golden Girls. She began her televi-
sion career in 1971 as Maude, the liberal foil to
Archie Bunker in CBS’s All in the Family. The
character made such a strong impression that it
spawned a spin-off series, Maude, in which
Arthur starred for six seasons. She also co-
starred in the made-for-TV movie, One More
Time.

ARTHUR MURRAY DANCE PARTY, THE »
prime-time ballroom dance show which ran
through the 1950s variously on four networks.
It featured the head of the famous dance-
instruction chain but actually starred his wife,
Kathryn Murray, as hostess. The series, which
involved skits, demonstrations of dance steps,
and dance contests among celebrities began on
the DuMont Network in 1950 and the follow-
ing year switched to ABC. Later it went to
NBC, CBS and back to NBC. Murray died in
1991.
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ARTS & ENTERTAINMENT NETWORK (A&E) »
24-hour basic-cable network aimed at an audi-
ence similar to that for public TV in offering
British comedies and dramas, performing arts
programs and documentaries. But in striving to
reach the largest possible audience among the
42 million homes that receive it, A&E includes
a considerable amount of light entertainment
in its schedule, such as the series with stand-up
comedians, Evening at the Improv. Among the
national cable services, A&E has consistently
ranked well below the leaders in audience
ratings.

Launched in 1984 as a merger of ABC-
owned Alpha Repertory Television Service
(ARTS) and RCA-owned The Entertainment
Channel, A&E is jointly owned by the Hearst
Corporation, Capital Cities/ABC and NBC.
The channel’s contractual relationship with the
BBC for programming pre-dates the merger
and has resulted in a siphoning off of British
programs that previously would have gone to
PBS.

AS THE WORLD TURNS P see Soap Operas.

ASCAP (AMERICAN SOCIETY OF COMPOS-
ERS, AUTHORS AND PUBLISHERS) » founded
in 1914, the oldest of the U.S. music licensing
organizations. As a nonprofit membership soci-
ety, it collects copyright fees from users of
music and distributes the royalty payments to
writers and publishers. Radio and TV stations
and networks are permitted 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 creat-
ed the National Association of Broadcasters to
fight the anticipated increases in licensing fees.
In 1939 the broadcast industry created a new
music licensing organization as a counter-force,
BMI (Broadcast Music, Inc.), which was con-
trolled by broadcasters. Lacking the big-name
established song writers, BMI endeavored to
sign up young new COMPOSErs; many were
drawn to BMI because its formulas for royalty
payments were more generous to writers of
current hits than were those of ASCAP, orient-
ed as it was then to the established writers.

In 1941, when broadcasters would not agree
to ASCAP’s demands for higher royalty pay-
ments, all ASCAP music was barred from the
air—the current popular hits as well as the
standards by Berlin, Kern, Porter, Gershwin,




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 coun-
try music, jazz and rhythm & blues fields, and
BMI came to full flower with the emergence of
rock in the mid-1950s. Today ASCAP claims
45,000 members. Morton Gould is president.

ASCENT OF MAN, THE » outstanding 13-hour
series on the history of the ideas.of humankind
from prehistoric times to the present, prepared
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 Scientific Humanism, proved
an engaging TV performer, warm and infec-
tiously enthusiastic; these appealing personal
qualities made the difference in a remarkable
mustering of knowledge and a television tri-
umph. More than informative, the series was
inspirational because of Bronowski’s concern
not with the historical discoveries themselves—
“the great moments of human invention” —
but with what they revealed of humankind.

Bronowski died of a heart attack in Califor-
nia, where he was a fellow at the Salk Institute,
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 break-
through in the use of television for off-campus
education.

ASCERTAINMENT PRIMER P a spelling out by
the FCC of requirements and procedures to
assist stations in their ascertainment activities,
issued on Dec. 19, 1969 as Primer on Ascertain-
ment of Community Needs. It was amended and
clarified by a Report and Order of Feb. 23,
1971; in 1981 it was discarded for radio by
President Carter’s chairman Charles Ferris,
and in 1984 it was discarded for television by
President Reagan’s chairman Mark Fowler.

The primer, whose leading proponents on
the commission were Robert Taylor Bartley
and Kenneth Cox, made ascertainment of the
needs and interests of a licensee’s market an
ongoing procedure rather than one performed
only at license-renewal time. With the primer,
the FCC hoped to create a formal mechanism
by which to put all broadcasters in continual
touch with all significant elements of the com-

munities they were licensed to serve. Following

the guidelines prescribed, each station was
required to show what it ascertained of com-
munity needs and how it responded to those
needs on the air. The primer called for key
station personnel, including management, to
meet on a regular basis with community leaders
and to conduct surveys of the general popula-
tion.

The commission’s ascertainment procedures
came in stages, beginning with its 1960 Pro-
gramming Policy Statement, which expressed
the agency’s interest in licensees making a
concerted effort to seek out the community
issues that would lead to programming. In
1968, the FCC Public Notice Ascertainment of
Community Needs by Broadcast Applicanis assert-
ed that long residency in an area was not
necessarily an indication of familiarity with the
programming needs of the community, and
that a survey of needs was mandatory. The
primer that resulted was hatched in part by the
Federal Communications Bar Association
(FCBA).

ASHER, WILLIAM » producer-director whose
credits include the Fibber McGee & Molly TV
series and The Shirley Temple Show in the late
1960s, as well as Bewitched, Temperature’s Rising
and the Paul Lynde Show.

ASHLEY, TED P noted talent agent who became
chairman of Warner Bros. in 1969 when
Kinney Services Inc. acquired the motion pic-
ture 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
1950s, 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 Day
Show and Mission: Impossible. Ashley represent-
ed such artists as Tennessee Williams, Arthur
Miller, Perry Como, Burt Lancaster, Rex Har-
rison 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
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him head of the motion picture subsidiary of
what became Warner Communications Inc.

AS! {AUDIENCE STUDIES, INC.) » program
testing system in Hollywood that was used by
NBC, ABC and the production studios to
determine whether a program would be popu-
lar and whether the storylines and cast mem-
bers had appeal. CBS rarely used ASI because
it operated its own testing system, ‘Little
Annie.” ASI testing was conducted in a plush
Sunset Strip theater, Preview House, with a
seating capacity of 400, to which the randomly
accumulated participants were invited free.
Each filled out forms to provide a breakdown
of the group by age, sex, education and income
and was asked to operate a dial at his or her
seat to indicate when something in the pro-
gram was pleasing or displeasing. The dial had
degrees for either reaction. To set a norm for
each night’s audience, a Mister Magoo cartoon
was run before the program. Oscilloscopes in
the control room produced graphs of the
audience reactions as expressed in dial-turning,
and this information was collated with data
from questionnaires and personal interviews.
Although ASI had been owned by Screen
Gems in the 1960s, other studios and the
networks used it and trusted its results.

ASNER, EDWARD b television star and presi-
dent of Screen Actors Guild (1981), who
became controversial as a liberal political activ-
ist during the Reagan Administration. An issue
developed over whether the causes he cham-
pioned—the Equal Rights Amendment, oppo-
sition to American involvement in El Salvador,
opposition to nuclear arms—were perceived by
the public as the point of view of his television
persona, the sympathetic crusading newspaper
editor, Lou Grant. Thus it became a journalis-
tic issue, not unlike the issue of patent medicine
endorsements by actors portraying doctors on
television. Asner argued that actors on the
right were able to endorse political causes with
impunity, while liberals taking a position were
considered out of line.

Asner became a star, and winner of numer-
ous Emmy awards, through his role as the
hard-boiled but sentimental boss of the news-
room in The Mary Tyler Moore Show (1970-77).
When that sitcom folded, Asner’s character,
Lou Grant, was kept alive in a new CBS series
by that title under the same production aus-
pices, MTM Productions. There were two
switches, however: in the new series, Grant
became head of a newspaper’s newsroom in-
stead of a television station’s and in the one-
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hour format he became a dramatic rather than
a comic character. For all Asner’s popularity,
Lou Grant was a slow starter and didn’t estab-
lish itself firmly as a hit until its third season on
the air. It became one of the most respected
shows in television and was acknowledged as
being generally accurate in its portrayal of
newspaper life.

As a television character, Lou Grant grew
into a classic—not a leading man, but an
everyman—a beefy, blustering, blundering,
middle-aged, all-around fellow working in
rolled-up shirtsleeves. The good, decent boss:
gruff but underneath it all, humane.

During the actors’ strike of 1980, Asner, for
all his success and wealth, became a leading
activist and spokesman for the workers’ cause.
A year later he was elected president of SAG,
the "post that started Ronald Reagan on his
political career. Asner was at political odds with
Reagan, and he was outspoken in opposing
Administration policies that did not concern
actors or the union directly. These activities
made him a controversial figure in 1982. Asner
resigned as SAG president in 1985 but is still
active in social and political issues.

Asner was a serious actor on the stage before
going into television. He made his mark first
with Chicago’s Playwrights Theatre Company
and later appeared off-Broadway as Mr. Pea-
chum in The Threepenny Opera. On television,
in addition to his Lou Grant roles, he played
Capt. Davies in Roots in 1977 and in the same
year starred in the drama, The Gathering. He
also was featured in the 1980 motion picture
Fort Apache, the Bronx and starred in the 1981
teleplay, A $mall Killing. In 1985 Asner starred
in a new series, Off the Rack, and in 1991 was
added to the cast of The Trials of Rosie O’Neill.

ASPECT RATIO P referring to a TV screen’s
dimensions, its width in relation to its height.
Conventional TV tubes have a 4:3 ratio. High-
definition television (HDTV) requires a wider
tube with an aspect ratio of about 5:3.

ASPEN INSTITUTE PROGRAM ON COMMU-
NICATIONS AND SOCIETY P project 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 broadcast-
ing, television and social behavior and the
humanistic uses of cable and the new technolo-
gies. Begun in 1971 with Douglass Cater as
director, the program has consisted of seminars




and conferences and has produced a number of
books, policy papers and special reports. Mi-
chael Rice became director of the communica-
tion project in 1978 and continued until he
died in 1987. He was succeeded by Charles
Firestone.

It was at the instigation of the Aspen
Institute that the FCC late in 1975 reinterpret-
ed the Equal Time Law, classifying debates
between political candidates and their press
conferences as exempt from equal time consid-
erations if they are covered by TV and radio as
extérnal, on-the-spot news events. Thus the
institute helped to make possible the 1976
presidential and vice-presidential debates.

The focus for the 1990s is on four subject
areas: communications policy, communications
for social benefit, communications and educa-
tion, and communications for global under-
standing.

ASTAIRE, FRED (d. 1984) P incomparable
dancer who achieved stardom in movies during
the 1930s and contributed three dazzling TV
specials almost a quarter-century later. His
first, An Evening With Fred Astaire, was an attful
blockbuster in 1958, winning a passel of Emmy
Awards. Barrie Chase was his dancing partner,
Hermes Pan the choreographer and Bud Yor-
kin 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 Presents. He
also had a featured role for one season (1969-
70) in the ABC series, 1t Takes a Thief.

ASTRA » Europe’s first commercial broadcast-
ing satellite which, when it launched under
Luxembourg auspices in December 1988,
transformed the television landscape in the Old
World for all time. A medium-powered satel-
lite, known as ASTRA 1A, it transmits 16
channels of television across much of Europe,
mostly in the English and German languages.
The signals are either taken down by cable or
by private dish antennas as small as 60 c¢m at
the base of the beam. ASTRA is an impudent
satellite that has shown no respect for the
sovereignty of national borders; its footprint
comes down over much of western Europe.
Among the first prospectors in pan-Eurdpe-
an television by means of ASTRA was Scansat,
which sent a channel from London, with
advertising, to the Scandinavian countries that

largely had barred all forms of commercial
television on their native systems. Rupert Mur-
doch’s venture into direct-to-home broadcast-
ing with Sky Channel (known now as BSkyB)
utilizes five transponders on ASTRA. The
satellite also carries ScreenSport and two com-
mercial German networks, RTL Plus and Sat 1
(Sat Eins), which have been very successful.

The satellite is operated by Societe Euro-
peene des Satellites (SES), which holds a fran-
chise from the Luxembourg government to use
the country’s allocated orbital space to provide
satellites from multi-channel and multi-national
services. A second satellite, ASTRA 1B, went
aloft in 1991, with ASTRA 1C planned for
launch in 1993.

AT MOTHER'S REQUEST » four-hour mini-
series, adapted from Jonathan Coleman’s book
of that title, about a New York socialite who in
1978 persuaded her son to kill his grandfather
(her father) for his inheritance. It starred
Stefanie Powers and Frances Sternhagen and
aired on CBS Jan. 4 and 6, 1985, in two-hour
segments. Gabriel Katzka and Bob Markell
produced. Others in the cast were E. G.
Marshall, John Wood, Corey Parker, Ray Bak-
er and Penny Fuller.

Curiously, in March of the same year, anoth-
er mini-series based on the same subject—this
one six hours in length and shown on three
consecutive nights (March 22-24)—was pre-
sented by NBC. It was based on Shana Alexan-
der’s book, Nutcracker: Money, Madness, Murd-
er, with Lee Remick starring.

A-TEAM, THE p» popular NBC action series
(1983-87) with an almost cartoon-like penchant
for extreme violence with little death or injury,
from Stephen J. Cannell Productions. Starring
George Peppard as John “Hannibal” Smith,
the leader of a renegade squad of Vietnam vets
using their crack military skills to help out
anyone up against bad guys, the team also
included Dirk Benedict as Templeton “Face”
Peck, Dwight Schultz as H. M. “Howlin’ Mad”’
Murdock, and Mr. T, whose career was boost-
ed by the show, as B. A. Barracus.

Cannell produced for Universal Television.

ATLANTIS FILMS » one of Canada’s most
successful independent film and television com-
panies, engaged both in the production of its
own TV projects and in arranging financing
and joint ventures for outside producers.
The Toronto-based company began in 1977
when three Queens University students, Mi-
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chael MacMillan, Seaton McLean and Janice
Platt, began making documentaries. A year
later they were in Toronto making industrial
and government films. In 1983 they won an
Oscar in the live-action short film category for
Boys and Girls. Today the company has more
than 300 different programs in its library,
many of them coproductions with U.S. and
European companies. Michael MacMillan is
president of Atlantis.

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
1950s 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 mandatory re-
tirement age in 1959. At WBBM Atlass
groomed numerous executives who rose to
high positions at CBS.

ATS-6 (APPLICATIONS TECHNOLOGY SAT-
ELLITE 6) » an experimental NASA satellite
launched in May 1974 with the largest antenna
yet devised for space and powerful enough to
transmit directional signals to small and inex-
pensive ground receivers, making it a proto-
type for direct-broadcast satellites. ATS-6, in
its first year, was used for communications
experiments, among them health and educa-
tion transmissions to Appalachia, Alaska and
the Rocky Mountain region. In 1975 the
satellite was repositioned for use by the Gov-
ernment of India for an instructional television
experiment. In late 1976, it was moved back to
the Western hemisphere.

AUBREY, JAMES T. P president of CBS-TV
from December 1959 to February 1965. His
administration was probably the most competi-
tively successful in TV history but was marked
by hints of scandal. A cum laude graduate of
Princeton, Aubrey was a champion of unso-
phisticated entertainment programs 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 interruption by specials. In the
years before demographic ratings, when reach-
ing the greatest numbers of viewers was the
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objective, his approach proved sound and his
programming 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 personal life; about
his acceptance of an apartment 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 connection with the underworld.

Brasselle’s company, Richelieu Productions,
with no record of achievement in television,
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 expected 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 replaced 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. In recent years he returned to TV
as an independent producer, mostly of made-
for-TV movies, and had a series sale as well—
Shannon, on CBS in the 1981-82 season.

Aubrey started with CBS in 1948 as a
salesman for KNX Radio and KNXT Los
Angeles, later becoming -general manager of
the television station and of what was then the
CBS Pacific Network. In 1956 he became
manager of network programs for CBS-TV in
Hollywood, 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
Sunset Strip, The Rifleman, The Real McCoys,
Hauwaiian Eye, demonstrating that the wave of
the future in TV was the Hollywood film series
and not the New York game- or variety-show.
CBS rehired him in 1958 as v.p. of creative
services, having apparently decided then that
he was to be the next president. Within a year
he had the job.



AUDIENCE COMPOSITION P a breakdown of
the viewership of any program by such demo-
graphic categories as age, sex, education and
income. Such profiles, which are provided by
the ratings services, govern the rates charged
for commercial spots in the programs. An
audience predominating in young adults, for
example, will command higher advertising
rates than one of similar size with a large
proportion of middle-aged or elderly viewers.

AUDIENCE FLOW » the movement of the
audience between programs and stations dur-
ing successive time periods. By scheduling
programs consecutively that appeal to similar
audiences, the networks and local stations
attempt to achieve a flow of audience to
minimize the tuning away to other channels.
Program schedules are devised with a mind to
audience flow, because programmers have
found that when two contiguous shows appeal
to different kinds of viewers, neither will do
well.

AUDILOG p Nielsen’s television viewing diary
used for both national and local market (NSI)
estimates of audience size and demographics.
Households agreeing to keep a diary for Niel-
sen 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 diaries 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 meter-
ed households, because the meter can only
record how long each TV set was on and to
which channel it was tuned.

AUDIMETER P a metering device patented by
the A.C. Nielsen Co. that is attached to televi-
sion sets in sample households to record min-
ute-by-minute viewing. The device was ac-
quired by Nielsen in the late 1930s and was
first used to measure national radio audiences
in 1942. Within the standard Audimeter, now
called a set-tuning meter, a slowly revolving
cartridge of film recorded the set-on, set-off
information and the channel tuned. The re-
sults, from approximately 1,200 Audimeter
households for the national sample, were tabu-
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lated 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 informa-
tion storage and retrieval system capable of
monitoring TV sets in the sample household.
Once a day, usually late at night, 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.

In 1987 Nielsen introduced the People
Meter to measure national television viewing.
The People Meter has two parts: one, similar to
the 531A, measures standard household tuning
information; the second uses buttons to mea-
sure who is watching television. Each member
of the sample household is assigned a button to
push when watching TV. Nielsen has installed
People Meters in approximately 4,000 house-
holds to measure nationwide viewing but still
uses SIAs to measure local viewing in 26 major
U.S. markets.

AURTHUR, ROBERT ALAN (d. 1978) » 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
producer of drama specials, such as What Makes
Sammy Run? for NBC’s Sunday Showcase in
1959. During the 1960s and 1970s he worked
mainly in motion pictures.

AUSTRALIA P a country with only 5 million
television households that became a presence in
the English-speaking world during the 1980s
with a number of exceptional mini-series, typi-
fied by A Town Called Alice and The Shiralee.
Evenn more successful among its exports is a
daily soap opera, Neighbours, that became the
rage in Britain.

Australia experienced both boom and bust
in the 1980s. It had a terrific growth period in
the early half of the decade, and the Australian
industry was justifiably assertive in the world
market with programs that were distinctive and
of a high order. But just as suddenly, in the late
1980s the country became a disaster area after
the purchase of its three commercial networks
by swashbuckling entrepreneurs. Not only did
Christopher Skase, Alan Bond and Frank Lowy
probably overpay for the Seven, Nine and Ten
Networks, respectively, they immediately
joined in a reckless bidding war for stars and
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imported programming (mainly from the
U.S.), driving up prices well beyond reasonable
levels for a country Australia’s size.

Hit additionally by the economic recession
of the late 1980s, all three buyers lost their
networks in short order, while suffering huge
findncial losses. Since then, the chastened com-
mercial system has entered into a period of
tenuous recovery, with the possibility that one
of the three networks might not survive.

Paradoxically, the network that early in the
decade seemed to have the most severe prob-
lems—the venerable public network, ABC
(Australian Broadcasting Corp.), established in
1956—has emerged as the last bastion of
stability. It alone has been in position to invest
millions in commissioning domestic produc-
tions. The ABC’s chief strengths have been in
news, current affairs and science program-
ming, although it has been successful also with
mini-series based on history.

A fifth Australian network, founded in
1978, is the Special Broadcasting Service,
which was created by the government to serve
the country’s multicultural society. The net-
work carries a range of programs in some 40
different languages. The station is funded by a
combination of government grants and com-
mercial sponsors.

Australia has no cable penetration whatso-
ever, but the country’s principal satellite com-
pany, Aussat, has the ability to license a direct-
to-home satellite service. A pay service is also
expected to be operational some time in the
1990s.

AUSTRIA P one of the few countries in West-
ern Europe to remain a holdout against pri-
vately owned television systems. The country
of 2.8 million TV households continues to be
served by two public television channels pro-
vided by the state-run monopoly, Osterreicher
Rundfunk und Fernsehen (ORF). They are
supported chiefly by receiver license fees and
program underwriting, in the manner of U.S.
public television.

However, the 500,000 Austrian households
with cable are able to receive commercial
television from Germany, whose main private
networks, Sat 1 and RTL Plus, beam into
Austria from satellite.

AUTOBIOGRAPHY OF MISS JANE PITTMAN,
THE » two-hour dramatic film on CBS (pre-
miere: Jan. 31, 1974) tracing the life of a black
woman in the South from slavery to the civil
rights movement of the 1960s. A poignant
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made-for-TV movie, it won nine Emmy
Awards and at once seemed destined for
annual repeats (which so far have not 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
Aithart, Richard Dysart, Roy Poole and Valer-
ie O’Dell.

AUTRY, GENE p singing cowboy of the movies
and early western star of TV who became a
station tycoon as majority owner and chairman-
president of Golden West Broadcasters, a West
Coast group whose flagship was KTLA-TV Los
Angeles. Through his Flying A Productions, he
produced The Gene Auiry Show (1947-54), with
Pat Buttram as his sidekick, 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 Chey-
enne, Gunsmoke and Rawhide.

Autry sold KTLA in 1982, and the station
was later acquired by the Tribune Company.

AVAILABILITIES (AVAILS) » unsold time in the
active commercial inventory of a station, net-
work or cable channel.

AVENGERS, THE P secret agent series pro-
duced 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 independent sleuth.
His original female partner, with a talent for
karate, was Honor Blackman as Cathy Gale;
she was succeeded by Diana Rigg as Emma Peel
and then by Linda Thorson as Tara King.
In marketing terms, at least, The Avengers
was probably the most successful British-flag
series, sold in approximately 120 world mar-
kets. After a hiatus of several years, producers
Brian Clemens and Albert Fennell briefly reac-
tivated the show, with Macnee again in the
lead, and with financing by a French syndica-
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tor. Reruns of the series were appearing on
A&E as recently as 1991.

AYKROYD, DAN P one of the notable alumni
of Saturday Night Live (1975-79) who fashioned
a film career on the popularity he gained from
the irreverent NBC show. In one of his stron-
gest turns on SNL, he teamed up with the late
John Belushi as a rock act called the Blues
Brothers; in 1980 that routine became the basis
for a comedy movie, The Blues Brothers. Ay-
kroyd was also featured in Ghostbusters (1984)
and Driving Miss Daisy (1989), among a num-
ber of lesser box-office films.

AYLESWORTH, MERLIN HALL (d. 1952) »
nicknamed “Deac,” first president of NBC,
joining on Nov. 15, 1926, after having been
managing director of the National Electric
Light Association. 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 chairman 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, Sr. {d. 1973) » co-
founder (with Romulo O’Farrill) of Telesiste-
ma Mexicana and head of that television mo-
nopoly 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
expanded his business interests with cable
television, automobile sales, hotels and the
ownership of a soccer team.

Azcarraga’s system controlled four channels
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 has sold its
programs throughout Latin America and to
the Spanish-language networks in the U.S.

Azcarraga was succeeded by his son, Emilio,

Jr.
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BAA BAA BLACK SHEEP » hour-long NBC
action-adventure series (1976) based on the
World War 1I 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 violating the
*“family viewing time” code in glorifying char-
acters who engage in brawling, drinking,
wenching and violence. NBC explained that
the series had not initially been conceived for
“family time” (before 9 p.m.) and that subse-
quent episodes had been cleaned up to meet
the code standard. CBS withdrew the com-
plaint 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 but then was given a
second chance as a mid-season replacement in
1977-78 with a new title, Black Sheep Squadron,
and in a 9 p.m. time period. Again it failed,
against tough competition from ABC’s Char-
lie’s Angels.

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 productions in
the “golden age” of TV drama. In 1962 she

40 <« LES BROWN'’S ENCYCLOPEDIA OF TELEVISION

produced the DuPont Show of the Week and in
the 1970s 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.

After working in network programming on
the west coast for a number of years, she gave
up her job as vice president at ABC in early
1982 to return to New York as producer of
Agnes Nixon’s All My Children daytime serial.
Babbin left the show in 1986. Later she worked
on Loving (1990-91).

BACHELOR FATHER W successful situation com-
edy about an eligible bachelor raising his
teenage niece. It premiered on CBS in Septem-
ber 1957, then moved to NBC (1958-60) and
finally to ABC (1961-62). By Bachelor Produc-
tions, it starred John Forsythe as attorney
Bentley Gregg and featured Noreen Corcoran
as his niece, Kelly Gregg, and Sammee Tong as
the butler, Peter Tong. :

BACK, GEORGE P veteran syndication execu-
tive and chairman of All American Television.
He was one of the pioneers of barter syndica-
tion, which involves reserving time in syndicat-
ed programs for the sale of national spots—a
practice that has overtaken the syndication
industry. All American TV distributes such
shows as USA Update, America’s Top Ten With




Casey Kasem, Beyond 2000, and The Howard
Stern Show, among others. It also sells barter
spots for other clients, including Stuntmasters,
which is distributed by Blair Entertainment.

Back, one of the few syndicators with a
Ph.D. degree, which he earned in the late
1970s, began in the program syndication busi-
ness in 1967 as head of the Chicago office of
ABC Films. He left in 1970 for Group W
Productions, where he remained for seven
years. It was while selling Group W’s Mike
Douglas Show that he introduced the practice of
claiming spots for national sale in lieu of raising
the price to local stations at renewal time. The
practice was controversial at the time, but it
soon spread in the industry to the point where
many shows are distributed entirely on a barter
basis.

For two years after his Group W stint, Back
was chief executive of the Hughes TV Net-
work. In 1980 he became the first executive
director of the National Assn. of Television
Program Executives (NATPE), a leading trade
association. He left in 1982 to start up All
American TV.

BACKE, JOHN D. » former president of CBS
Inc. whose term began in October 1976 upon
chairman William S. Paley’s sudden dismissal of
Arthur R. Taylor, who had been Paley’s heir-
apparent since 1972. He received the addition-
al title of chief executive officer in May 1977.
But he was ousted suddenly by Paley in the
Spring of 1980 and was succeeded by Thomas
Wyman. The following year he joined Tomor-
row Entertainment, an independent produc-
tion company, as president, where he remained
until 1984. He then went on to become CEO of
Backe Group Inc. and owner of WDKY-TV in
Kentucky since 1986.

Backe’s background was in publications. 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 corporate president, he helped to
engineer, with Taylor, the acquisition of Faw-
cett Publications.

Earlier, Backe was president and chief exec-
utive of General Learning Corp., a joint ven-
ture of General Electric and Time Inc., rising
to that position after heading its textbook
publishing subsidiary, Silver Burdett Co.

BACK-END P all sources of income for a
program beyond that for which it was original-

ly created. For a network show or series these
might include syndication, foreign sales and
home video, as well as publications based on
the property and product licensing. Successful
animated programs tend to do exceedingly well
in the back-end. The Simpsons and Teenage
Mutant Ninja Turtles were two that hit the
jackpot.
See also Ancillary Markets.

BACKSTAIRS AT THE WHITE HOUSE » well-
received nine-hour NBC mini-series in 1979
presenting a docu-drama view into the private
lives of America’s first families from the Tafts
to the Eisenhowers. The story of the domestic
lives of the presidents was told from the
perspective of two generations of black maids
who between them worked at the White House
for more than 50 years. In the background
were such major events as World Wars I and I1
and the Great Depression.

The production was based on material from
the 1961 best-selling memoir, My Thirty Years
at the White House, by Lillian Rogers Parks and
Frances Spatz Leighton. The husband and wife
team of Gwen Bagni and Paul Dubov adapted
the story for television. Ed Friendly produced
and Michael O’Herlihy directed. The cast
included Leslie Uggams, Olivia Cole, Cloris
Leachman, George Kennedy, Robert Vaughn,
Harry Mergan, Paul Winfield, Robert Hooks,
Louis Gossett, Jr. and Ed Flanders.

BAERWALD, SUSAN P a former vice president
for mini-series at NBC who went on to become
an independent producer in the form. Those
she has produced since leaving the network
include Blind Faith, Jackie Collins: Luck-
y/ Chances and Cruel Doubt.

BAILEY, JACK (d. 1979) P veteran game-show
emcee, best known for Truth or Consequences
and Queen for a Day. Earlier he had been an
announcer for network radio programs.

BAILEYS OF BALBOA, THE » CBS situation
comedy (1964) whose flop contributed to end-
ing James Aubrey’s reign as president of the
network. Produced by Richelieu Productions,
it featured Paul Ford, John Dehner, Sterling
Holloway and Judy Carne.

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, recognizable
faces in 1925. In 1928 he transmitted a
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television signal from England that was re-
ceived in the U.S. The BBC adopted Baird’s
mechanical system in 1936 for regular trans-
missions, 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 television
using a picture tube, and shortly before his
death he had completed research on a stereo-
scopic television system. In the 1920s Baird
demonstrated the first videodisc (using a stan-
dard wax phonograph record) and the first
projection television system.

BAKER, WILLIAM F. » president and CEO of
New York public television station WNET
since May 1987, succeeding fohn Jay Iselin.
The station is one of the most influential in the
public TV system. Before arriving at WNET
Baker worked in commercial broadcasting,
serving simultaneously as president of Group
W Television and chairman of Group W
Satellite Communications. At Group W he was
involved in the launch of several cable net-
works, among them the Disney Channel, the
Discovery Channel, and the Travel Channel.
He joined Group W from Scripps Howard
Broadcasting in 1978 and a year later was
promoted to head of all television operations,
including the station group and the company’s
production and syndication subsidiary. In 1981
he added oversight of the satellite unit. Baker
began working in broadcasting while still a
student at Case Western Reserve University in
Cleveland, where he earned a Ph.D.

BALL, LUCILLE (d. 1989) P probably TV’s
biggest star, familiar to viewers throughout the
world through her classic situation comedy [
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 1970s, 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 1960s,
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 as
president of their production company, Desilu,
which had grown into one of the large indepen-
dents, supplying a number of shows to the
networks. She doubled as an executive and star
when she resumed weekly television with The
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Lucy Show in 1962, until Paramount purchased
the company in 1967.

Although she had previous stage and film
credits, Ball was scarcely known to most of the
TV audience when [ Love Lucy premiered on
Oct. 15, 1951. Arnaz, a Cuban band leader
whom she had married in 1940, had only a
slight reputation in U.S. show business. But the
zany series was an instant hit and rose quickly
to become the most popular show on TV. Ball
portrayed a beautiful, well-meaning schemer
who seemingly never lived a day without
becoming involved in an outlandish predica-
ment. The situations gave full range to her
talents for sight comedy, but remarkably—
through all the absurd disguises and broad
physical antics—she was able to preserve a
lady-like persona.

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

When Ball became pregnant in 1952, pro-
ducer Jess Oppenheim decided that television’s
Lucy would become pregnant too. The dual
event, Ball’s real-life delivery 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 on June 24, 1957,
when the stars decided to concentrate on
specials. 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 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 children
Desi Jr. and Lucie Arnaz, and given the title
Here’s Lucy (1968-74). Gordon remained as a
principal, and Desi, Jr., 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 Ball was with the
network.

In 1979 she was recruited by NBC president
Fred Silverman—with whom she had worked
at CBS—to develop comedy series and talent
for the network through her own new produc-
tion company, and also to star in comedy
specials. This resulted in little more than




publicity, however, although two unsuccessful
pilots were made, neither starring Ball. In
1986, she starred in the short-lived Life with
Lucy series on ABC. Her last show was a made-
for-TV movie, The Stone Pillow, in which she
portrayed a homeless woman.

T

Lucille Ball

BALMUTH PETITION » a futile attempt by
Hollywood craft unions in the early 1970s 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
restriction, 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
pleased 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, representing
28 labor organizations, in addition to others. In
July 1976, while acknowledging that many
people felt strongly about the saturation of
reruns, the FCC rejected the plea in a 7-0
decision. It reasoned that the government had
no right to control such matters and that the
issue was better resolved by market forces.

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 programming

overall. The commission added that to engage
in regulatory action for the purpose of improv-
ing employment was not within its province. It
said, finally, that it lacked the authority to
regulate the type and quality of programming
unless a substantial public benefit 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 Univer-
sal TV.

BANDWIDTH P 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
MH?Z).

BANKS AND THE POOR P controversial pub-
lic TV documentary in 1970 critical of money-
lending institutions and which held the banking
industry to blame for perpetuating slum condi-
tions. The program, which was produced by
Mort Silverstein, ended with a crawl that listed
98 members of Congress who were either
shdreholders or directors of banks, while “The
Battle Hymn of the Republic” ironically played
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 feder-
al appropriation for public TV. Many of the
stations, besides, had board members who were
bankers. Several stations postponed the show-
ing and a few declined to show it at all. PBS
acted against its own policy by inviting repre-
sentatives 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 P independent producer-direc-
tor, whose credits include The Dinah Shore
Chevy Show in the mid-1950s, The Garry Moore
Show in the late 1950s and Candid Camera (as
executive producer) in the mid-1960s. Early in
his career he was director for NBC of Garroway
at Large and Omnibus. His independent compa-
ny, Bob Banner Associates, has concentrated
primarily on music-variety specials, such as
Carnegie Hall Salutes Jack Benny, Julie and Carol
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at Carnegie Hall, Here's Peggy Fleming, The Kraft
Music Hall and the John Davidson shows, with
occasional ventures into made-for-TV movies.
More recently, his company produced Perry
Como’s seasonal special for ABC, and Solid
Gold, which he also directed for Operation
Prime Time syndication until the show was
canceled in 1988. He also directed the syndi-
cated variety contest, Star Search.

Recently, he, Gary Pudney and others con-
solidated their independent production activity
in the newly created Paradigm Entertainment.

BANZHAF CASE » (John F. Banzhaf III v. FCC
[405 F2d 1082 (1968)]) the Fairness Doctrine
applied to the broadcast of cigarette commer-
cials. In December 1966, John Banzhaf, a New
York lawyer acting as a private citizen, request-
ed free time from WCBS-TV New York to
answer its cigarette commercials 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 presenting such advertisements
had the duty of informing the public of the
hazards of smoking because the promotion of
smoking was proved not to be in the public
interest. Banzhaf’s bid for counter-commercial
time approximately equal to that for cigarette
ads was rejected, however; instead, the FCC
proposed 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’ argument
was that by passing the Cigarette Labeling 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 argu-
ment and also concluded that cigarette adver-
tisements were not constitutionally protected
speech. The court did not accept Banzhaf's
equal time claim nor the cigarette manufactur-
ers’ claim for rebuttal time to answer antismok-
ing messages.

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

BAR (BROADCAST ADVERTISERS REPORTS) »
company engaged in monitoring commercials
televised on networks and stations; its syndicat-
ed reports are used by advertisers and agencies
as proof-of-performance for their commercials
and by stations to keep abreast of advertising
purchased at competing stations.

~ BAR monitors 351 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 dollar
expenditures. Sixteen major markets are moni-
tored on an everyday basis. The remaining 59
are monitored randomly for one week each
month.

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

BARBARA McNAIR SHOW, THE p» half-hour
music-variety series produced in Canada for
U.S. syndication in the prime time-access peri-
ods (1969-71). Winters-Rosen Productions
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 frequent
star. It was by E.S.W. Enterprises.

BARBER, RED (WALTER L.) » one of the most
popular and respected sportscasters in the
medium whose career spanned the period
1934-66. Chiefly associated with baseball, he
was dismissed by the Yankees management
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 sportscasters employed by
teams should be identified as hired boosters or
be allowed 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 accent contributed to
his distinctive style, and he popularized such
Southern expressions as “‘catbird seat’” (sitting
high up in an advantageous position) and
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“rhubarb” (an argument on the playing field).
After his dismissal he wrote, freelanced occa-
sionally in broadcasting and went into retire-
ment around 1970. In the late 1980s he began
a weekly five-minute commentary on National
Public Radio and reached an affectionate new
audience.

BAREFOOT IN THE PARK P NBC situation
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 and Tra-
cy Reed as Paul and Corie Bratter, along with
Thelma Carpenter and Nipsey Russell. It was
by Paramount TV.

BARETTA » ABC series about an unorthodox
undercover police detective portrayed by Rob-
ert Blake. The series had an unusual history. It
began in 1973 as Toma, a series with Tony
Musante based on the adventures of a real-life
cop who relied on his wits and imaginative
disguises, but ended after one season when
Musante became disenchanted with the role.
Because the ratings were promising, it was
revived in January 1975 with Blake as Tony
Baretta, and although the title was changed the
show was given the Friday night slot originally
held by Toma. For several 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. It was
canceled in the spring of 1978. Among the
regulars in the series were Dana Elcar as
Lieutenant Shiller and Tom Ewell as the
apartment attendant Billy Truman. Bernard L.
Kowalski was executive producer and Jo Swer-
ling Jr. producer for The Public Arts, Roy
Huggins Productions and Universal TV.

BARKER, BOB » TV emcee who hosted Ralph
Edwards’s Truth or Consequences, first on NBC
and then in syndication, for 18 seasons (1956-
74). In 1972 he also took on The New Price Is
Right on CBS and then the syndicated night-
time version of that show. In 1966 he became
the emcee for both the Miss Universe and the
Miss USA beauty pageants; in 1967 he began
hosting the Indianapolis 500 Parade; and in
1969 he began announcing the Rose Bowl
Parade on CBS. All these he did for many
years. Through his own production company,
he has also produced the Pillsbury Bake-Off
specials.

BARNAB)" JONES P hour-long private-eye
series that held its own nicely in a variety of
time periods on CBS from 1973-80. Starring
Buddy Ebsen, who overcame the typecasting of
his prev1ohs hit series, The Beverly Hillbillies, it
featured Lee Meriwether as Betty Jones and
Mark Shera as Jebediah Jones, and was pro-
duced by Quinn Martin Productions.

|

BARNATHAN, JULIUS P for three 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 rIesearch, head of affiliate relations,
head of the owned TV stations, general manag-
er of the network and head of engineering and
broadcast | i 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 conven-
tions to the Olympic Games.

Barnathan was named v.p. for engineering
in 1965 to supervise the equipping of the
network ahd owned stations for color TV. For
the three prev10us years he had been v.p. and
general manager of ABC-TV, and for a brief
period eaillier 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
supervisori of ratings and swiftly won promo-
tions in the research department until, in 1959,
he becamd v.p. in charge. In 1976 he received
the title of president of engineering and opera-
tions. Following the acquisition of ABG by
Capital Cmes, in April 1989 he was named
senior v. p‘ of Capital Cities/ABC in charge of
technology and strategic planning. He retired
at the end of 1991 but continues his relation-

ship with ithe company as a consultant.

|
BARNEY MILLER » ABC half-hour comedy
centering on an ethnic-rich squad room of New
York precinct detectives. After an unsteady
start in January 1975, the series developed into
a hit and ran until 1982. Hal Linden starred in
the title r<‘)le, with Barbara Barrie as his wife
Elizabeth. Featured as other detectives in the
squad were Abe Vigoda as Phil Fish, Max Gail
as Stan (Wojo) Wojehowicz, Gregory Sierra as
Chano Amengual, Jack Soo as Nick Yemana,
Ron Glasslas Ron Harris, Steve Landesberg as
Arthur Dietrich and Ron Carey as Carl Levitt.
The series was created by Danny Arnold and
Theodore| Flicker, with Arnold as executive
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producer for Four D Productions. Producers
were Chris Hayward and Arne Sultan, and
Norm Pitlik directed most of the episodes. In
1977 Vigoda's character was spun off into a
new ABC situation comedy, Fish, but the show
was unsuccessful.

BARNOUW, ERIK P leading broadcasting his-
torian, author of the three-volume History of
Broadcasting in the Uniied States and chief of the
Motion Picture, Broadcasting and Recorded
Sound Division of the Library of Congress
(1978-81). From 1946 to 1973, he taught
courses in film and television and chaired the
film division at Columbia University’s School
of Arts. During much of that period he was also
active in the broadcast industry, chiefly as a
writer, and at one time headed the Writers
Guild of America (1957-59). He also produced
and wrote several films for National Education-
al Television.

His books include Mass Communication
(1956); the trilogy comprising the History of
Broadcasting: A Tower in Babel (1966), The
Golden Web (1968) and The Image Empire
(1970); as well as Tube of Plenty (1975) and The
Sponsor (1978).

BARON, THE » British action-adventure series
slotted by ABC as a midseason replacement in
January 1966 with unimpressive results. Based
on mystery stories by John Creasey, it starred
Steve Forrest as American John Mannering
and was by ATV.

BARRETT, RONA » Hollywood gossip colum-
nist carrying on, via TV, the tradition of
Hedda Hopper and Louella Parsons. In the late
1960s she began doing two-minute reports for
ABC o0&os to use in their newscasts, and in
1969 she started a daily syndicated TV “col-
umn”’ 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.

NBC hired her away in 1981 to team her
with Tom Snyder on Tomorrow, but the two
quarreled over turf and the match was never
consumnmated. Barrett wound up with a short-
lived prime-time series of her own, Television
Inside and Out, in the winter of 1981,

BARRIS, CHUCK P game-show packager whose
long list of entries began with The Dating Game,
The Newlywed Game and Operation Entertain-
ment for ABC, the network with which he had
previously been associated as a program execu-
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tive. His Chuck Barris Productions was also
responsible for The Game Game and others in
that perishable daytime genre, and it provided
the financial backing for the Blye-Bearde pro-
duction of the syndicated Bobby Vinton Show
(1975). Barris cast himself as host of the
daytime NBC series The Gong Show in 1976.

During 1979, Barris had five syndicated
programs in production: The Gong Show,
Three’s a Crowd, The $1.98 Beauty Show, The
Newlywed Game and The Dating Game. A year or
so later most of them were gone.

BARRON, ARTHUR P freelance producer, di-
rector and writer generally associated with
documentaries, although in latter years his
work extended to movies and some TV drama.
Between 1975 and 1977, Barron produced 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 series and a theatrical
movie for Warner Bros., called Brothers.

While on the staff of CBS News in the 1960s
Barron was responsible for such documentaries
as Sixteen in Webster Groves, Websier Groves
Revisited and The Berkeley Rebels. He also had
worked for NBC News and Metromedia. As a
freelancer, 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 Afierschool Special.

BARRY, JACK (d. 1984) » prominent game-
show producer and host in the 1950s who was
forced to drop out of television for more than a
decade 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 televi-
sion as a game show producer in 1970 and
made his comeback with such successful 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.

BARRY, PHILIP, JR. » executive producer,
chiefly of made-for-TV movies. Son of the
famous playwright, he began his television
career in the early days of the medium working




on such prestigious drama series as Goodyear
Television Playhouse. In the early 1970s he
served for CBS as executive producer of its
made-for-TV movies and then moved on to
Tomorrow Entertainment in a similar capacity.

BARTELME, JOE {d. 1991) » veteran NBC
News executive who in May 1979 became
executive producer of Today. He had been v.p.
of NBC News, responsible for all regularly
scheduled news programs, which included To-
day as well as the Nightly News. Previously
(1974-77), he was v.p. of news for the NBC
o&os and before that the network’s West Coast
news director. He came to NBC in 1971 after
having been news director for WCCO-TV in
Minneapolis.

BARTER P a form of advertising sale in which
the advertiser gives a program or program
matter to a station or network in exchange for
commercial spots. The number of spots and the
time periods in which they are played are
subject to negotiation. While barter was com-
mon 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 program-
ming. Here advertisers seeking bargains in
choice viewing hours provided stations with
reasonably attractive programs containing two
or three minutes of their commercials. 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 Chevrolet
did the same with such series as Stand Up and
Cheer, The Golddiggers, The [onathan 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 advertisers preferred to barter on a
time-bank principle, giving programs to sta-
tions in exchange for credit so that they were
owed commercial time to dispose of as and
whenever they chose.

By the 1980s practically everything in syndi-
cation was sold on a barter basis, and many of
the most desirable shows were offered for cash-
plus-barter. The reruns of The Cosby Show were
syndicated at the highest cash price ever; still,
the terms included a single barter segment per
program, which was sold nationally by the
syndicator, Viacom. Barter tends to be a god-
send for small-market stations which are spared
having to put up cash for programming, but it
sometimes presents a problem for stations in
the largest markets which are loath to give up
spots that sell at high rates.

Certain American distributors have been
trying to introduce the barter concept to
European markets but have met with resis-
tance, in part because it seems to represent a
relinquishing of program control to advertis-
ers. Most of the new European commercial
networks do not view themselves primarily as
advertising media, and in some countries—the
U.K., for example—strict prohibitions exist
against advertisers participating in program
decisions.

BARTLESVILLE TEST P an early pay-TV experi-
ment begun in the fall of 1957 in which a
Bartlesville, Okla. theater owner sent movies
by wire to subscribing homes for a monthly fee.
It ended the following spring, deemed a fail-
ure.

BARTLEY, ROBERT T. (d. 1988) » FCC com-
missioner 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
proposed ABC-ITT merger essentially on the
ground that a vast international conglomerate
with its impersonal approach to business could
have little sense of local community needs. He
was the FCC’s leading advocate of ascertain-
ment rules for license renewals. A democrat
from Texas and generally considered a liberal,
he had been administrative assistant 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.

BARUCH, RALPH M. » one-time major figure
in both the cable TV and syndication industries
as president and chief executive officer of
Viacom International Inc., a company that in
1979 began expanding also into broadcast
station ownership and network program pro-
duction. Baruch was one of the CBS executives
who was spun out of the company when CBS
spun off Viacom in June 1971, after the FCC
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ordered the networks out of syndication and
cable ownership.

BASEBALL » a huge ratings-getter in October
at World Series time, and earlier for the
divisional playoffs and the All-Star game, but
otherwise not the national draw during the
course of the season that professional football
has been. Indeed, it was television that reduced
baseball from national pastime to probably the
number two sport in America, amplifying as it
does the relative slowness of the game and the
length of the season. Locally and regionally,
however, baseball has been a powerful TV
attraction, especially for teams that are both
colorful and pennant contenders.

But despite baseball’s history as a sport of
predominantly local interest, CBS raised licens-
ing of network rights to extraordinary heights
in December 1988 when it negotiated, a four-
year exclusive network deal for $1.08 billion.
This had to do with a CBS strategy adopted
that year, when it had sunk into third place in
the prime-time competition, of projecting itself
as the network providing the “'major events.”
Where baseball is concerned, the major event is
the World Series in October. In securing the
network baseball rights, CBS stole away NBC'’s
distinction as the baseball network, which dat-
ed to 1947.

The previous contract, which ended after
the 1989 World Series, was a six-year pact
divided between NBC and ABC, each getting a
Game-of-the-Week package and alternating
year by year in the coverage of the World
Series, the playoffs and the All Star game. NBC
reportedly paid $525 million and ABC $575
for the six-year term, and both did no better
than break even. ABC was believed to have lost
a few million.

CBS'’s billion-dollar contract was exclusive
only where the other broadcast networks were
concerned. Major League Baseball plucked an
additional $400 million from cable’s ESPN for
a package of around 190 regular season games
a year, over four years. The two contracts work
out to $362 million a year, which is divided
equally among the local clubs and represents
roughly one-fourth of their income. It raised
each club’s take from national TV rights from
$7 million to $14 million for each year of the
contract. This, of course, does not include what
the clubs receive for local TV and radio rights
and from regional pay cable.

As with most’ other major sports, the eco-

nomics of professional baseball has become tied
to television economics. When baseball stars
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are performing on the field they are television
stars, and the astronomical amounts paid by the
clubs for their services are made possible by the
ever-increasing rights-fees from the TV net-
works, cable networks, local stations and re-
gional sports channels on cable. CBS’s baseball
contract has put a new valuation on televised
sports generally and raised expectations of
higher network rights fees for all other popular
sports.

Another significant contract signed in De-
cember 1988 was that between the New York
Yankees and the Madison Square Garden cable
channel, MSG, for rights to televise a substan-
tial number of regular season games. Under
the 12-year contract, which started in the 1991
season, the Yankees are to receive $500 mil-
lion, or more than $41 million a season. This
amount for a single team, from cable rights
alone, exceeds the combined payrolls of the
three lowest-ranked teams in 1990.

The teams in the largest television markets
have a distinct economic advantage over those
from the smaller ones, an imbalance that
eventually could create a competitive imbal-
ance among the teams. One year the Boston
Red Sox’s player payroll was larger than the
total revenues for the Seattle Mariners. Red
Sox income from the local media alone was
greater than the Chicago White Sox player
payroll.

Agents were quick to negotiate huge new
contracts for the players based on the newest
windfall from television. Boston’s star pitcher,
Roger Clemens, established a new high in
salary levels with a contract for $5 million a
year.

But many who follow the business of base-
ball believe the big money from national televi-
sion has peaked with the CBS and ESPN deals.
Both are expected to lose considerable
amounts of money from their baseball commit-
ments, especially since the advertising market
for sports went uncharacteristically soft in the
early 1990s. In fact, CBS is believed to have
lost $170 million in the first year of its baseball
coverage. Its losses were made worse by a one-
sided World Series that lasted only 4 games.
The network fared better in 1991, especially
with a World Series that more than fulfilled the
network’s ‘big event” strategy. It was a gem of
a series that ran the full seven games and was
decided in the 10th inning of the final game,
with Minnesota beating Atlanta 1-0. The series
was lush with interesting angles, even for the
lay public: it was played between two Cinderel-
la teams that had finis