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liierision is the copiously illustrated companion to the 
eight-part PBS series of the same name that looks at the 
television industry—its history, success stories, comic 
disasters, current problems, and trends—and takes a 
glimpse at its future, through interviews uith the men 
and women who were and are intimately involved in its 
creation and development. 
More than fifty interviews take us from the pioneers 

who figured out how to transmit video through the air 
and invented the first television cameras to the pro-
ducers who juggle multiple satellite feeds to bring us the 
royal wedding and the Olympics; from the early days of 
live drama to million-dollar miniseries; from wars to 
peace conferences; from the race for the pennant to the 
raex for the presidency to the race fir space. 
Television contains interviews ‘‘ith the pioneers and 

innovators: the stars, writers, producers, directors, tech-
nicians, engineers, makeup and hair stylists, journalists, 
and commentators whose stories ame_se and infirm us 
as they relate behind-the-scenes incidents. 
There are stories from the legendary Golden Age of 

live TV, from Titer J. P. Miller (The Dais of Wine and 
Ross); director John Frankenheimer ("It just happened 
to be a time when there N%-as an awful lot of talent col-
lected in one place"); and actor John Forsythe ("I had 
three people tearing my clothes off, three people put-
ting MN' clothes on, and I made it—breathing hard the 
whole way!"). 
The creators and producers of everyone's favorite 

sitcoms speak, including: Grant Tinker (The Ma;' Tyler 
Moine Show); Tony Thomas (Soap, The Galen Girls), 
Danny Thomas's real-lik son ("There would be a din-
ner. a fight, a happy moment...and t&c next thing 
knew my father was fleshing it out into a story"); and 
Larry Gelbart, who started out as a writer for Sid Caesar 
and went on to develop, write, and coproduce 
M A * S *El ("I'd like to talk about censorship, but I'm 
not allowed to"). 
We hear from the people behind the westerns 

(William Orr, Cheyenne); the dramas (Herbert Brodkin, 
The Deli-idea); the docudramas (J. P. Miller, Hater-
Skeiter); the miniseries (David Wolper, Roots); and 
today's crop of innovative and experimental program-
ming: Steven Bochco (Hill Street Blues, L.A. Lan'); 
Michael Mann (Miami Vice); Barbara Corday (Cagney 
and Lacey); and Glenn Gordon Caron tMoon/Ohtirg). 
Jack Barry speaks of the quiz-show scandals of the fif-

ties. Mery Griffin tells of the creation cf his game-show 
successes Wheel of Fortune and Jeopardy, and Walter 

(continued on back flap 
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Cronki:e discusses whether or not he'd have made a 
good president. 
With an introduction by Edwin Newmin, who has 

been in television for almost thirty-five years, ièfrvision 
is illustrated with more than 250 photographs—some 
never before published—that illuminate the entertain-
ing and anecdotal interviews. 
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"In just half a century, television has covered the planet, becoming a global power 
with a profound impact on everything from buying habits and fashion styles to poli-
tics and language. There are now more than 750 million TV sets in almost 160 coun-
tries, watched by more than 2.5 billion people. For every child born in the world, a 
television set is manufactured—a quarter of a million every day... .51 

—From the Preface 
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"You cannot have a modern society without television. It's as simple as that." 

—Arthur C. Clarke, author 

"I don't think in history any part of the entertainment business has taken on the challenge that TV does, 
1vhicI is to create sixty-six hours of entertainment a week."  —Glenn Gordon Caron, Moonlighting 

"The Golden Age was golden largely in the sense ofopportunin-. There was an awful lot ofdrama. Televi-
sion \\ -as still new and exciting. Everybody watched. You would walk down the street the next dav and you 
would hear people talking about it. You had a sense of  audience, and you had a sense that what you did 
was needed."  —Gore Vidal, author 

"Earls' TV was a good deal like a udevi I le it was the box they buried vaudeville in after it died." 

—Larry Gelbart, M*A*S*H 

"We were in some deserted village in the wilds on the Caspian Sea. This waiter came up—of course he 
didn't speak any English—the man was as remote from civilization as N-ou can get. He said, 'Captain Kirk?' 
In the back room of the restaurant where I was eating, on this ancient black-and-white television set, Star 
lh'k was playing."  —William Shatner, actor 

"Television must continue to change if it's going to survive as an intelligent medium. Television is a canni-
balistic kind of show business. It eats its young."  —George Schlatter, Rowan and Martin's Laugh-In 

"Almost everything in television is a cop show. It just is." —Steven Bochco, Hill Street Blues, L. A. Lan, 

"The only way you can get any feeling out of television set is to touch it when you're wet." 

—Larry Gelbart 
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PREFACE 

VII 

I was standing next to Jim Lehrer, the co-anchor of 
The MacNeil/Lehrer Newshour, in a darkened TV 
studio. We were waiting, which is something you do 
a lot of in television, waiting for a light to be reposi-
tioned or a camera to be fixed or a tape to be 
rewound and reset —"reracked." 
"The thing you've got to understand," Lehrer 

said, in frustration, "is that television is not a feasi-

ble medium." 
For a long time, those of us involved with a 

project called Television thought it might not be 
feasible either. We struggled with the contents of 
the eight programs that make up the series. What 
should we include, what can we leave out, how do 
we make this a comprehensive series about our 
industry? 
We're talking about a truly remarkable inven-

tion. In just half a century, television has covered 
the planet, becoming a global power with a pro-
found impact on everything from buying habits and 
fashion styles to politics and language. There are 
now more than 750 million TV sets in almost 160 
countries, watched by more than 2.5 billion people. 

For every child born in the world, a television set 
is manufactured —a quarter of a million every day. 
More people have access to television than to tele-

phones. There are more than sixty thousand trans-
mitters on the earth's surface or orbiting over our 
heads. In fact, because of all that activity, in some 

low frequencies, the earth gives off more energy 
than the sun. 
Think about how TV affects your daily life. Even 

if you're not the type who clicks on Good Morning 
America first thing in the morning and signs off at 
night with David Letterman, Mary Tyler Moore Show 
reruns, and "The Star-Spangled Banner," televi-
sion is all around you. People talk about last night's 
Dynasty in the corridors of office buildings, get up 

in the wee hours of the morning to watch the latest 
royal wedding, and set the timer on their VCR to 
tape Out of Africa on Home Box Office. When I 
walk down the hall of my apartment building on 
Thursday nights, I can hear The Cosby Show blast-
ing away behind almost every door. 
There's no escape. 
For news and sports, there's nothing like it. With 

the three networks, local coverage, and the twenty-
four-hour service of Cable News Network, we can be 
whisked away, live, to virtually anyplace in the 
world —or out of it. We can watch a hijacked air-
liner sitting on the tarmac at Beirut Airport, or we 
can dive to the depths of the Atlantic to see for the 

first time the ghostly remains of the Titanic. Men 
walk on the moon, space probes transmit close-up 
pictures of Halley's Comet, and seven astronauts 
vanish in a violent explosion, smoke curling in the 
sky like the head of a scorpion. 
Television scholar Joshua Meyrowitz writes that 

because of TV "children are taken across the globe 
before we give them permission to cross the street." 
One of my sisters-in-law tells me that my niece 

has learned to tell time —with a slight hitch. 
"Mom," she asks, "is it almost nine o'clock, eight 

o'clock Central?" 
Another sister-in-law remembers living in El 

Paso, Texas, during the mid-sixties when my 
brother-in-law was drafted into the army. The high 

point of their day, she says, was the CBS Evening 
News. When Walter Cronkite signed off with "And 

that's the way it is," the whole family would cry out, 
"Walter, don't go! Don't leave us!" They felt he was 
their only contact with the real world. 
Television, using Cronkite and Barbara Walters 

as de facto intermediaries, helped set in motion 
peace talks between Menachem Begin and Anwar 
Sadat. Television has helped win elections —and 



not just in this country. Corazon Aquino, denied 

almost any access to the Marcos-controlled televi-
sion system, got her message out to the Filipino 

people with an elaborate network of home videocas-
settes. In exchange for two blank cassettes, voters 
got a cassette of Aquino on the campaign trail. 

There has been an explosion of access. When I 
was growing up, in western New York, we could 

receive four stations—NBC and CBS affiliates in 
Rochester and Syracuse. When I was a teenager, 
the inauguration of ABC stations in both those cities 
was a cause for major celebration. Now, my mother, 
with her cable hookup, can receive almost thirty 
channels. And with the VCR she got for Christmas, 
she can watch movies or Jane Fonda herself into a 
frenzy. In the United States, we rent more videocas-
settes than we take books out of public libraries. 
And then there's the money involved in commer-

cial television. The amounts are staggering. Con-
sider: 

• Advertisers spend about $21 billion a year on 
television. 

• A thirty-second commercial on the 1987 Super 
Bowl cost around $600,000. A similar thirty-
second spot on the phenomenally successful 
Cosby Show costs $440,000. Fortune magazine 
reported that the series generates around $75 
million in revenue for NBC per year. 

• WOR-TV, a New York—area independent station, 
was sold by RKO to MCA for $387 million. 

• Capital Cities bought ABC for $3.52 billion. 
• General Electric bought RCA, NBC's parent com-
pany, for $6.3 billion. 

So the television business appears to be an auto-
matic moneymaking machine. Television is an ex-
tremely lucrative game. 
Well, yes and no. 

With the growth of independent stations, the 
availability of so much inexpensive advertising 
space on cable stations, and the boom in home 
video, network advertising revenues were down in 
1986, the first time since 1971, when cigarette ads 
were banned from the air. 
Another factor is the skyrocketing cost of pro-

gramming: about seventy percent of a network's 
money is spent on programming. American televi-
sion spends about $4 billion on shows every year. 
The cost is increasing as much as twenty-five to 
thirty percent a year. 
The upcoming massive miniseries War and Re-

membrance reportedly cost more than $100 million 
to produce. Episodes of Miami Vice often run around 
$1.5 million an episode; Moonlighting, around 
$900,000 per episode. The Washington Post said 
that Moonlighting's elaborate "Taming of the 
Shrew" parody, called "Atomic Shakespeare"— 
not, incidentally, a ratings success—cost $3 million. 
The studios are losing money on these shows. 

Some are beginning to refuse to produce certain 
series for the networks unless there's a guarantee of 
income. Most half-hour shows lose about $100,000 
per episode. The hope is that the money will be 
retrieved—and then some—in syndication. 
For some, that dream comes true. WOR-TV in 

New York has paid $30 million for a three-and-a-
half-year package of Cosby shows. KPIX in San 
Francisco, a smaller market, is paying $20 million 
for that same package. In fact, Viacom, the syndica-
tion company handling Cosby, will make as much 
as $500 million in Cosby sales—just in the first 
go-around. 
Two of the three major networks are losing 

money, the studios say they're taking a beating, and 
some of the independents are filing for bankruptcy. 
But some of the players are making a mint. 
And what is the future of public television, where 
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a PBS producer once had to cancel a guest for a 
news special because they could not afford enough 
chairs? In the current atmosphere of cutthroat com-
petition and deregulation, can it, with its smaller 
audiences and sometimes rarified programming, 
survive? 
There are other problems and issues as well, 

issues of a more social nature: Does television breed 
violence? Is it a dumbing and addictive drug? Is it 
educating the world or driving us crazy? Is it de-
stroying society or bringing us closer together? 
What about censorship: Are the nude talk shows 
and soft porn of the Playboy Channel and some of 
the public access cable stations eating away at the 
core of American morality? What about the lyrics 
and sexual innuendos of MTV rock videos? For that 
matter, what about the fundamentalist evangelists, 
filling the air with consternation, outrage, and pleas 
for more tithing? 
"Television is busily destroying the world," pro-

ducer Herbert Brodkin claimed. 
"Television is not a luxury, it's a necessity," 

visionary and author Arthur C. Clarke said. "Peo-
ple demand information and entertainment." 
And Reuven Frank, former NBC News head said, 

"Mankind might be better off if television had never 
been invented." 
Bernard Greenhead, an Englishman who worked 

as an engineer with EMI in Britain in the early days 
of television experiments, remembered a demon-
stration at which Russian émigré inventor Issac 
Schoenburg was present. "After the visitors had 
gone, Schoenberg came back into the control room 
and said, 'Well, gentlemen, you seem to have per-
fected the greatest time waster of all mankind. I 
hope you use it well.' " 
We wail and moan about television, but the bot-

tom line is, of course, we all watch it. "How can you 
attack it?" Federico Fellini asked an interviewer. 

"To attack television would be as absurd as launch-
ing a campaign against the force of gravity." 
Television is certainly as pervasive as gravity, 

but immune from neither criticism nor scrutiny. As 
Edward R. Murrow said, in words that are inscribed 
on the Alfred I. duPont Award for broadcast jour-
nalism: 

This instrument can teach, it can illuminate; yes, it 
can even inspire. But it can do so only to the extent 
that humans are determined to use it to those ends. 
Otherwise, it is merely lights and wires in a box. 

With so much attention being paid to television, 
so much to discuss, and so much to remember, it 
seemed like the perfect time to produce a series like 
Television. Certain colleagues accused us of "navel 
gazing," of being too wrapped up in our business 
and thinking other people would be just as fas-
cinated as we are. Frankly, I think people are as 
fascinated with television as we are. It's an essential 
part of all of our lives. 
The Television project began in February 1985. 
I was just wrapping up my final script for the 

Smithsonian World series when Jack Sameth, who 
would become Television's American executive pro-
ducer, told me about an exciting new series being 
shown on British television, produced by Granada 
TV, one of Britain's leading broadcasting compa-
nies. It was a series that undertook nothing less 
than a full-scale examination of the television indus-
try. 
WNET, the public station in New York City, and 

KCET, the public station in Los Angeles, were in 
the process of acquiring the United States rights to 
the series, Jack said. He had been put in charge of 
creating a new American version of the series, using 
Granada's as the bedrock and building on it with 
updates, new interviews, and more material about 



American television. Would I be interested in work-
ing on it with him? 
Absolutely, I said. I'm a self-confessed TV junkie. 

Coproducer Susan Kim and I are of the first genera-
tion who can't remember a time when there wasn't 
television. I was brought up on the Nelson family, 
Leave It to Beaver, and Captain Kangaroo (until the 
day he died, my father kept on his desk a pencil box 
I fashioned from a milk carton —made under the 
careful tutelage of the Captain). I was a contestant 
in the Howdy Doody Lookalike Contest, a five-year-
old whose birthday party was produced with a 

Mickey Mouse Club motif, and at six, I did passable 
Perry Como and Edward R. Murrow imitations. 

I love television, and I love working in it. I feel 
about TV the way Orson Welles felt about movies: 
"the greatest set of electric trains a boy ever had." 
When I hear that a friend has left the business to 
pursue another profession, I can never understand 
why. 

Most of my work has been in public television, 
although I've also worked on cable projects for Ted 
Turner, Showtime, and The Entertainment Channel 
(a pay-cable effort that took a $34 million bath in 
pre-tax losses and drowned). 

You're also reading the words of a man who 
scripted a videocassette called Haircuts at Home. 
Maybe not the broadest experience, but certainly 

varied. 
As a viewer, television has widened my horizons, 

while at the same time exposing me to some of the 
most incredible tripe and nonsense ever. As a par-
ticipant, it has brought me into contact with extraor-
dinary people and extraordinary events. Because of 
television, I stood in the hearing room of the House 
Judiciary Committee as they debated the articles of 
impeachment against Richard Nixon. I got to hang 
out with players from the Steelers and the Cowboys 
at Super Bowl X in 1976. I traveled to the bottom 

of a salt mine underneath Lake Erie to view a mas-

sive experiment to detect proton decay, a key to 
understanding the forces that created the universe. 
I have spent time in Georgia with Charlayne 
Hunter-Gault of The MaeNeil/Lehrer Newshour 
working on a show that reexamined the time in 
early 1961 when she integrated the University of 
Georgia, written about everything from Abscam to 
reindeer racing, and collaborated with a wild vari-
ety of talent —from Bill Moyers and Robert Mac-
Neil to Dinah Shore and Julie Andrews. 
It's a wonderful life —mostly. There have been 

moments when I felt like running away to Djakarta 
and becoming a bicycle messenger. Sometimes the 
pressure can be close to overwhelming. Deadlines, 
last-minute script revisions, surly stars —they all 
happen. But ultimately, this is a great business. 
Our eight programs, we hope, will entertain and 

enlighten and make us all think about the effect that 
television has had upon ourselves and our society. 

It's an opportunity for us to examine the television 
revolution —its ability to inform, entrance, and se-
duce. 
The groundwork laid for us by the original 

Granada series was invaluable. Their production 
team spent three years filming all over the world, 
combing historical archives, and interviewing the 
most interesting and distinguished people in the 

industry. Many of the voices speaking from these 
pages are those of men and women who were inter-
viewed by Granada, others have been interviewed 
for the American series, and still others have been 

tracked down exclusively for this book. Our thanks 
to all of them. 
What follows is a look at the television indus-

try —its history, success stories, comic disasters, 
current problems and trends, and a glimpse at its 
possible future —a story told by the men and 
women who make it happen. 
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INTRODUCTION 
BY EDWIN NEWMAN 

Television speaks for itself. It may be argued that 
it is better watched than written about and read 
about. I am not so sure. We ought to try to pull 
together a coherent and systematic view of v, hat 
television has accomplished; also, of course, what it 
has failed to accomplish, what its effects have been. 

and what they might have been. Television, from its 
network beginnings, has been with us for about 
forty years. Full blast, so to speak, it has been with 
us for about thirty-five. It is time to take stock. This 

book, and the series on which it is based, do that. 
Here I must correct myself. I spoke of "us." 

Television, as it exists and has existed, especially in 
the United States, Britain, and other countries 

called "advanced," has not existed in the same way 

and to the same extent in countries called "develop-
ing" or "underdeveloped." Nor has it been the 

same in countries where governments use it as an 
instrument of policy or, in their own interest, sup-
press it. The consequences of these differences can 
be tremendous. So can the consequences of an end 
to those differences or of a narrowing of them. Tele-
vision has been, for example, a key part of Mikhail 
Gorbachev's glasnost in the Soviet Union, not only 
because of what it has told the Soviet people about 
their country but also because of the impression it 

has created abroad. 
In somewhat the same way, footage of South 

Korean student riots, seen abroad, has surely been 
a factor in the calculations of the government in 
Seoul, while South Africa's ban on television cover-
age of disturbances there has been damaging to the 
government in Pretoria, though probably less dam-
aging than permitting the disturbances to be seen. 

Perhaps those in authority in South Africa had Hi 
mind the effect on public opinion of television's 
coverage of the turmoil in the United States brought 
on by the civil rights movement of the 1960s and 

'70s, coverage that greatly speeded up the reforms 
that black Americans had waited for for so long. 
Inevitably, much of what television has done was 

not planned. Turn an invention of such potential 

loose, and there is no telling what may come out of 
it. My own case may be instructive. I began in the 
news business —there was, happily, no talk of 

" m e di a "  in those days —in a wire service. The next 
step was newspaper work, then writing radio news, 
then on the air in radio, and as television moved in, 
staring into cameras and saying who I was, and 
where. None of this was planned: I had no visions 

of speaking to larger audiences or getting across 
this or that vital message. True, there was more 
money in radio and television than in working for 
a paper, but in those early days, most of us were 
happy just to have a job. There was no grand de-
sign. Television had come along; it offered employ-
ment and, incidentally, the work was easier. Why 
not get aboard? 
Permit me, if you will, another reminiscence. The 

first television work I did was for the BBC, on a 
1950 series called An American Looks at Britain. I 

was not, however, the American originally hired to 
do the looking. Howard K. Smith, then of CBS in 

London, was. He was called away and had to miss 

the second of the three programs. He recommended 
me as a substitute. In short, accident took over. 
Are you nervous, the first time you do television? 

Indeed you are. It was even more nerve-racking in 

those beginning days when there were no Tele-
PrompTers, or even cue cards (less respectfully 
called idiot cards) held above or below the camera 
lens with the script hand-printed on them in large 
letters. With no prompter and no cue cards, you 
memorized the script, because it was thought unde-
sirable for you to be looking down and losing -eye 
contact." No wonder some of those who were promi-
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nent in radio resented and resisted television. It 
seemed to them merely a more troublesome way of 
doing what they had been doing all along. 
Going back to that first day at the BBC, nobody 

on the production team had ever heard of me, so it 
was lonely at the desk, under the lights, heavily 
made up, sounding outlandishly American in that 
nest of English accents, waiting for the signal to 
speak, and hoping that my memory would not fail. 
Few things in television are more embarrassing 
than having the "takes" mount up during a taping, 
having the floor manager shout, "Scene one, take 
ten!" —or fifteen or twenty or whatever it may be. 
One thing that is more embarrassing, however, is 
flubbing live, on the air. Evidently, I did not flub, 
because the producer of An American Looks at Brit-
ain, Norman Swallow, became a friend. These many 
years later, he was executive producer, for Granada 
Television, of the original series from which the 
eight-part Television series was adapted by WNET 
in New York and KCET in Los Angeles for showing 
on PBS. Accident again. It should be added that 
Swallow himself is part of television's history. 
In any case, because of having taken part in his 

program, I found myself making occasional appear-
ances on other BBC and Independent Television 
shows. One result was that I was sometimes recog-
nized as I went about. You get used to being recog-
nized. You come to enjoy it; what is distressing is 
not being recognized, being ignored. There is also 
a larger significance: The wire service or newspaper 
journalist is unknown to the general public (unless, 
that is, he or she turns up from time to time on 
television). Television newspeople are, to a greater 
or lesser degree, celebrities. That may affect their 
outlook. It may affect the public's view of their 
reporting. Newspaper people are judged by what 
they write; we are judged also by how we sound, 

how we look, and whether we seem to be "sincere." 
We are much more readily accused of being biased. 
Some television anchors cannot cover stories; they 
would attract too much attention and distract atten-
tion from the story itself. 
Because we are recognizable, and because we are 

present with cameras, we have a special place. Go 
to scenes of devastation, particularly devastation 
spawned by political oppression, and people cry 
out, "Tell the world! Tell the world!" It might at 
times be said of television newspeople, "Thine is 
the burden of a whole world's weeping." 
The chapters of this book tell where television 

has made its mark. For television can, and does, do 
extraordinary things, things that would once have 
been thought miraculous. Put this in terms of news: 
As this is written, the Persian Gulf, with the Iran-
Iraq war and the escorted convoys passing through 
the Strait of Hormuz, is a big story. It is very nearly 
taken for granted that if something happens there 
during the day, we will know about it—and see 
it—that night. Imagine the technological progress 
that has made that possible; imagine also the ex-
pense involved in getting the reporting and camera 
crews there, keeping them there, and getting their 
reports out. 
Knowing this, it is hard for some of us not to 

think back to the early days of television news. I 
remember being told to go to what was then French 
Morocco, to do what would now seem thoroughly 
rudimentary stories about life on the American air 
bases there. And to Kenya at the time of the Mau 
Mau uprising, and the Suez Canal Zone to see 
whether the British would pull out, and if they did, 
how soon. We did our best to appear nonchalant, 
but we were tremendously excited. We were pio-
neers. 
Take Kenya: American print journalists had 



been there, but so far as we knew, television had 
not. NBC had a trailblazing program at that time, 
Background. which offered a half-hour documentary 

each week. The Mau Mau rebellion was being pre-
sented in the press as primarily a black uprising 
against whites. In fact, the number of whites killed 
was tiny. It was blacks who were being slaughtered, 
in some cases for tribal reasons, in others because 
they were thought to be subservient to the British. 
We went to the "white highlands," where the only 

settlers were white, and there found a couple who 
ran a large ranch. The wife was an American, small 

and blond. She wore a revolver in a holster on her 
hip—good pictures. We interviewed a white who 
said that British rule could not possibly last and put 

on blacks to speak for themselves. We got a stirring 
recording of singing by blacks being trained as sol-
diers against the Mau Mau. We shipped the record-

ing to New York by commercial air and —tlii, was 
not uncommon in those days —it was lost. 
The film it was to accompany was, luck ik . not 

lost. It took a few days to reach New York, and 
there the developing and printing and editing pro-
cess took a few days more. Program schedules then 
took account of such things. The delays were annoy-
ing to some accustomed to radio or to wire service 
or newspaper work, but they were worth it. How 
many Americans had ever seen Kenya? We were 
able to give some idea of what was happening there 
and some idea of the country's physical magnifi-

cence. 
We had a lot to learn. In the Suez Canal Zone, 

we wanted an interview with the British comman-
ding general, and we wanted the interview to take 

place in the desert. This involved going to the trou-
ble of pretending that the general and I had met in 
the desert by accident, that he just happened to be 
riding around out there and so did we. and that we 

had with us all our bulky equipment and film, just 
in case our paths crossed. We wouldn't bother to do 

that now. We would simply say that this is what 
almost all the Canal Zone looks like, and "General, 
I can't help wondering why it is thought to be worth 
holding on to?" As for the equipment, it might be 

one tenth the size. 
In those days —a phrase I keep using —the mere 

fact that we went somewhere gave a place a degree 
of importance. There was a thrill in seeing a Kenyan 
game reserve for the first time, or the pyramids and 
the Sphinx. The audience must have felt it, too. 

Still, our achievements did not stand. Television 
was moving far too quickly for that. 
How quickly? This book, and the PBS series to 

which it is a companion, is appearing in 1988, an 
American election year, ten presidential elections 

since the first election in which television played 
even a modest part. Some political experts thought 
that the stiffness and, as it seemed, arrogance of the 
1948 Republican candidate, Thomas E. Dewey, 
helped elect President Truman. The number of peo-
ple who actually saw Dewey on television must have 
been tiny by today's standards, but in a very close 
election, so the theory went, it might have been 
enough to make the difference. 
Now, of course, television substantially shapes 

our politics. Take, as a case in point, the first debate 
between President Ford and Jimmy Carter in 1976: 
They had come together, under the auspices of the 
League of Women Voters, in the Walnut Street 
Theater in Philadelphia. ABC was the pool pro-
ducer for television —that is, it provided the cam-
eras and the sound and lighting equipment, and the 
technicians to run them, with picture available to 
all. In addition, the networks were there, like other 
news organizations, covering the event. That, at any 
rate, was the pretense employed to comply with the 
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requirements of the Federal Communications Act: 
It was not a television debate but a debate television 
happened to be covering. 

When a piece of equipment failed and the sound 
was lost, the debate was suspended and the net-
works filled the time with their own correspondents; 

Mr. Ford and Mr. Carter fell silent. The audience 
in the theater sat and waited. Twenty-seven minutes 
went by before Jack Sameth, ABC's director (and in 

1987 executive producer of the Television series), 
passed along word that the sound had been restored 
and I, as moderator, called for the debate to be 

resumed. Go on with this non-television event with-
out television? Ridiculous. Moreover, for news 
value, the technical snafu overshadowed anything 
else that emerged from the debate. 
From the 1950s and '60s and even '70s, when 

network television gobbled up the conventions and 
elections, there has been a great change. For exam-
ple, unless there is a genuine contest for the nomi-
nation, which the primary system makes unlikely, 
conventions are no longer covered "gavel to gavel." 
The novelty has worn off; the thrill is gone. The 

attitude was summed up during last year's British 
general election —the story achieved wide circula-

tion —by a British mother. She was able to get the 
children away from the television set and into 
bed early. "Darlings," she told them, "it's only men 
talking." 
Debates, it is true, because of their gladiatorial 

aspects and the possibility that those participating 

will be caught off guard, may still be eagerly 
watched. Yet even they may be less important than 
a characteristic product of television —the political 

commercial. We have reached the point where it is 
difficult for a candidate to get himself or herself 
taken seriously without the slick appeals produced 
by "media consultants." This is because political 

commercials are expensive. If a candidate does not 
have them, that means the candidate has not been 
able to raise the necessary money. A candidate in 
those circumstances tends to be shrugged off. 
It is not only politics that yields to television's 

pressures. Changes in diplomatic positions may be 
signaled on television rather than in more formal 

ways. Israel's Menachem Begin and Egypt's Anwar 
Sadat did exactly that, on programs with Barbara 
Walters and Walter Cronkite, before they reached 
their peace agreement with the help of President 

Carter at Camp David in 1978. Equally, grilling by 
reporters may force those in authority to define 
their attitudes more precisely than they would have 

preferred. Moreover, when something happens that 
appears to call for a response from Washington, 

American administrations may feel compelled to 
have their positions set out in time for the evening 
news shows. Lloyd Cutler, counselor to President 
Carter, has written of decisions made too hastily, so 
that Washington would not be open to the charge 
that it was taken by surprise. 

If administrations do make such mistakes, televi-
sion should not be blamed. After all, the words no 

comment have not disappeared from the English 
language. 
On a similar point, the argument that television 

coverage plays into the hands of airplane hijackers 

is wide of the mark. No doubt the hijackers relish 
the publicity, and no doubt the coverage is fre-
quently excessive, sometimes grotesquely so. Yet 
perhaps the attention given the hijackers by televi-
sion keeps the hostages alive. That is possible, too. 
Another criticism of television coverage seems to 

me highly doubtful: that if, for example, television 
had been present at Gettysburg, the North might 
not have gone on, or that cameras at Iwo Jima might 
have weakened American resolve. The fact is, they 
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might just as easily have done the opposite. The 
Vietnam experience is not relevant here. Vietnam 

was a war millions of Americans thought we should 
not be fighting. Television provided a daily re-
minder of that. 

Television was once expected to cement the family 
as an institution. After all, the family would be 
together, gathered around the set, seeing the same 
programs and comparing individual reactions. Yet 

the mighty success of television coincided with a 

weakening of the family as an institution and in-
creased rates of illegitimacy, teenage pregnancy, 

and drug use. Was there a connection? NBC de-
voted an entire night of prime-time viewing period 
to a documentary we called The American Family: 

An Endangered Species. Might it have been less 
endangered without television? or more? I wish I 

knew. 
A family scene I will never forget was built 

around television. It was in the 1960s, and we were 

making a documentary called Poverty Is People, the 
Johnson administration's "War on Poverty" having 
brought on a spate of such programs. We were 

filming in New York, in Harlem, and we went into 
the grim apartment of a family on welfare. The 

mother and children were sitting around a televi-
sion set —the only thing they had, so far as we could 
tell, that was not an absolute necessity —almost in-
animate, but watching, getting glimpses of lives 
they could not hope to duplicate or even approach, 
seeing products they could not hope to own. Did 
television dull their understanding and simply hold 

them captive? That seemed to be the case. Would 
those same programs arouse resentment and envy 
in others? That was probably the case, as well. And 
what impressions of the United States do those pro-
grams create abroad? I remember being told that 

one effect of showings of Dallas overseas was an 
influx of foreign nurses wanting to work in so rich 

and glamorous a city. 
Let's take up, finally, the matter of television as 

an educational tool. In the early days, hopes were 
high that television would be a great instructor, that 

it would banish ignorance and illiteracy. It does 
educate, of course, whether it intends to or not, in 
the sense that it implants ideas, impressions, atti-
tudes. Some of what it does —in the conscious and 

deliberate production of tripe —is deplorable. 

Because my career has been overwhelmingly in 
news, that has tended to determine my judgment 
and measurement of television. Still, I have been 

the host of some musical programs —concerts by 

the Boston Symphony Orchestra from Tanglewood 
among them —and I have done some work for NBC 
Sports and on religious programs. I have taken part 

in comedy shows, including Saturday Night Live. 
and in situation comedies, usually carrying out the 
daunting task of playing myself, and in game shows 
and quiz shows. I have also been the host of dra-

matic series on cable. All this has given me some 
sense of television's variety. Thanks to that variety, 
television's impact varies. It varies also from coun-
try to country. We Americans should understand 
that our television is not typical, despite the popu-
larity of some American programs overseas, not 
typical by a long shot. 
It would be foolish to try to assess the relative 

importance of television and of other twentieth-cen-
tury inventions. There would be no point in an 
argument between supporters of television and sup-
porters of the airplane, or of nuclear energy, or 

of—let this stand for a host of medical advances — 
the Salk vaccine. We can let it go at this: Television 
has been monumentally important, incalculably in-
fluential, even for people who do not watch it. 
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For those who make their livings in it, there are 
questions that come up endlessly. One is this: 
Which programs do you enjoy doing most? 
The answer is that enjoyment matters less than 

the conviction that you have, at times, done a neces-
sary job well. Usually, this involves some melan-
choly event that you wish had not happened at all. 
I had a large hand in NBC's coverage of the shoot-
ings of President Kennedy, Robert Kennedy, Mar-
tin Luther King, Jr., George Wallace, and President 
Reagan. In the course of those assignments, I did 
not feel that I had any obligation to "hold the coun-
try together" or anything of that sort. That would 
have been highly presumptuous. 
The obligation is the age-old obligation of the 

reporter: to establish the facts so far as they can be 
established, to make plain where the facts are miss-
ing, to try to put what is known into perspective, 
and to offer some enlightenment about what the 
consequences may be. If the country in some way 
benefits from that, so much the better. 
I remember one such program. It dealt with 

drugs and alcohol use among teenagers, and I sug-
gested an opening to NBC's producer, Patrica 
Mauger. Each teenager appeared before the camera 
and told what substances he or she had used; how 
the addiction began; whether his or her parents 

knew; and where the money for the addiction had 
come. The opening could not have been more direct, 
or more frightening. 
I tell this story to suggest not that I am a directo-

rial genius but rather that this is often the nature 
of effective television: getting to the point, whether 
through the tiny blonde in Kenya decades before 
with the gun on her hip or the succession of teenag-
ers personifying the grim problem of drug use in the 
United States. 
There were also regrets. One of the earliest docu-

mentaries I worked on was The Orient Express, in 
the early 1960s, when an NBC camera crew and I 
rode the famous train from Paris to Istanbul. It was 
a lighthearted show, and I was given free rein. 
Although Istanbul is in European Turkey and not 
Asian Turkey, I still wish I had sung that old Al 
Jolson favorite, with a few words changed, "Noth-
ing could be finer than to be in Asia Minor in the 
morning." Who knows what it might have done for 
my career? 
So, again: Enjoyment? Sometimes. Gratification? 

Sometimes. And over the years, along with the let-
downs and disappointments, a sense that I should 
count myself fortunate to have worked in television, 
and for all its faults, more fortunate still to have 
seen it. 
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Even in the thirties, the movies were wary qf this 
newfangled menace called television. Posed behind a 
nightmarish device that Hollywood thought resembled a 
TV camera of the future, Mary Astor starred in a 1936 
feature called Trapped by Television. 

• 
 was no sudden flash of inspiration 

 that came to a single lone inventor. Tel-

evision was an idea that existed long 
before its realization, a natural progres-
sion in a world that had seen the birth 
of telephones, radio, and motion pic-
tures. At the turn of the century, for 

example, it was the subject of a Tom Stqft novel. 
Even before that, cartoonists such as Albert Robida 
in France and George Du Maurier in Britain had 
fun imagining the potential uses—and abuses—of 
"living pictures" in the sanctity of the home. 
Nor can television be claimed as the sole prize of 

a single nation. Parallel research and development 
were going on in many countries, including the 
United States, Britain, Germany, France, Japan, 
and the Soviet Union. 
Serious work began toward the end of the last 

century, with such inventions as the Nipkow Disc, 
created by Paul Nipkow in Germany. The disc was 
a fundamental component of "mechanical" televi-
sion systems in which discs rotated in both the 
camera and the receiver. Light passing through the 
discs created crude television images. 
The advocates of the mechanical system —such 

as John Logie Baird in Great Britain and Charles 
Francis Jenkins and Ernst Alexanderson in the 
United States—were challenged by other inventors 
who favored an electronic system. Vladimir Zwory-
kin, a Russian émigré who came to the United 
States, was one of the men who believed in the 
notion of electronic TV. He worked first at Westing-
house, where his experiments were tolerated but not 
taken seriously, and then at RCA. 
RCA was at the forefront of the development of 

television in America, largely because of the entre-
preneurial spirit and enthusiasm of one man — 
David Sarnoff. His story has become a legend of 
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AT&T was one of the leading experimenters in early television. In 1927, they 
scored a political coup when they successfully transmitted pictures between New 
York and Washington. AT&T President Walter Sherman Gifford, Research 
Director H. R. Arnold, and Vice President General J. J. Carty in New York 
(left) exchanged greetings with then—Secretary of Commerce Herbert Hoover and 
two unidentified men (right) in Washington. 

sorts. He too was a Russian émigré, a poor kid who 

worked as an office boy, earning less than a dollar 
a day. He learned telegraphy and later created a 

largely apocryphal story that he picked up the first 
radio signals reporting the news of the Titanic di-
saster. President William Howard Taft, the story 
went, ordered all radio stations on the East Coast 
shut down so that Sarnoff could pick up the faint 
signals relaying the news of the tragedy's survivors. 
Sarnoff did actually assist in the monitoring of 
transmissions, but he was neither the first nor the 
only. In any case, the story did much to enhance his 
reputation. 
He became an up-and-coming executive, first 

with American Marconi and then with RCA. One of 
the first to see the vast entertainment potential of 
radio, he created the first network —NBC —and in 
1923 wrote a memo stating, "I believe that televi-
sion, which is the technical name for seeing as well 
as hearing by radio, will come to pass in the future." 
Sarnoff underwrote Zworykin's research. 
While work on both mechanical and electronic 

television proceeded at a steady pace in Britain, in 
America it was slowed by patent wrangles involv-
ing, among others, Sarnoff, Zworykin, and a young 
Mormon named Philo T. Farnsworth. Farnsworth 
was a leader in the development of electronic televi-
sion. His wife, Elma, worked closely with him. 
"It was in 1919 that Phil first heard about me-

chanical television. He had been raised on a farm 
and there hadn't been money for books and he was 
just information starved," she said. But Farnsworth 
discovered that the previous occupant of the Idaho 
farm on which he was living had left behind a stack 
of Popular Science magazines and scientific jour-
nals. In them, he read articles about the potential 
for mechanical TV. According to Mrs. Farnsworth, 
this seemed "very crude to him. . . . He didn't see 

how you could get the speed of the discs high 
enough, and he thought it might be potentially dan-
gerous." 
But an interest in electricity —he was already in 

charge of the farm's power system —sent his think-
ing in other directions. "He was fascinated by elec-
trons," Mrs. Farnsworth said. "He read that you 
could manipulate electrons in a vacuum by a mag-
netic force," a basic principle of electronic televi-
sion. 
Farnsworth had his "Eureka!" moment when he 

was fourteen, plowing the fields. "He turned at this 
little high spot to see if his rows were straight, and 
it just hit him like a thunderbolt —'l can scan a 

picture that way, by taking the dots, the electrons, 
back and forth as you would read a page.' " Within 
a year, he had diagramed what he believed to be a 
feasible electronic TV system. 
He worked his way through Brigham Young Uni-

versity, graduating in 1925, his obsession with tele-
vision intact. His zeal caught the imagination of a 
financial backer, George Everson, a California fund-
raiser who persuaded Farnsworth to move west, 
while he set about finding additional backers. 
Television also drew Farnsworth's new wife 

under its spell, although it first did so with a bit of 
a shock. 
"We married quite quickly because Phil had to 

leave for California. On our wedding night he had 
to see George Everson. It turned into hours, and I 
was getting very upset, and then I began to worry 
for his safety. When he did come back, he apolo-
gized for having been gone so long, and he said, 
'You know, there is another woman in my life.' 
"I didn't say anything, I was so dumbstruck. 

Then he said, 'Her name is television. And in order 
to have enough time together, I want you to work 
with me. We are going to be working right on the 
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I guess we looked a little suspicious to the neighbors. Be-

cause of the things we were doing with light, we had to set 

the blinds when we were demonstrating. 

These policemen came to the door—two of the biggest 

policemen I ever saw. They said, "We have a report that you 

are operating a still here." 

I said, -Well, come on in." Phil took over, anc he said to 

them, "This is what we're doing," and he showed them all 

that we were trying to do. It was all set up on the dining 

room tab e. 

George Everson was caught by two policemen at the 

back door. The two from the front said, "Joe, it's all right. 

They're doing some kooky things called visions, but they're 

not doing any stilling." George had come in with his hands 

full of shellac. He was winding coils in the back yard and 

he had wanted to ask Phil a question. He had his hands up 

because he didn't want to get shellac on anything, and it 

looked very suspicious. 

The big dav came on September T. 1927. 

In the previous year, Phil had gotten more backing, and the 

agreement was that he promised to get a transmission in 

a year. He came in two weeks early. 

It was a beautiful morning. I went into the office to do 

some sketches in his notebooks. 

He called me in. My brother Cliff, who had made the 

tubes, was in the transmitting room, which was behind a 

partition. Phil said, "Put in a slide, Cliff," and we saw a line. 

It was a curvy, thick line. He adjusted it, and it became 

sharper. He asked Cliff to turn the slide on its side, and the 

line turned. Phil looked at us and he said, "Well, there you 

have television." 



For the Television series, television engineer Bill Elliott built a replica of 
Scottish inventor John Logic, Baird's mechanical television system to 
demonstrate the kind of image Baird was able to create in the mid-twenties. As 
his subject. Elliott had the same ventriloquist dummy's head used by Baird, a 
puppet named Stukev Bill. 

I could tell he was very excited. He was beaming all over. 

I was jumping about in my nineteen-year-old excitement. 

One of the first things he said was, "Remember, there is 

a lot to do yet." 

First and foremost was the need to make televi-
sion a moneymaking proposition. This desire was 

not only Farnsworth's, but his backers, of course. 
"There was one colorful person, he was a sort of 
product of the Gold Rush days," Mrs. Farnsworth 

said. They called him Daddy Fagan, the executive 
vice president of the Crocker Bank.... All of the 
backers came to the lab, and we were all sitting 
around waiting while Phil went in to make sure 
everything was all right at the transmitter. Mr. 
Fagan called out, 'When are we going to see some 
dollars in this thing, Farnsworth?' And immedi-
ately, a dollar sign appeared on the screen." 
Farnsworth had close encounters with many of 

the other key players in the race for television, 



9 

including Vladimir Zworvkin. "Dr. Zworvkin was a 
very charming person. We entertained him in our 
home. When he saw the first television picture in 
Phil's lab —this was in 1930, and we had a good 
picture, a clear picture —he said, 'Beautiful. I wish 
I had invented it myself.' " 
In 1930, much to David Sarnofrs chagrin, Farns-

worth was awarded a patent for electronic televi-
sion.  RCA  wanted to buy this and other 

television-related patents from Farnsworth. He 
refused, insisting on royalty payments instead. 
Eventually, a licensing agreement was reached. Ac-
cording to broadcast historian Erik Barnouw, "The 
RCA attorney is said to have had tears in his eyes 
as he signed the contract." As a result, it can be said 
that American television as we know it today is 
largely an invention that combined the genius of 
RCA's Zworvkin and Philo Farnsworth. 
Farnsworth wound up holding more than 165 

patents. He worked for Nide() briefly and eventu-
ally formed his own company, the Farnsworth 
Radio and Television Corporation, which would be-
come part of ITT. He was also involved in radar and 
atomic energy research, but he never lost interest in 
television. 
"He was disappointed in the programming to 

begin with," Mrs. Farnsworth said, "but he realized 
it was in its infancy and had to go through growing 
pains. When he saw the first man walk on the moon, 
he said, 'It's been all worthwhile.' " Farnsworth 
(lied in 1971. 
Simultaneously with RCA and Farnsworth's elec-

tronic efforts, American. inventor Charles Francis 

Jenkins was continuing his work with mechanical 
television. He had conducted many experimental 
broadcasts from Washington, D.C., and created the 
Jenk in.: Television Corporation in New Jersey, 
which manufactured receivers and had its own 

broadcast service. Its program manager was Irma 
Kroman, to whom early TV was an adventure. 
"I was working in New York City as a desk clerk 

when a friend of mine, who was an engineer, came 
to me and asked if I would like to be program 
manager of the Jenkins Television Corporation." 
she said. 

This was in 1930. I said, "What's a program manager?" He 

said he didn't know, so I went out to Jenkins Television, 

which was in Jersey City, and was interviewed by a Mr. 
Replogle. He listened to my so-called qualifications—I had 

a bachelor's in literary interpretation, and I had done a lot 

of stage work—and he said, "Well, I think you are the per-

son we're looking for," and I got the job. 

He didn't know what a program manager for television 

was, and I certainly didn't, so I had a job I could manufac-
ture, all by myself. There was nobody in the whole country, 

maybe in the whole world, who knew how to be the pro-

gram manager of a television corporation! 

I had no idea about the future of television at that time. 

Television was extremely primitive, and as far as making a 

program schedule, I was a novice. I would take a piece 

of paper and I would list the things that we were going to 

broadcast. We would show a Charlie Chaplin film or an-

other movie, but in between there were blank spaces, 
and we had nothing to put on. Amos 'n' Andy was very 

popular on radio, so I created a female character similar 
to theirs. I put her on the air once a day doing all kinds of 

nonsense. I'd make up programs as I went along. I'd drag 

in one of the engineers—you know, engineers are not 
noted for being verbose, so I had to dig words out of 

them in front of the camera—but it really didn't matter be-

cause there were not many people outside watching 

what we were doing. 
The picture was about six by six inches. We were using a 

neon tube with a 365-degree scanning wheel in front of it. 

This resulted in a red background. The figure appeared as 
a black silhouette. The picture looked very much like a 

shadow play. I was never stopped on the street. No one 

said, "I recognized you." They couldn't have recognized 
me. They could not have known my features, because they 

could not have seen any. I was just an outline in black. 
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Iliss llarie Delrov was the camera' s .focus of attention 

when General Electric demonstrated its cywrimental 

mechanical telecision system at 0 radio trade show in 

New } ork (.1/i I,, the' late 

I do know that there were people out there seeing our 

shows. People were buying Jenkins television sets. They got 

them for—I think—$57.50 or $58.50. . . 

Working conditions were chaotic. You never knew what 

was going to happen next. We were on the eighth floor of 

a loff building in Jersey City. On the roof was our sending 

apparatus. Whenever we had a thunderstorm and the light-

ning would come cracking, someone was designated to 

go up on the roof, crawl into this broadcasting shack—and 

because there were wires all along the top of it you had to 

crawl along the floor to get to the switches—and turn it off 

so none of us would get electrocuted downstairs. 

The studio walls were concrete, and the floor was con-

crete, and the studio itself was a room maybe twelve by 

eight feet, filled with banks of light on each side. When you 

were broadcasting, the glare was such that you squinted 

your eyes when you tried to look in the camera. That didn't 

make any difference because nobody could see your 

eyes anyway. 

It was so hot in the studio that even on a freezing winter 

day you were perspiring heavily. The engineers would stay 

all night and experiment with the equipment because they 

were so fascinated with this new development in broad-

casting. I would come in in the morning to start our daily 

broadcasting, and they'd say, "Now watch out for this wire. 

See, it's red at this end, that's live. Don't step on it, you might 

get electrocuted." So you had to go hip-hopping around 

the studio to get to the place where the camera could 

reach you. . . . 

We brought some very famous people into the studio. 

Ruth Etting was one; Ethel Barrymore was another. They 

came because they wanted to know about this new broad-

casting medium. They knew nothing about it.... They were 

scared to death of the cameras. 

One performer who expressed no fear whatsoever 

before the cameras was a twenty-one-Year-old who 
would would go on to become —Mr. Television.— 

Milton Berle. He appeared on an early experimental 
TV broadcast in Chicago in 1929. —I was at the 

Coliseum as master of ceremonies. and somebody 
contacted 111V mother and said. "I have a television 

station over here." 

11 
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Perry Kilbride (WO. who gained fame as the armies' 
Pa Kettle, played the owner of a country drugstore in 
The Fortune Hunter, one of the .first dramas to be 
transmitted by NBC's regular television service in 
October 1939. 

"My mother said, 'A what station?' What the hell 
did we know? We thought TV meant tired vaude-
ville. . . . So we went over there. It was called the 

United States Television Company, and the studio 
was like a closet with lights. They put makeup on 
me —black lipstick. I looked like Pola Negri, or 
Garbo, years ago in silent pictures —whiteface and 
all that. Was it hot! 
"People ask me when I started in television. I say 

1929. They never believe me." 
By the end of the twenties, when Berle made his 

first TV appearance, there were twenty-eight li-
censed "visual broadcasting" stations in the United 
States. Research would make it clear that the me-

chanical television systems were a failure. The pic-
ture transmitted by electronic systems was far 
superior. Depression economics and the wrangling 
by different companies over different television de-
signs soon drove individuals like Irma Kroman's 
boss, Charles Francis Jenkins, out of business. 
Only companies like RCA, with the huge profits 

generated by radio sales and its NBC radio network, 
could afford to continue research. Vladimir Zwory-
kin had told David Sarnoff that perfecting his elec-
tronic television system would cost $100,000. 
Sarnoff wound up spending $50 million. 
Sarnoff and others, including Philo T. Farns-

worth, urged the speedy introduction of television 
on a commercial basis. Competitors balked. Why 
hurry, they asked, when the picture still needed to 
be perfected and radio was so profitable? 
Sarnoff persevered. The CBS network, founded 

in 1928 by William S. Paley, had begun experimen-
tal broadcasts, but NBC was poised for a major 
launch. Arthur Hungerford was an eyewitness to 
the first NBC broadcasts. 
"I came from a small town with a graduating 

class of twenty," Hungerford recalled. 

In my very early teens, I made radios. I read some place 

that you go to MIT if you want to make radios, so I was the 

first student to ever go from my little town to the Massachu-
setts Institute of Technology. 

I hadn't been there very long when I heard about televi-
sion. It turned out there was an experimenter there named 

Hollis Baird, who was putting on some experimental pro-
grams. In the fraternity house we had a television set that 

we put together so we could watch. We sent some of our 
brothers over, they would appear, and we would try to rec-

ognize them. We were bit by the television bug very early— 
this would be about 1931. 

I graduated from MIT with useful connections, and I was 

able to get a job with the Notional Broadcasting Company. 

After being there about a year and a half, a friend and I 
tried to get into television. 

It was very secret—Studio 3-H. No one could go in; it was 

under lock and key. Of course, the real reason for this was 
that we were trying to beat the British, who were ready to 

start a program service. 

The British succeeded in November 1936. 
"My friend and I watched all the newspapers and 

magazines from England," Hungerford continued. 



One of NBC's first remote hroatleast trucks. Cameramen transmit 

man-on-the-street interciews .from  }OrCS  SqMire. 
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We put out a little television newspaper, which we then sent 

to many of the big shots in New York—all the heads of the 

advertising agencies and so on. 

All of a sudden, we were called into the offices of our big 

bosses. They said, "Do you really want to be in television?" 

"We certainly do." 

"Well, if you stop your magazine, we will give you a job." 

That's all we wanted from our reports anyway! That's how 

I got into television and went through that magic door for 

the first time, into that studio where there was just one cam-

era, just beginning to get ready for the opening show in July 

of 1936. 

We were given very menial jobs. My buddy was given the 

job of pushing the dolly on which the camera was to be 

mounted, and I was given the job of running a microphone 

boom. 

The first program—July 7, 1936—began with James Har-

bord, who was the chairman of the board of RCA, David 

Sarnoff, who was the president of RCA, and Lenox Lohr, who 

was the president of NBC. They all wanted to be in on this 

act, the big beginning of television in America. They ap-

peared in an office scene, and they told how television was 

just around the corner. 

Then we aired a variety show. The first thing that I remem-

ber is a fashion show with three lovely models and a narra-

tor. Then there was a bit of a comedy scene with Ed Wynn, 

followed by Graham McNamee, who was one of the best 

sports announcers. To show drama, we brought over Henry 

Hull, the star of a long-running show called Tobacco Road. 

Then, as a sort of climax, we had the Pickens Sisters, and 

some dancing. Russell Market came over from the Radio 

City Music Hall, which was just across the street, to see what 

place we had for dancers. It turned out that instead of the 

one hundred and twenty dancers that they used on the 

Music Hall stage, we had room for three! So he worked out 

a routine for our program, we showed a film to prove that 

we could transmit motion pictures, and that was about it. 

This show, incidentally, was for the RCA licensees and 

people who were close RCA family. Two or three hundred 

were brought upstairs to the top of the Empire State Build-

ing, where sets were placed so that they could look at the 

program. 



A woman crew member (below left) trains light on the singer Yvette as she performs  before 

television cameras in the mid-forties. Entertainers were eager for a chance to appear on early 
TV, even though radio and the movies were still the most popular entertainment mediums. 

From the very beginning, broadcasters realized the need to make the most prosaic 

information visual and interesting. A weatherman (below right) at WABT-TV in New York 
(now WNBC) buttons up tight to deliver the forecast against the backilmp of an appropriate 
winter scene. 
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Hungerford, too, remembers the problems of 
those early broadcasts. "One of the limitations in 
the television studios in those days was the light 
level," he said. "We had to have one thousand 
footcandles of light in order to get a decent picture. 
This caused a lot of problems for us. I remember 
one young singer. She was standing in front of a 
piano and singing. I was the floor manager on the 
show, and it became apparent that she was having 
great difficulty. I thought she was going to faint, but 
in the way you learn to signal back and forth, she 
indicated that she would be able to finish the song. 

"So we went to the end of it and turned the lights 
off and got her out of there, and it turned out that 
the mascara on her eyes had melted on her 
eyelashes and had been seeping into her eyes all the 
time she was singing that song. It impressed us, the 
stamina of this young artist, who later became one 
of the best known American stars in television— 
Dinah Shore." 
Burke Crotty was one of NBC's first producers. 

"The truth of the matter is that everything was 
experimental, everything was a challenge," he said. 
"It was invigorating. It was a thrilling thing to do, 



Ifith a camera close-up. viewers  this early TV drama 
could see the consternation of a naval officer as he 

pitched to and fro. but (maid never notice the wooden 

rocker device built by clever stage carpenters to achieve 

the special effect of a ship rolling at sea. 

and as I look back at it today, I think I've never 
been so frightened in my life, and I am not prone 
to frighten very easily. . . . I will never forget the 
gang that we worked with, including the studio peo-
ple. I never knew anyone to put in such long hours 
of their own. There was no overtime; there was no 
money for that, but they all worked overtime on 
their own.-

NBC's experimental broadcasts continued for al-
most three years. Then it began a regular program 
service. As its curtain raiser, the network telecast to 
approximately a thousand viewers a major event-

15 



Family Battle aired every Thursday over WENR-TV, ABC's Chicago affiliate. 
from 8 to 8:30 P.M.. 1952-1953. Pictured here are the show's stars, six of the 
eight Kloses (Deborah and Victoria were too young to appear). and Daniel 
McMaster, curator of the Museum of Science and industry. who was the show's 
host. All questions were viewer supplied. 
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President Roosevelt at the opening ceremonies of 
the 1939 New York World's Fair. Later that same 
day, Sarnoff dedicated RCA's pavilion at the fair 
with a telecast that announced the new era of com-
mercial television. RCA TV sets were waiting for 
consumers to rush in and buy, Sarnoff said; initial 
sales were less than brisk. 
"There may have been many for sale," Crotty 

said. But there weren't too many of them bought. 
In the early days of television, in New York, there 
weren't more than 120 of them in all the city, and 
the majority of those were in one of two places — 
RCA executives' homes or bars. 

"The first set was called the TRK 660. It was a 
huge thing, stood possibly four or four and half feet 

high. It had a hinged lid with a mirror inside, and 
you lifted the lid and looked at the picture reflected 
in the mirror, because the picture tube —which was 
then known as a kinescope —was so huge that there 
was no way of putting it in a cabinet horizontally. 
It would stick out into the room. 
"I bought a brand new car in 1940 for a thousand 

dollars, and they wanted $660 for this TV set when 
there was virtually nothing on the air. At that price 
and at that size, no one wanted them." 
Progress ground to a halt with America's entry 



In 1954. all four television networks —ABC, CBS. NBC. and Du Mont — 

simultaneously- carried a two-hour special marking the seventy-fifth anniversary 
of the invention of the light bulb. Light's Diamond Jubilee featured such stars 

as Kim Novak. Walter Brennan. Helen Hayes. Lauren focal!. and here. Judith 
Anderson, who appeared as the woman who posed for Bartholdi's Statue of 

Liberty'. 

into World War II. The production of television 
equipment for commercial use was banned a few 
months after Pearl Harbor. TV engineers were put 
to work on radar development. "We did not stop 
broadcasting immediately," Crotty said. "What 
happened was that we were almost forced to stop, 
because we had very brilliant engineers, and the 
armed services needed their research talents far 
more than we did. So they reached in and took 
them." 
When the war ended, the race to mass-produce 

televisions and make commercial television a reality 
went into full gear. At the time of Pearl Harbor 
there had only been a few hundred sets in the 
country. By 1947, there were 170,000, and by the 
end of 1948, a quarter of a million. Shows like 
Milton Berle's Texaco Star Theater were emptying 
city streets on Tuesday nights. A movie house man-
ager in Ohio placed a sign on his theater door: 
CLOSED TUESDAY -I WANT TO SEE BERLE, TOO! 

Before the war, CBS had lagged behind NBC in 
television experimentation. But William Paley 
proved to be a worthy rival for David Sarnoff. If 
Sarnoff was the visionary of television broadcasting, 
Paley was the visionary of television programming. 
In 194.8, he scored a number of coups, stealing from 
NBC some of the network's biggest radio stars, in-
cluding Jack Benny, Red Skelton, and Edgar Ber-
gen. Paley would put them to work on television. 
That same year, CBS named Worthington Miner 

manager of TV program development. He had come 
to work at CBS Television before the war began. 
"We had the same studios the whole time I was with 
television," he said, "above the main waiting room 
at Grand Central Station. At the west end were my 
office and Gilbert Seldes's office—he was in charge 
of programming at the time—and at the east end 
were the control room and the power supply." 



The fight to develop color television was as rancorous and competitive as the 
race to invent black-and-white television had been. Once again, the dispute was 
between a mechanical and an electronic system. When the FCC finally 
approved color broadcasting standards in 1953, CBS celebrated by transmitting 
a color program that featured, appropriately, a veteran prizefighter. Rocky 
Graziano is seen here with CBS President Dr. Frank Stanton. 
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The frustrations were enormous. Miner remem-
bers conditions similar to those described by Hun-
gerford. "I went home to my wife one night and 
said, 'The equipment we are being given is so inept, 
it is never going to sell television to the public.' 
There were complaints all around." One of the 
major problems remained the fiery intensity of the 
lights necessary to get a decent picture. The prodi-
gious Vladimir Zworykin came up with the answer: 
a tube called the image-orthicon that was extremely 
sensitive to light. "One of the great romantic and 
dramatic moments of the early years of television," 
Miner said, was being invited by RCA to Madison 
Square Garden to see the new Zworykin tube. 

We went with considerable apprehension. We had been 

gypped by Philco and RCA so many times. They boasted 

beyond their capacity to produce. . . . 

The demonstration was very simple. We were all on the 

north side of the Garden, and on the south side were the 

engineers and their equipment —cameras and a man on 

a horse. The man on the horse was brightly lit for the cam-

eras, but there was still a dull image on the screen. . . 

All of a sudden, every light in Madison Square Garden 

went black. There we were, in total and utter blackness. At 

that point, the rider struck a match and lit a candle—one 

candle. On the screen, the horse appeared and the rider 

appeared. 

The story to all of us was complete. Where before we had 

needed this abnormal and harmful amount of light, all of a 

sudden, with one footcandle, we could light a scene, we 

could get a mood, we could create a characier. 

At that moment, Miner said, he realized that 
"television couldn't miss. It was going to be able to 
take dramatic shows into the home. . . . All of a 
sudden, we had an instrument that reproduced a 
quality picture with the atmosphere and mood that 
Hitchcock or Bergman might require." 

CBS Chairman Paley determined that a quality' 
picture was useless without quality programming. 
Placed in charge of new programs in 1948, Miner's 
mandate was to create "one grade A television show 
of an hour's duration, one variety show of an hour's 
duration, one half-hour situation comedy, and one 
children's show." The grade A show was one of the 
classics of the Golden Age of live television—Studio 
One, for which he also worked as a producer and 
writer. The comedy was The Goldbergs, another 
classic, successfully transplanted from radio. The 
kid's show was Mr. I. Magination. starring Paul 

too 



liefOre sports dominated the Sunday afternoon schedules. many public affairs 
series t'ere offered by the networks. CBS's The Search traveled to college 
campuses around the country to examine various research programs. One show. 
featuring Yale University's child Study center. even included a childbirth on 
camera. an unusual TV event in 19.54. 
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Tripp. The variety show was the killer —% hat could 
be created to compete with NBC's redoubtable Mil-
ton Berle? -If we were going to get a show to 
compete," Miner decided, ''we had to have two 
things: One was a nonperforming emcee; the other 

was an emcee who had the most superb taste in 
discovering, choosing, and balancing talent to make 
a show that was exciting." Miner knew that his 
choice for the emcee, Broadway newspaper colum-
nist Ed Sullivan. -physically, was not the most at-
tractive of men. - hut he presented his idea at a 
meeting of CBS executives. 

They were bored stiff. Everyone thought I had gone off my 

rocker. Frank Stanton, who was then executive vice presi-

dent, said, "Well, let's move on to some of the other matters 

we have to cover." 
At that moment, Bill Paley walked in and said, "Well, how 

do we stand on Berle?" In a rather embarrassed voice, Mr. 

Stanton said, "Tony Miner has given us his idea. We don't 

feel that it's adequate to compete with Berle, but I've asked 

him if he has an alternative suggestion to make. He said, 

No, none as good as that,' so there we sit." 

Paley said, "I want to hear it." I relayed the concept and 

the reasoning.... There was a long pause as I finished, and 

unexpectedly, Paley said, "I like it." 
Ed Sullivan's show went on the air on June 20, 1948. The 

critics' reaction was devastating. They had committed 

themselves to Berle. Berle's great public was kids and bar-

flies, and that was not what Ed Sullivan was about. 

I made a bet, a very small bet of five dollars, that The Ed 
Sullivan Show, which was then called Toast of the Town, 

would outlast Milton Berle. Milton Berle lasted seven years, 
if I'm not mistaken. NBC signed a contract whereby Berle 

was on salary for life, a mistake. Ed Sullivan produced a 

show for twenty-three years. 

The year 194.8 is often cited as a benchmark year 
for television, the year when commercial television 
finally took off, when it was taken seriously as a real 
force in the worlds of entertainment and communi-

cations. Four television networks were on the air— 
NBC, CBS, ABC (which had been formed in 1943, 
when NBC sold one of its two radio networks), and 

the Du Mont Television Network. The Du Mont 
network was created by television inventor Allen B. 
Du Mont, who had been a colleague of Charles 
Francis Jenkins. The network owned three stations 
in New York, Washington, and Pittsburgh, and it 
provided the first TV exposure for such stars as 
Jackie Gleason and Bishop Fulton J. Sheen before 
it ceased operation in 1955. 
There were many more exciting developments to 

come in television technology. By the late 1940s, 





Bob Hope explains the intricacies of a 1948 television 
set to his son, Kelly. When Paramount Pictures, Hope's 
home studio, opened TV station KTLA, the first 
commercial station west of the Rockies, in 1947, Hope 
appeared on its first telecast. Since then he has become 
TV's hardiest perennial. 

scientists and engineers were getting closer and 
closer to the invention of color television, but once 
again progress was slowed by a wrangle between 
advocates of mechanical and electronic systems. 
CBS's resident genius, Peter Goldmark, had de-
vised a "color wheel" apparatus, but it would have 
required new kinds of cameras and home receivers. 
Sarnoff held out for a "compatible" electronic sys-
tem, that is, one in which shows transmitted in color 
could still be seen on a black-and-white set. He won. 
Videotape, home video systems, and satellites 

that allow us to beam pictures from all over the 
world are all extraordinary inventions, tools that 
have helped make television the astonishing revolu-
tion that it is. But the first days of network televi-
sion were probably the most remarkable. An 
exceptional group of people came together to create 
those first shows and what has become known as the 
Golden Age. 
Television was still a miracle then. 
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Ed Wynn (center) was another vaudeville and radio veteran who made the jump 
to television. His variety series, The Ed Wynn Show, was one of the first 
national series to be produced from Los Angeles. Here, Wynn appears in a 
sketch with British character actors Elsa Lanchester and Reginald Gardiner. 

veryone was learning, almost every-
thing was live, and anything could hap-
pen.  Stage  fright,  flubbed  lines, 
accidents on the set—all manner of ca-
tastrophe could befall those early days 
of network television—and did. 
But that seemed simply to add to the 

spirit of adventure and discovery. The improvisa-
tional nature of those first steps could also result in 
moments of magic. People were allowed to do just 
about anything they wanted precisely because no-
body really knew what they were supposed to be 
doing in the first place. The Golden Age was a 
serendipitous time, especially for television drama. 
Many of television's first viewers were affluent 

city dwellers, familiar with the theater, so live 
drama was an important part of the broadcast 
schedule in those days. The networks hired people 
with experience in the logistics and economics of 
stage production. Appropriately, many of the early 
television dramas were re-creations of Broadway 
plays. 
But at the same time, original dramas, created 

expressly for television were being produced—TV 
plays that were character studies, drawn from real 
life. Live drama anthology series were a showcase 
for young people looking for a break in television— 
such series as Studio One, The U.S. Steel Hour, Kraft 
Television Theatre, The Alcoa Hour, Pulitzer Prize 
Playhouse, and many others. Many producers and 
directors, including Fred Coe, Sidney Lumet, John 
Frankenheimer, Fred Zinnemann, and George Roy 
Hill got their first jobs working on these live 
dramas. 
From this so-called Golden Age emerged also an 

extraordinary group of writers: Paddy Chayefsky 
(whose television drama Marty is a classic), Regi-
nald Rose, Robert Alan Aurthur, William Gibson 





In 10.56. Ed II van (below right) switched front comedy 10 a rare and mocing 
dranuaic role, appearing with his son Aeenan 00 and Jack Pa/once in a 
Golden Age classic. Requiem finr a Heavyweight. written by Rod Styling. 

26 

(T71e Miracle Irorker). Rod Serling.* and Gore 

Vidal. The Golden Age was golden largely in the 
sense of opportunity,- Gore Vidal recalled. -There 

was an awful lot of drama. Television was still new 
and exciting. Everybody watched. You would walk 

down the street the next day and you would hear 
people talking about it. You had a sense of an 

audience, and you had a sense that what you did 

was needed.-

*Before The Twilight Zane and Night Gri/iffy antludiogies, 

tierling %% rote such distinguished television plays as Requiem fin-
Ilemyweight and Patterns. a play about the pressures of big 
business that was so powerful and successful that the east was 
reassembled four Nseeks later for another live performance. 

J. P. MILLER 

.1. P. Miller is another of the great writers, a regular 

contributor to two of the biggest live drama series: 
Niko TV Plavhouse and Playhouse 00. Luck and 
timing got him started. 

-I was starving to death. hut trying to write for 
the theater,- he said. 

I didn't have a television set and my children were bare-

footed. I was writing ten-hour dramas that had to be done 

in five consecutive nights—that sort of thing—and I couldn't 

get anybody to read them.. . . 

A friend of mine was a television repairman, and he 

brought me a TV tube—it was just a tube with controls—so 

one night I started tinkering with it and a show came on. It 

was a show called Playhouse 90, and there was a play by 

Horton Foote. I started watching it, and it was terrific. I 

thought, "Gee, if they're doing things like this on television, 

I might give them the benefit of me!" There's no arrogance 
like ignorance, right? 

I made little notes about the characteristics of the plays 

that were on Playhouse 90, and I wrote one. I took it to NBC. 

I happened to know a guy who worked for producer Fred 

Coe. He was kind of an assistant. I took it up, and I handed 

it to him, and I said, "Can you give this to the script editor?" 

He said, "Yech, I suppose so." He did me a great favor and 

put it on her desk. It was the kind of thing you're not sup-
posed to do. 

That night the script editor took it home with her in a stack 

of scripts and read it, and the next morning she called and 

said, "Who's your agent?" 

I said, "I don't have an agent." 

"Well, how did I get your script?" 

I told her, and she said, "Good God, if I'd known that 

. We don't take unsolicited manuscripts, but now that I've 

read it, I want to buy it." 

It was like magic, Cinderella, everything rolled into one. 

One day I was selling air conditioning—or rather, not selling 
air conditioning—and the next day, I was a member of Fred 
Coe's stable. . . . 

Television was exciting just because it was new, and it 

was all live, which made it even more exciting. A few young, 



brilliant producers came into the medium and devised a 

way of doing shows in sets that were very cheap. They 

rehearsed them like plays, they treated writers like play-

wrights, the show went on, and it was an event. You got 

phone calls afterwards from all over the country. It was 

wonderful. 

The main thing was that we took ourselves seriously. We 

sat down and said, "I'm going to write something good" 

It was such a new medium and such a powerful medium 

and advertising was so incredibly successful on a success-

ful show—the producers sensed their power Fred Coe 

sensed his power; he insisted on total autonomy. If a man 

from the advertising agency walked into the control room 

and said, "That's kind of slow," Fred Coe would go into a 

screamirg fit. He'd throw the man out. And the guy ac-

cepted i. Where else could they get that kind of attention 

for their money? 

\liner was lured away to Hollywood. but luck 

stepped in once again. leading him to the creation 
of what is undoubtedly Miller's most famous and 

finest contribution to live television —The Days of 
/fine and Roses. the story of an alcoln4ic couple. 
written in 1958 for Playhouse 90. It starred Cliff 

Robertson and Piper Laurie. 

Cliff Robertson and Piper Laurie starred in the 1958 
CoMen -lize dra m. The Da‘s of Wine and Roses on 

I la In iu'e 90..1 stoty  lo,•e beseiA,qui bv alcoholism. 
it was written by J. I'. lliller. produced hv Fred Coe. 

and directed by John frankenheinter. 

That was kind of a minor miracle. It almost never happened 

because I was going to quit writing.... I was disgusted with 

Hollywood. I was walking down the street one day in New 

York, and I bumped into Fred Coe. He said, "You're just the 

guy I want to see. I thought you were in California. I've been 

trying to find you. I'm going to do three Playhouse 90s, and 

I want you to do one of them." 

"No way," I said. "Forget it. I am not going to write any-

thing for anybody for I don't know how long. I'm going to 

be a fisherman." 

"Nonsense. Think about it. . . . If you change your mind, 

I want to do something really strong—alcohol or crazy— 

whatever. ... If you get an idea, call me, you've got the slot." 

I said, "Thanks a lot, Fred, but forget it." But somehow, the 

word alcohol stuck in my mind. And that night, I was lying 

in bed, and I started thinking about my uncle; we all lived 

together during the Depression. I thought of one particular 

scene in which he came home one Christmas Eve and tore 

up the Christmas tree. I had a thing about that, and some-

how or other a story started coming to me. 

At one o'clock in the morning, I picked up the phone. I 

knew Fred would still be up because it was a Saturday 

night.... He was smashed himself, half out of his gourd, and 

I said, "I've got an idea for a story." 

He said, "What is it, Pappy? Tell me about it." 

I said something like, "I want to do a story about a love 

affair between two people who drink a lot—a nice young 

man and a nice young woman. When they drink a lot, they 

fall in love, they have a lot of fun drinking, and slowly, slowly, 

the bottle becomes more important to each than each is 

to the other. The bottle that brought them together sepa-

rates them." 

And Coe said, "I love it, Poppy, write it. Have another 

drink." 

I started researching. I started going to A.A. meetings. I 

didn't go and say "I'm a writer." I just went in, you know. I 

felt kind of guilty, because the people would pat you and 

say, "I hope you make it, pal.' 

And I wrote it. 

lhe Days of Urine and Roses would be one of the 
last of the great live dramas. It couldn't last.-

Miller said. 

27 



Paul Newman (left) played ball player Henry It iggins in The L.S. Steel 
Hour adaptation of Mark Harris's novel Bang the Drum Sliiwlv in 1956. The 
live drama also starred .41bert Salmi (center) and George Appard (right). 
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Fred Coe started getting older and weaker—so did all the 

others—started losing some of their power, and then tape 

came in. Lesser producers could do shows, they could do 

more good shows because if the show wasn't good they 

could change it around until it was better. And then they 

found that by doing tape, they could go outside. Car 
chases—that was the beginning of the end of television! 

The shift of production to the West Coast was very impor-

tant, because the symbol of the West Coast was the quickie 

movie. That's what they started making. They started mak-

ing movies for television, and they started making them like 

a formula ... a certain amount of spilling over the top of the 

gown, a certain amount of female pulchritude properly dis-

played, a few car chases, a few gunshots, and so forth. They 

learned by doing these things they could get more viewers 

and have a surer shot than they could with these little plays. 

A simple matter of the marketplace did us in. 

JOHN FRANKENHEIMER 

John Frankenheimer is best known today as a direc-

tor of motion pictures such as The Manchurian Can-

didate. Seven Days in May. and The Fixer. but he too 

is an alumnus of the Golden Age. He started out as 
an assistant and was soon directing plays on Play-

house 90 and Studio One, plays such as The Rain-
maker. The Turn of the Screw. an elaborate two-part 

production of For Ifhom the Bell Tolls. and J. P. 

Miller's The Days of Wine and Roses, a particular 
favorite of Frankenheimer's. 

it was one of the best scripts I've ever had and 

the producer. Fred Coe. was one of the two best 

'inducers with whom I've ever worked.- he said. 
-Fred had been a director —a good one —so he 

knew how to talk to directors. He was wonderful 
with writers. lie just gave you the feeling that every-

thing was going to be okay. He gave us a climate in 

which we could function creatively. and that cer-

tainly is the role of a producer. He was just a bril-
liant. wonderful man.-

Ironically, he said. "'Alcohol killed Fred Coe. I 

loved working with him and I mourn his death a 
(treat deal.-

Alcoholism was just • (Inc of the side effects that 

afflicted those involved in the production of live 
television. The stress and tension were enormous. 

I became a director when I was twenty-four years old, and 

I really didn't know any better. I think if I were to go back 

and try to do it now, it might be absolutely impossible. I 

remember that I developed a terrible lower-back problem, 

and I shared that problem with many of my fellow directors. 

I remember during an air show—for instance, a Play-

house 90—I would lose four to five pounds in perspiration. 

I'd have to take my shirt off and just wring it out at the end 

of one of those things. 

The time when the tension was at its highest was between 

dress rehearsal and air. After the notes were given out to 

the cast and crew, we had approximately fifty minutes be-

fore the air show. That's the time when people were really 

by themselves, and they get terribly nervous. I remember 

one show I did with Dennis O'Keefe—his first live television 

show. It was 1955, and he started walking behind the sce-

nery, and he saw his leading lady there—Mary Sinclair, she 

was literally the queen of live television at that time.' She'd 

done about three hundred live television shows. Dennis 

went up to her and said, "Mary, how do you do it?" 

She said, "Well, Dennis, there's absolutely nothing to it." 

Whereupon she turned around and vomited. 

Sinclair's reaction is all the more understandable 

when you hear some of the horror stories related by 
Golden Age veterans like Frankenheimer. He 
remembered one particular incident in a show that 
starred Lee Marvin. 

*Nlar  has a major leading lad% of the Golden \ge. 
Arming her many other roles. she uas the star of user a dozen 
.s.tudie• One adaptations id' such classics as Jane Eyre and If 'inh-
ering Ileiglas (see intervie‘,. is ith .1101111 For, the/. 
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Andy Griffith starred in The l..S. Steel Hour's 

No Time for Sergeants. a lice T1 . comedy that also 

became a success:AI Broadway play and Hollywood 

motion picture. 

I was still, thank goodness, an assistant director. The direc-

tor was a fellow who had done hundreds of live television 

shows. He was a gentleman who really thought on his feet 

rather than planning it all out beforehand.... In this particu-

lar case, Lee Marvin was playing a private detective, and 

the director decided that he would end on a shot of Lee 

Marvin and begin on a shot of Lee Marvin in a phone booth 

for the next scene. I pointed out to the director that was 

highly improbable and impractical—Lee Marvin was al-

ready on the set. How was he going to get to the phone 

booth? 

I was told to mind my own business. He—the director— 

would figure it out. Rather than cut to the lady who was 

playing the scene with Marvin, the director decided that he 

was going to save face and show me, this upstart, that he 

was able to do this. . . . 

He said to Lee, "All right, what you do here at the end of 

this scene is put your cigarette out in that ashtray and we'll 

pan down to the cigarette, and you get out of the set and 

run over to the phone booth." 

Lee said, "I can't make it." 

The director said, "Look we'll fix it. We're gonna put the 

phone booth on a dolly with wheels on it and we're gonna 

put it right here next to the set, and you just get up from here, 

run into the phone booth, and that's that. You see, Franken-

heimer? You see how I fix that?" 

Well, it was great if you like shots of smoldering cigarettes 

in ashtrays, because we hung on it for about fifteen to 

twenty seconds in dress rehearsal until we got Lee in the 

phone booth. 

The director forgot a couple of things: One, he forgot 

about the adrenaline of live television; and two, he forgot 

that the studio in which we were doing this show was at a 

slight incline and we were at the top of it. . . . 

On the air, we panned down to the ashtray, the cigarette 

was sizzling, and Lee—because he was on the air—got this 

terrific burst of adrenaline and hit that phone booth at 

about twenty miles an hour. The phone booth proceeded 

to roll right across the studio very slowly. 

It was like a Fellini movie—we panned this phone booth 

across the studio, past the cameras—we even panned 

past one actress who was completely naked, changing for 

her next scene! And of course, you couldn't hear anything 

that Lee was saying because the boom was still where we 

left it. Lee was talking a mile a minute, we were panning, 

and it came to an end when the phone booth hit the wall 

at the end of the studio! 

Frankenheimer told another war story that gives 
an indication of just how deeply into mayhem live 
TV drama could descend. He was still working as 
an assistant director. 

The assistant director's job in live television in those days was 

to go in at the end of the rehearsal period and be the direc-

tor . of photographyfor the director. Only in this particular case, 

I was called the day beforehand and told that we were do-

ing this show with [British character actor] Francis 1. Sullivan 

and Eva Marie Saint. It was Francis L. Sullivan's live television 

debut. He was playing a British missionary who was flying 

with his assistant in a plane fifty thousand feet above sea 

level across the Himalaya Mountains. They were to crash-

land and be rescued by a group of Chinese ski troops.... 

The studio in which we were doing this show was terribly 

small and we were doing the commercials from the same 

studio. 

I said to the director, "How are you going to do the Chi-

nese ski troops?" 

He said, "That's very easy. You're going down to China-

town, and you are going to find the Chinese ski troops." 

I went down to Chinatown, and I found that all of the 

Chinese actors I talked to couldn't speak English and 
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couldn't ski. I finally found some who were able to ski but 

could not speak English. I got them back to the studio and 

put them in costumes, and I said to the director, "What are 

you going to do for skis?" 

The director said, "Very simple. We're gonna put wheels 

on the bottom of the skis." 

"Where are you going to position them?" 

He said, "You tell them that when we come to the com-

mercial man for the first time, they're to get into position." 

It was a really shaky operation—I don't have to tell you. 

The show started, and we're in the cockpit. Two seats, 

that's all we had as a set, no budget. We were going along, 

and suddenly Francis L. Sullivan dried up. He just totally 

forgot his lines. 

He looked at Eva Marie Saint, and he said, "Well, my 

dear, what have you got to say for yourself?" 

And she looked at him and she said, "I think I'll just go to 

sleep." Whereupon she did. Whereupon Francis L. Sullivan 

said, "My stop, I think I'll get off," and he stepped up and 

walked out of the airplane. 

The director panicked—as well he should have—and he 

screamed, "Take one!" 

Well, camera one was on the commercial announcer, 

who was talking to his agency boss. The camera's on him, 

and suddenly he starts to say his commercial, except the 

audio boom was still over Francis L. Sullivan. So over the 

commercial man's mouth going, you heard "forty years in 

this goddamned business . ." and so on. . . . 

Finally, we got Francis L. Sullivan back in his plane. 

The audience must have been terribly confused, but we got 

him back, and he was saying his lines, and suddenly that 

glassy look came into his eyes again and we knew it was 

all over. . . 

This time, the director wasn't gonna wait for him to walk 

off the plane. He screamed, "Take one!" 

Camera one was on the announcer again, and the com-

mercial announcer is saying to the agency man, "The nerve 

of that son of a bitch. . . ." The light is on, he starts his 

commercial... . Suddenly, right across the screen, comes 

the Chinese ski troop, and the guy is trying to do his com-

mercial. . . . 

I called master control. I said, "Look, this thing's totally out 

of control—just cut us off. We're down in flames!" We were 

taken off the air. 

In spite of all that. Vrankenheimer has fond 

memories of that so-called Golden ..1ge. 

—We \very not bothered b‘ the pressures of huge 

budgets and rating,: that television in the tnited 

States is bothered ‘vith today. We ids() had the best 

writers available. . . . 

It just happened :-.1) be a time when there ‘‘as an 

awful lot of talent c. ,.4.ted in one place. and that 

place W.I. live television. I was the perfect place for 
that talent to be.— 

Ahat %vas lost %vitt] the death of 

drama? 

live  telex i-ui in 

All sense of urgency. The directors had control for the sim-

ple reason that there was no time for temperamental actors 

in live television. If anybody started to argue with you or be 

late or something like that, what you did was just take them 

aside and say, "Look this is not very pleasant. I don't like it, 

but in the long run it's you who's going to be up there on 

Thursday night live at nine-thirty, not me." That was a bluff 

that worked quite often. 

As soon as we went to tape, in the back of people's 

minds was the fact that if it really got bad, if the scenery fell 

down, if they forgot their lines, if the whole show went out the 

window, you could start again. A lot of things just did not 

have the same spontaneity, the same urgency on tape as 

they did live.... The invention of magnetic tape destroyed 

live television. . . . 

Two, television became such a tremendous big business 

that the ratings took over, and our ratings were not com-

mensurate with the ratings of the shows opposite us. . . . 

Three, it was a new type of executive who took over, who 

was just in it for the short run and really just wanted the 

numbers for the ratings. . . . 

And so ended the Golden Age. Frankenheimer 

misses the combination of excitement and agony. 

—Someone once compared doing live television to 

doing summer stock in all iron lung." he said. —I 

think that about says it.— 



U alter 1101/11011 (le./.1) is just one of many Hollywood stars who got their start 

appearing in the lice dramas of telecision's Golden Age. 
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IMERO FIORENTINO 

liner° Fiorentino has; gone from being a staff light-

ing director at ABC to running an eighty-employee 

company that is involved in virtually every aspect 
of production. [mem Fiorentino Associates works 

in television, concerts, and industrial shows and has 

designed for everything from Frank Sinatra appear-

ances and Neil Diamond tours to bullfights. 

He learned his trade during the Golden Age. —I 

first saw television when I was a kid growing up in 
Brooklyn. in my late teens. I guess,— Fiorentino 
said. 

We didn't own a television set—most people didn't. But the 

Texaco Star Theaterwith Milton Berle was on Tuesday nights. 

So we all stood on the street, and the people who had a 
television set on my block would put it in the window facing 

the street. Half the block would gather—maybe fifty people 

would watch the show. 

Along with most people, I didn't know how it worked. 

Okay, so it's pictures through the air instead of sound only. 
I had no desire to become involved in television because 

I didn't know what it was. 

I got out of college and lined myself up to be a teacher 

at Indiana State University.... I was waiting for the semester 

to start, and my father died. I was left with the problem of 

having to become the breadwinner and live in Brooklyn, 
because I couldn't afford to live in Indiana and send 
enough money home to pay for the bills. 

I had no job, so I applied to various places in the city. 

Among them were the networks. A few weeks later, ABC 

called me in and said, "Would you like to come in and talk 

to us about a job as a television lighting engineer?" 

I talked with them, and I told them I knew nothing about 

television. They said, "That's okay, kid. Nobody else does." 

That was in 1950.1 said I knew theater lighting, but I did not 

know television. And they said, "We'll assign somebody to 

you to help you learn it." 

They assigned a guy to me. He was a light-direction engi-

neer. They just poured light on in those days. It was really 

floodlighting. 

After not even two weeks of following this guy around, 

one morning he said to me, "Okay, you light it." This was two 

o'clock in the morning because we went on live in those 

days. 

It was Pulitzer Prize Playhouse. An hour-and-a-half drama, 

live. I'll never forget it. The name of the play was Mrs. Janu-

ary and Mr. X, with Spring Byington and Douglas Fairbanks, 

Jr. 

The guy went home, and I had no idea what to do. I knew 

how to light things for the theater. I used a minimal amount 
of light, even though I was told you had to use a lot of light. 

I used less, because I just didn't know, and I didn't have the 

time. Amazingly enough, the picture looked pretty good. 

So, since it looked good, people started to say, "This kid's 

very artistic." The shows came out looking good, and every-

body wanted me to do them. And I became known as the 

artistic lighting designer. 

At the same time, there were other lighting designers on 

the scene who were doing the same thing. We were pio-

neers. The television industry is such a baby that some of us 

are still alive. My colleagues like Bob Barrie and Ralph 

Holmes, they were doing the same thing at their networks. 

We started achieving reputations for doing creative, artistic 
things. 

We had something going for us, too. Technology was 

changing. Cameras got smaller, better; they needed lower 

light levels. We could do more with less. 

We could use shadow. Before, shadow was taboo. Now 

we could use shadow to our advantage. We could create 

a third dimension. The engineers became more adept at 

utilizing shadow, making pictures happen. A lot of cajoling 
went on, but we all were in the same boat together, you 

see. We were growing and learning. 

The\ built from the ground up. 

It was twenty-two hours a day, every day, filled with great 

excitement. There were no days off. . . . 

You did things and somebody would say, "Isn't that won-

derful? How'd you do that?" So we tried to remember how 

we did it, and we tried to do it again. That's how we set 

standards, rules, and goals. We talked to each other. 

Whether the Golden Age produced shows of great sub-

stance, I don't know. It produced a lot of people with a lot 



33 

of substance, that's for sure. Especially in the writing and 

directing area. Sitting next to you would be Rod Serling, 

Reginald Rose, Tad Mosel. We didn't know they were great 

writers then—neither did they. Also directors like John Fran-

kenheimer, George Schaefer, Sidney Lumet, Alex Segal, 

Charles Dubin. 

There were always disasters. There were many shows 

where scenery fell down; it just fell down on camera. On 

Paul Whiteman's Goodyear Revue a series of columns 

came in from both sides on two dollies. The two dollies hit, 

and all the columns fell down, right on camera, live. There 

was nothing you could do about it. 

I remember one show called Toles of Tomorrow. The 

opening shot was a big pull switch. The camera zooms in 

on this, and a gloved hand, black with lightning on it, would 

come in. ,t was a little stagehand named Danny Terrill, a 

little jockey, his hand was like his whole head size. The hand 

would reach in and pull the switch. Right underneath was 

a flashpot that would go off on cue, and out of the smoke 

from the flash powder would grow the words Tales of Tomor-

row. 

So we were in rehearsal, he pulls the switch, and the 

flashpot goes p55/fl—just a little puff. So somebody says, 

"Tell the prop man we'll need more flashpowder." 

Everybody heard that, so everybody went out on the stu-

dio floor; different people told every prop man they could 

find to put more flash power in. Six people put another 

spoon or two of flash powder in there, unbeknownst to the 

other guys—now we have dynamite. I mean, we have a 

bomb! 

We go on the air, the guy pulls the switch and boom! The 

little guy went to the hospital with burns on his face and his 

clothes on fire. Blew the camera right off the air. Completely 

destroyed it. 

Another time, same series, Tales of Tomorrcw, Lon 

Chaney, J'., was on the show. He's supposed to go crazy. 

He picks up furniture and hits people over the head with it, 

cracks chairs. Of course, the furniture was all made out of 

balsa and stuck together with toothpicks. 

We're rehearsing that scene. It was live TV, but we're re-

hearsing beforehand. In the early rehearsals, he doesn't 

break the chair because it's the prop. He picks it up and he 

says, "Then she sits, and then I hit her over the head, and 

then I put it back down." 

So now we're on the air live. He goes to pick up the chair, 

but for some reason, he thought it was still a rehearsal. He 

looks right to the camera and says, "Here's where I hit her 

over the head with the chair." Aid he puts the chair down! 

Tie whole control room died. Died! . . . 

Another one: It was a show called Fearful Decision. Alex 

Segal directed it. It was a kidnapping story with Ralph Bel-

lamy, Meg Mundy, and a little boy. Ralph Bellamy is a 

wealthy doctor. They live in Connecticut somewhere. The 

toy gets kidnapped. Bellamy can afford the ransom, but 

he decides he's going to go on television instead, address 

the kidnappers and tell them, "I'm not going to give you the 

money, but I'll double it to anyone who turns you in. . . . 

Therefore, everybody who's around you, you don't know 

who will turn you in." 

It's an interesting concept. In rehearsal, Alex said to me, 



The brash and talented Ethel Met-man t'as one of the Broadway and 
Hollywood stars Who appeared with "Mr. Television, - Milton Berle, on one of 

the Golden Age's comedy-variety hits. Texaco Star Theater, 
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"I got this guy who's bugging me. He's a friend of a friend, 

a bit-part actor." He tells me that, reluctantly, he's given this 

guy a bit part in the show. He plays a state trooper. You see 

him in the first act, and that's it. You don't see him again. 

The play goes on. . . . Everybody's down on the doctor, 

Ralph Bellamy—"Give them the money, forget the princi-

ple, pay the dollars, get the kid." The father sticks to his 

guns. 

Now comes the deadline. This is the last act of the play, 

a very emotional moment. We start to realize that the kid 

has probably been killed. Too much time has gone by. The 

father is now alone, he feels that he's been wrong, he has 

lost his son, how will he face his wife? He's out in the yard, 

sitting on a tree stump or something, desolate and alone. 

It's twilight. There's a backdrop with painted trees on it, so 

it looks like the forest when it's dark. The father starts to cry. 

People in the control room are crying. Alex is crying. He's 

got his shirt off, he's crying.. . . 

And I see something move. The backdrop. You know, 
when you walk between a backdrop and the studio wall, 

it creates an air pocket, makes a wave ahead of you as 

your body pushes the air. 

Alex hasn't seen it yet. He's concentrating—lake two!" 

Somebody's walking back there. He gets to the split in the 

two drops, where a tree is painted. He opens it. The father, 

Ralph Bellamy, looks up. It's this bit-part actor! Dressed in 

street clothes, he's going home. He walks right through the 

scene, says to Bellamy, "Good night, Ralph!" 

I thought Alex was going to have an apoplectic fit. He 

starts to rave, "I'll kill him! I'll kill him!" 

Alex runs out of the control room and is about to run onto 

the set, live. He doesn't care. He's going to kill that actor! 

They got the actor off and onto the street. They said, 

"Grab a cab, and get out of here!" They stopped Alex from 

running onto the set. He's screaming at the top of his lungs, 

"I'll kill him! I'll kill him!" He's going crazy. 

Meanwhile, on camera, the kid comes in, there's a reun-

ion with the father. But you couldn't stop tape and do it 

again. Done. Done!' 

4 1(.11 the l'a,e ‘sith 1M-tor\ there are contiieting 
account. of till, incident. Jack Sameth, the exectiti‘e immitmer 
of Telecisi,m. %%a, tht• a',r-tatit director un Feetrjill  Ile. 
maintain. that Segal actuall did get hold it the actor in pie, 
film. and 1•1,11111erell  Ii till. 

In those days, I never lit a news show or a cooking show. 

I was lucky. I got the big ones: U.S. Steel Hour, Leonard 

Bernstein, Martha Graham, Omnibus . 

Omnibus—Alistair Cooke, produced by Bob Saudek 

... We didn't have electronic boards or anything like mem-

ory systems. Forget it. This was all done by hand. I had two 

men operating thirty-six dimmers by hand. . . . Everything 

had to be on paper and done manually, so the cues could 

only be as fast as a man could work. . . . 

So whenever anything got transposed, it was chaos, be-

cause every cue worked on the cue before it. It depended 

on the sequence. Today, you can go backwards, forwards, 

whatever you want. Just push the button. No problem. 

But imagine a live show like Omnibus, an hour and a half, 

with many segments in it, maybe three or five per show. We 

would rehearse them—we're set—it's half an hour to air 

time. I'm making my final changes and notes and cleaning 

up things. Saudek would come in and say, "The third seg-

ment is now first. The first segment is fifth. The second seg-

ment is fourth." I'd say, "Jesus, how can we do that?" 

So the last half hour was spent with me and the electri-

cians, on the floor, in the middle of the studio, with all the 

papers spread out, changing it, but never seeing it 

changed, and hoping that the brain remembered. . . . I 

guess it's an experience that most people today don't 

have, because they rely on systems to do the thinking. The 

brain was the only computer I had. . . . 

I used to go home—I lived in Forest Hills. Every night, I'd 

go home, I'd shut the car doors and then scream all the 

way home, at the top of my lungs. I'd get into bed, I'd take 

four Empirin with codeine. I couldn't get out of bed until I 

took four more. And that went on daily. The pressure was 

great. 

Still. there was a certain thrill in those early days 

at a job well done. That becomes obvious When 

Fiorentino talks about a specific job: the lighting of 
an .American Ballet Theatre production of Les .tivl-
',hides for Omnibus. —The dancing was so beautiful 

and !..ai simple. Ever% body %%as on. everybody was 
right. and I was enjoying it to death. The whole 
emitrol room was just tiN ing it. . . . 

—But the (•rowning moment of it N% aS at the very 



Two of the biggest stars of the Golden Age of television: puppets Kukla and 
Oliver J. Dragon, minus their human sidekick, Fran Allison. Kukla, Fran and 
011ie was a children's show that was almost as popular with adults because of 
its good-natured yet knowing wit, a style largely attributable to the creative 
magic between Fran Allison and puppeteer Burr Tillstrom. 
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end. . . . Everybody takes their final pose, and 
there's a slow light change that occurs, that is sup-

posed to end exactly at that moment, that magic 
moment. I get my electricians on the other end 

of the headset, and I say, 'No, no, easy, slow, 
go ahead, right, slow, a little more, a little more, 

slowly . . .' and then —'Aaaahhh! Look at that!' 
"You hit a home run; you won the Super Bowl; 

you did all that, all on one lousy light cue. Once in 
a while it all comes together, and you say, 'Wow, we 
did that! Son of a bitch!'" 

FRAN ALLISON 

Fran Allison was one of the first of television's first 
surrogate mothers. Kukla, Fran and 011ie, one of 

the gentlest, cleverest, and funniest children's 
shows ever, was "hip" in a special way, never smug 

or patronizing, filled with adult humor, but always 
retaining an essential sweetness. One boring after-

noon after school, when there was nothing on TV 
but a United Nations Security Council debate, 
NBC's UN correspondent, Pauline Frederick, 
signed off, and on came Kukla, Fran and 011ie's 
Beulah Witch, who announced that she had just 
flown on her broomstick smack through the United 
Nations Secretariat. 
Fran Allison began as a teacher in Iowa, then 

went to work at a radio station in Waterloo, Iowa, 
where she first made a splash playing a character 
named Aunt Fannie, a regular fixture on Don 
McNeill's Breakfast Club. Aunt Fannie would fol-
low her throughout her radio and television career. 
"The program director lin Waterloo] had a noon 

show called The Cornhuskers," Allison said. 

He was a man of many voices, and there was a violinist and 

a man who played the accordion. They'd do these little 
skits. They were so entertaining that I'd hurry out and grab 

a sandwich and then run back to the studio to listen to the 

rest of it. 

One day, I was right outside the studio door and the 
program director said, "Well, look who's coming up the hill. 

Is that Aunt Fannie on her bicycle? The poor soul looks 
winded. Let's ask her to come in and sit a spell." 

I thought, "Now what kind of voice will he do for her?" The 
next thing I knew, the door opened, they snatched me in, 

and I was Aunt Fannie. So I huffed and puffed a little bit, we 

exchanged a few pleasantries, and that was it. I forgot 
about her. 

There was a big farm implement company in Waterloo, 

which sold directly to the customer. The radio sales people 

had been trying to interest them in radio, but they couldn't 
suggest anything that appealed to them. One of the an-

nouncers said, "You know, Fran, I'll bet you we could sell 

them Aunt Fannie." 

I said, "Who's that?" 

"Well, you are. Don't you remember?" 

So we did a five-minute program in which I sold cream 
separators, tractors, manure spreaders, pump jacks—I 

wouldn't know a pump jack if I fell over it, you know, but I 
put their copy into Aunt Fannie lingo. And for that I got the 

magnificent sum of two dollars a program. I thought I was 
doing just great. 

Within three years of the beginning of her radio 
career, she was in Chicago, starring on NBC radio 

programs such as K. C. Jamboree and Meet the 
Meeks and acting as a participant in early TV ex-
periments. 

Allison's experience with early TV would come in 
handy. Chicago became an important production 

center for RCA and the NBC television network, 
giving rise to what became known as "the Chicago 
school of broadcasting." With no money, but enor-
mous imagination and resourcefulness, such pro-
grams were produced as Dave Garroway's Garroway 
at Large, Studs' Place with Studs Terkel, and of 





Members of Howdy Doody 's Peanut Gallery get to visit with the stars of their 
favorite show during a personal appearance at New York's Macy 's Department 
Store in 1949: Buffalo Bob Smith (lift), puppet star Howdy Doody, and 
Clarabell the Clown, played by Bob Keeshan, the once and future star of 
Captain Kangaroo. 
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course, Kukla, Fran and 011ie. Among the people 
approached to provide programming was a young 
puppeteer who himself had participated in televi-
sion experiments, Burr Tillstrom. RCA realized that 
one of the most effective sales tools for television 
was television itself. Not only would programs per-
suade people to buy, commercials selling the new 
sets could be broadcast as well. 

"They thought that a wonderful avenue of ap-
proach would be one which was directed toward 
children," Allison said, 

because if children want something, and it's possible for 

the parents to get that something for them, they will do it." 

So they wanted to do a show five days a week, an hour 

ecch day. Burr was supposed to sell televisions, records, 



Lassie went on the air in 1954 and can still he seen on TV today, although 

the production of new episodes ended in 1971. Tommy Rettig, playing Jeff 
Miller, was the first of a succession of owners who would marvel each week at 

Lassie's canine smarts. 

39 



George Burns and Gracie Allen were one of the first comedy teams to make the 

transition from radio to television, just as they had made the transition from 
vaudeville to radio. After Gracie retired in 1958, George was one of the many 

performers who took a turn hosting ABC's Hollywood Palace, one of the last of 
the old-style variety shows. It ran on ABC from 1964 until 1970. 
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phonographs, all that sort of thing, and he felt that it would 

be a rather heavy assignment. If he could find someone to 

work with in front of the stage, it would be ever so much 

easier. 

So the head of the station at that time remembered that 

when he had asked me to come over [for the earlier experi-

ments], I had come, and I had stood where I was supposed 

to stand and spoken when I was spoken to. So he sug-

gested I might be just such a person. 

They called me on Thursday and asked me if I could 

come to a meeting on Friday. After the meeting, Burr and 

I both agreed that it would be fun to try. And on Monday 

afternoon, I went down to the station at two o'clock. Burr 

and I went down to the drugstore, had some coffee and 

talked about what we might do. Went on the air at four that 

afternoon and worked for ten years. 

Tillstrom developed a marvelous, disparate cast 
of characters. "Oliver J. Dragon was the kind of 
person I think Burr might have wanted to be," 
Allison said. "He was so flamboyant. He just 
thought that all that came to him was due him. 
Kukla was more near Burr's personality: kind and 
sensible. 
"Beulah Witch, I loved her. I thought she was 

the most resourceful woman I had ever met. She 
was a graduate of Witch Normal in North Carolina. 
She left there and went with a traveling troupe of 
Hansel and Gretel, but she quit that because she was 
afraid of being typecast." 
Among Beulah's duties was patrolling the NBC 

network's coaxial cable on her broomstick. Other 
characters included Fletcher Rabbit, Cecil Bill— 
,'our union representative" —Colonel Crackle, a 
southern gentleman; and the redoubtable Madame 
Ophelia Oglepuss. Allison said, "The characters 
grew as we'd talk back and forth, asking questions 
and finding that some of the things we liked were 
very much the same as the things the different cha-
racters liked. We grew that way. We were so fortu-



A master of comic timing. Jack Benny could get bigger laughs with a single 
gesture, look, or line than anyone. Benny. with a supporting cast that included 
Mel Blanc. wife Mary Livingston. Dennis Dar, Don Wilson. and Eddie 
—Rochester— Anderson. fronted one of the funniest shows on television. 

nate to begin in television in the covered wagon. We 
grew along with the industry itself." 
The makeup, in those early days, she said, was 

-a little startling, I think, and the lights were so 

hot!" That heat led to a moment that reveals how 
completely Fran Allison had become a member of 
Kuklapolitan society. "At the end of the first sea-
son, we were to have eight weeks off. The way we 
closed was that Beulah Witch was going to fly us all 
off to Vermont, where 011ie's parents had a summer 
home. We had a letter from 011ie's mother, and she 
said to be very careful and see that 011ie was bun-
dled up because his throat was very susceptible to 
night air. 
"I had brought a scarf to 011ie from his mother. 

So we had it around his throat, and Kukla had a 
little stocking cap on and a sweater. And I had on 
a sweater and a babushka around my head. When 
they faded from us, we had to stay there, but our 
mikes weren't on. I turned to 011ie [the dragon], and 
I said, 'Aren't you dying in that scarf?' 
"Burr broke up. He said, 'You are a believer.'" 
There were never scripts, just "an idea," Allison 

said. "Maybe it would be built around a particular 
piece of music we wanted to use; maybe the plot 
would grow out of something that had happened 
either to Burr or to me or maybe to one of the girls 
in the office." Music was always a specialty. "We 
did The Mikado seven times —different version 
every time, always a disaster." They performed 
with Arthur Fiedler and made up parodies of other 
TV shows. "We did an amateur show when Ted 
Mack and Arthur Godfrey were in their heyday. We 
did detective shows, too." 
When Kukla, Fran and 011ie became a national 

show, they were a hit across the country and not 
only with kids. "The greatest following we had was 
among people in the arts,- Allison said. "Tallulah 
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Amos 'n. Andy was the first television comedy series a'ith an all-black cast. but 
it drew fire from critics Who attacked the show for perpetuating racial 

stereonpes. Only two seasons of episodes were filmed. but it was seen in 

srndication until 1966. When CBS withdrew the series after protests from civil 
rights organizations. 
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Gertrude Berg WUS the matriarch of the Golden .4ge sitcom The Goldbergs in 
more vt'ay.s than one. Not onlv did she star as Mrs. Goldberg. she wrote and 
produced every episode. Despite Berg's efforts in his behalf Philip Loeb (left), 
who played her husband, was forced off the program by the blacklist. He 
committed suicide in 10.5.5. 

Bankhead used to call us every night after the show. 

I remember Bea Lillie visited the set one day. We 

had a wonderful young man who did costumes and 
things for the little people, and within five minutes, 
he had Beulah decked out in a pillbox hat and a 
long double string of pearls." 

Allison said that at its height, the series received 
some fifteen thousand letters a week, many from 
children who were just as captivated by the Kuk-

lapolitan world as she was. 

At the very beginning, children were attracted to the fact 

that there was a dragon who spoke, a rabbit who spoke. 

They weren't quite sure about Kukla. . . . 

One day Kukla seemed rather sad, and I said, "You're not 

your usually happy self. Is something wrong?" And he said, 
"No I'm just bothered, Fran. You know who you are. 011ie 

knows he's a dragon, and Fletcher knows he's a rabbit. 

Some people write to me and say, 'What is Kukla?' I just 

don't really know." 

I said, "Just as long as you're here, that's all I need to 

know." But several days later, he was so happy. He said, 

"Fran I have a letter. You must read this letter." 
He gave it to me. A little girl had written, and she said, "We 

love you, Kukla, and we don't want you ever to be unhappy. 

We certainly don't want you to worry about who you are, or 

what you are, because my mother says you're a blessing." 

There have been other shows for Fran Allison, 
television specials and commercials, but she will 
never forget the live days when she and a dragon 
and a puppet named Kukla (Russian for "doll") 
were three of television's first stars. "I never 
thought of it as being a television thing," she said. 
"I just thought of what we were doing as a happy 
meeting with people I loved and whom I enjoyed so 
much. I never really had the feeling that we were 
doing a show, per se. Each day was just a new 
wonderful experience. 
When I see some of the old kinescopes and see 

some of the hairdos and getups that I had, I cer-
tainly didn't think of it being a show, or I would 
have mended my ways! 
"Television is wonderful now; they do things so 

well. But it's also kind of cut-and-dried. It would be 
great to see something like it used to be. . . ." 
Fran Allison is still a believer. 
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Phil Silvers, who played wily army con man Sergeant Bilko on the situation 
comedy, You'll Never Get Rich, introduces cast members after the filming of 

one of the series' first episodes in 1955. The series t'as at first shot before  a live 
audience at the old Du Mont Network studios in New York City. Note Fred 

Gownne (fourth from the right), t'ho would go on to star in sitcoms Car 54, 
Where Are You? and The Munster. 
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JOHN FORSYTHE 

A 1953 biography from Universal International's 
publicity department says his legal name is John 

Lincoln Freund. John Forsythe, in many respects, 
is the quintessential television actor: the kind of 
personable character actor who has always been 
welcome on the home screen in a variety of roles. 

As a Broadway leading man, he starred in Tea-
house of the August Moon and replaced Arthur 

Kennedy in Arthur Miller's All My Sons and Henry 
Fonda in the title role of Mister Roberts. He worked 

in radio as an actor, director, and sportscaster. He 
has also made movies, most notably Alfred Hitch-

cock's The Trouble with Harry. 
But ifs because of TV that John Forsythe is a 

household word. He has performed on television 
since the very first days of live TV. He was Uncle 

Bentley on the long-running Bachelor Father, star of 
The John Forsythe Show, the voice of Charlie on 

Charlie's Angels, the unseen spokesman for Mi-
chelob beer and now the television hero of the Rea-
gan era:  handsome, wealthy, faithful  Blake 
Carrington on Dynasty. 

—We did a production of Ben Hecht's play Mira-
cle in the Rain on NBC in 194.8," Forsythe said. 

We did it in a radio studio with about sixteen or twenty sets, 

and it all took place in the rain. I was a soldier, and there 

was some miracle that happened. I can't quite remember 

what it was, but it was a very romantic, if somewhat soggy, 

piece. . . . 

My mother went to see this thing in one of the bars on 

Third Avenue in New York. I tried to get her into the projec-

tion room, but they didn't have enough room. 

So here's this rather well-dressed, somewhat elegant 

lady in a Third Avenue saloon by herself. She ordered a pink 

lady or something, and they were watching the wrestling 

matches. After a while she said to the bartender, "Would 
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THE ZANY EXPERIENCES 

OF A LADY COMIC 
see page 20 

LOCAL LISTINGS • JUNE 11-11 

NOREEN CORCORAN, 

JOHN -fORSYTHE, 

SAMMEE TONG OF 

'BACHELOR FATHER' 



The sitcom Bachelor Father, starring John Forsythe. was a flintily comedy with 
a twist. Forsythe played wealthy Beverly Hills attorney Bentkv Gregg. raising 

his niece. Noreen Corcoran. with the help of servant Sammee haw. Among the 

young actresses who appeared on the series was a teenag,e Linda Evans. later to 

become Forsythe 's TI' wile on Dynastv. 
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you gentlemen mind if we switched that? My son is going 
to be on Channel 4, on NBC, on a dramatic show." 

They said, "Well, lady, we can't do that; we've got all 

these guys down the bar." 

And she said, "Well, I'd be very happy if you would." 
I don't know how she did it, but she charmed them. They 

all watched the show. Pretty soon, they were all gathered 
around, didn't miss the wrestling at all. When the show 

finished, they congratulated my mother on her son's per-

formance! 

Forsythe remembered some of his other appear-

ances in the days of live TV. "I was on the first 
Studio One show, The Storm. Margaret Sullavan, 
Dean Jagger, and I starred in it. I played Dean 
Jagger's younger brother, who had some kind of 

relationship with Margaret Sullavan. Worthington 
Miner was the producer and director of it.... I also 
did fVuthering Heights with Mary Sinclair. Good 
actress —but I was probably the most American 

Heathcliff ever. My English accent leaves some-
thing to be desired. They' spread some dirt around 

and called it the 'NBC moors.' 
"They were rehearsed as plays," he explained. 

"The dramatic movements were all put together, 
and then camera people came in and put tapes on 
the floor —the marks that you had to hit." Rehear-

sals went for 

about two weeks, or two and a half weeks. Rarely did it go 
to three weeks.... And then we would move into the studio. 

The same marks that had existed in the rehearsal hall had 

been transferred to the studio, and we adapted to that. 

The camera people came in and you just walked 
through the thing. You didn't act it. You walked through the 

positions for them, because it was a very tricky affair. You 

didn't have the luxury of stopping and starting again [once 

on the air]. Once you started, you were hooked. 

The difficult thing that I remember most from live television 
was the transitions that had to be made. You were always 

running somewhere, tripping over cables, people tearing 

your clothes off to put other clothes on. I remember one 
thing I did in which I had to change from a baseball uniform 

into a tuxedo in the space of—it couldn't have been more 
than thirty-five or forty seconds. I had three people tearing 
my clothes off, three people putting clothes on, and I made 

it—breathing hard all the way! 

That kind of chaos and nervousness brought about excit-

ing performances, because it was totally different than in 

motion pictures, where you could stop. The element of 
chance and error are completely taken out of it. . . . 

Some very interesting and stimulating things happened 

for just the reason that you had to do it. You couldn't stop 
and ask, "Would you give me that line again, please?" It 

just didn't work. 

One famous stage actor tried to find an alterna-
tive solution. "Paul Muni did a show once, and he 
had difficulty with lines. He was a great actor of 
course, and they were delighted to get him on one 
of those early shows. He had a device tucked into 

his ear. Every time he stopped —he was such a 
good actor, the audience never knew that he had 
gone up —he would get the line in his earpiece 

from somebody who cued him. He played the 
whole performance that way, and it was a wonder-

ful performance. We thought about the possibility 
of doing it ourselves. It would have relieved a lit-

tle nervousness. . . . 
"It was such an experimental thing. It had not 

become the great advertising medium that it is 

today. Today, my feeling is that when something 
good happens on television, it's extraordinary'." 
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The Ricardos and the Mertzes of I Love Lucy spent 
each week becoming ensnared in and then unentangled 
from one harebrained scheme after another. With the 
help of "unseen spirits - Lucy and Fred, Madame Ethel 
"Mertzola" conducts a seance with Ricky and actor Jay 
Novella, trying to contact his dear, departed cocker 
spaniel, Tillie. 

 vaudeville and burlesque  
houses of the not-so-distant past, early 

 TV was filled with sight gags, slapstick, 
stand-up comics, and sketch comedy — 
mixing moments of lowbrow corn with 
high hilarity. If Milton Berle called for 
"Makeup!," we knew that an enormous 

pomler puff would smack him right in the kisser. 
Jerry Lewis tumbled into orchestra pits; Bob Hope 
tossed off one-liners; Sid Caesar and Imogene Coca 
performed hilarious husband-and-wife routines. 
There was another type of television comedy, too, 

right from the beginning, a transplant from radio: 
the situation comedy or sitcom. The format has 
varied little over the years; week after week the 
same basic cast plays the same characters —fami-
lies, neighbors, or co-workers getting stuck in vari-

ous and sundry small-scale crises. Many of the first 
were transferred direct from radio—Burns and 
Allen and Jack Benny, for example, Amos 'n' Andy, 
and The Goldbergs. 

But soon, sitcoms written especially for television 
were on the air. One of the first and most successful 
was NBC's Mister Peepers, starring Wally Cox as 
mild-mannered science teacher Robinson Peepers. 

Another began as a sketch on Jackie Gleason's vari-
ety show and became a series of its own —The 
Honeymooners. Gleason's Ralph Kramden was the 
classic little big man, full of bravado, hot air, and 
dreams that exceeded his grasp every week. His 

friendship with pal Ed Norton, played by Art Car-
ney, was as warm and hilarious as the link of inepti-
tude that graced Laurel and Hardy, and his 
relationship with his wife, Alice, played by Audrey 
Meadows, was filled with high-volume insults and 

gibes that failed to hide real affection. "I call you 
'Killer' cause you slay me," Alice might say, trying 
to vamp Ralph. "And I'm callin' Bellevue 'cause 







ll'hat may have been the greatest comic duo since Laurel and Hardy: Art 
Camel. and Jackie Gleason as Ed Norton and Ralph Kramden in the classic 
situation coined;. The Honeymooners. 

A ''modern Stone Age familv. — The Hintstones WaS a cartoon near-clone of 
the Kramdens and Notions of Jackie Gleason 's The Honeymooners. It was the 
first animated series created for television to make it onto the prime-time 
schedule. 
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you're nuts!" Ralph would roar back, but in the 
end, he was bound to tell her, -Baby, you're the 

greatest!" 
Another great schemer was Sergeant Ernest 

Bilko, played by Phil Silvers on The Phil Silvers 

Show, originally titled You'll Never Get Rich and 
known in syndication as Sergeant Bilko. Ernie Bilko 
was the con man extraordinaire of the peacetime 
army, and CBS had the temerity to put him on 

against Milton Berle. With a little help from Bishop 
Fulton J. Sheen on the Du Mont Network, Bilko 

knocked Berle out of the top of the ratings. 
But the classic sitcom of this period was and is 

I Love Lucy. Lucille Ball's brand of humor tran-

scends time and national boundaries. Turn on a TV 
in virtually any country in the world, and chances 
are you'll still be able to see Lucy —knee-deep in 
grapes at an Italian vineyard, stuffing chocolates as 
they stream down a conveyor belt, becoming 
drunker and drunker as she flubs take after take of 

a commercial  for  an  elixir  called  "Vita-

meatavegamin." 
In the fifties, few sitcom families were as zany as 

Lucy and Ricky Ricardo's —they were, after all, in 
show business. as were Danny Thomas and his clan 
on Make Room for Daddy. In the Eisenhower era of 
prosperity and alleged good feeling (never mind 
blacklists and the Cold War), a half hour visiting 

the homes of most TV families was like taking a 
combined dose of Valium and jelly beans. All was 
calm; all was sweet. Dad went off to some kind of 

job somewhere and returned to shout, -Hi. honey, 
I'm home!" as he came in the front door to the 
delighted squeals and u readied smiles of his be-
loved wife and kids. 
-It was a different period of time then,- John 

Forsythe recalled, -because everything was much 
more innocent. Family-oriented shows were the 

shows of the day: Father knows Best, with Robert 

Young and Jane Wyatt. 'The Adventures ofl Ozzie 
and Harriet. Leave h to Beaver. - Forsythe, too, had 

his domestic sitcom in those days: Bachelor Father. 
A single, unmarried father? Of course not. Forsythe 
played a Beverly Hills attorney raising his niece — 
with all the proper values, of course. 
Just as the national mood swung toward a bit 

more youth and sophistication with the Kennedy 
administration, so did some situation comedies. The 
most notable example was The Dick Van Dyke Show. 

Once again, this was a show about a family in show 
business. Van Dyke's character, Rob Petrie, was the 

head writer of a comedy-variety show. His wife 
Laura. played by Mary Tyler Moore, was a former 
dancer. The family was as all-American and New 
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Over the course of his army sitcom. You'll Never Get 
Rich (known in svndication as Sergeant Bilko), 
comedian Phil Silvers took the opportunity to exchange 
his uniform for that (f an irascible Santa Claus and a 
camp counselor (with one of the most popular cast 
members of his show. Maurice Gosfield. who played 
Private Duane Doberman). 

Frontier as it could be, but the scripts had a genuine 
wit and style. Although not as frequently, The Many 
Loves of Dobie Gillis, based on short stories by Max 
Shulman, was also a series that went beyond the 
boundaries of the standard family sitcom. Dobie's 
best friend, beatnik Maynard G. Krebs, even made 
jokes about Dizzy Gillespie. 

Soon, however, comedy took a backslide into sil-
liness that made the domestic sitcoms of the fifties 
seem like high art. All right, the reasoning may 
have went behind the closed doors of the networks, 
people are getting a little tired of these family 
shows. Let's make the families really strange. We 
were inundated with monster families (The Munsters 
and The Addams Family) Martians (My Favorite 
Martian), genies (/ Dream of Jeannie), talking 
horses (Mister Ed). flying nuns, hillbillies living in 
Beverly Hills mansions, and perhaps what repre-
sents the true nadir of this entire era, the heart-

warming saga of a man whose mother returns from 
the dead reincarnated as an antique automobile— 
My Mother the Car. 

Then, as the seventies got under way, a remark-
able change took place. "The genre was burned out 
and people were ready for something different," 
former CBS-TV programming head Michael Dann 
said. "That something different was the truth in 
comedy, the satire of making fun of bigotry and 
hate and racial discrimination.-

There was a three-pronged attack on the inane 

sitcoms of the past. The main assault came from 
Norman Lear and his breakthrough sitcom, All in 
the Family, based on the successful British series 
Till Death Us Do Part. The outrageous prejudices of 
Archie Bunker and his constant confrontations with 
liberal son-in-law Mike mirrored what was happen-
ing in an America embroiled in struggles over civil 

rights, poverty, sexual equality, and the Vietnam 

, 
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The George Burns and Gracie Allen Show was part situation comedy, part 
variety show. Each episode ended with George and Gracie performing one of 

their —in-one — vaudeville routines. Burns enjoyed making fun of television's 

conventions by making asides to the audience, often O'hile observing the action 
from a TV set in his study. The Burns' next-door neighbors. Blanche and Harry 

Morton. were played by Bea Benaderet and Larry Keating. 



Real life and sitcom fiction collided on The Adventures of Ozzie and Harriet. 
Ozzie Nelson (center), his wife Harriet. and sons Ricky (left) and David played 
themselves on the series. o'hich ran on television from 1952 until 1966. 

War. "The shows reflected what all of us who wrote 
and directed and produced were feeling," Norman 

Lear said. "What we were observing in our society, 
what we were learning from our kids and our wives 
and our husbands. We were reflecting on our 
times —but funny." 

It took Norman Lear three years to convince the 
nervous networks that America was ready for Ar-

chie Bunker. "CBS did get a lot of phone calls, but 

they were surprised that many of the calls were 
positive and that no states seceded from the 
Union," Lear said. "Their worst fears were not 

realized, and I think we all learned together—not 
to the point where they never harassed again and 
didn't fight again about content, but they learned 

that America was far more grown up than they had 
thought." 

All in the Family begat Maude and Good Times 



One 4 The Many Loves of Dobie Gillis, starring Dwayne Hickman (right) in 
the title role, (vas a young Tuesday Weld, who pl ed Dobie's unrequited love, 

Thalia Menninger. Also featured on the sitcom, based on Max Shulman's short 
stories, was Dobie's beatnik pal Maynard G. Krebs, played by Bob Iknoer, who 
would go on to play the bumbling Gilligan of Gilligan's Island. 
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Perhaps the ultimate hi-honey-fm-home show of the fifties was Father Knows 
Best, a .family sitcom that depicted the idyllic life of the Anderson family: (left 
to right) (laughter Betty (Elinor llonahuct. father Jim (Robert Young). mother 
Margaret (Jane IfYatt). daughter Kathy (Lauren Chapin). and son Bud 
(Billy (;ray). 
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and The Jeffersons — Norman Lear situation come-
dies that took an until-then-unheard-of look at so-
cial issues, real family problems (beyond who has 

the car keys), and politics. Lear also took another 
British sitcom, Steptoe and Son, changed the charac-
ters from white to black, and generated another hit 

with Sanford and Son. He even dared to take on the 
sacred soap-opera format with the totally off-the-

wall story of Mary Hartman. Mary Hartman, a show 
that would help prepare an unsuspecting world for 

the unrestrained lunacy of Susan Harris's ABC se-
ries„S'oap. 

The second prong of the attack on sitcoms of the 
past came from a series based on a hit movie. 
M*A*S*H used the Korean War for a thinly dis-
guised assault on the madness of all wars in general 



Fred Ilor-Murray was oll-knowing patriarch and widower Steve Douglas in the flintily 
situotion comedy \Iv Three Sons, doling out tolvice to everyone .from son Chip (Stanley 

Licingston lel» to lice-in grandpo Hub (TCoscv. played for the first four seasons by 

Fratekv. the former Fret1 Mertz of I Love Lucy. 

Jerry Mothers was &over Cleover on one of the most popular family situation comedies of 
the fifties and sixties. I,eave It to Heaver. Beaver spent each week's episode filling into a 
minor jam from which he would alwovs he extracted by his astoundingly understanding 

parents or older brother !tally. 
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and Vietnam in particular. It was a long was' from 
the world of Sergeant Bilk°. but it never became 

overly preachy. The stories were real, and in the 
course of its run, it/*/1 *S*if managed to change 
many of our notions about how a sitcom can be 

structured and written. 
Finally, the sitcom form was forever changed by 

a group of programs produced by MTM Enterprises, 

the company founded by Grant Tinker to create a 
sitcom for his wife. Mary Tyler Moore. The Mary 

Tvler Moore Show and such other MTM products as 
Rhoda and The Rob New/art Show didn't tackle the 
big issues, like Norman Lear or M5A*S*H did, but 

they perfected a form of the family situation comedy 
that brought to television intelligence, wit, and a far 
more open look at personal relationships. They may 



A bright spot in the sitcom doldrums of the early sixties was The Diek Van 
Dyke Show, a sophisticated family sitcom that followed the lives of television 
comedy writer Rob Petrie (Van Dyke, second from right) and his wife Laura 

(Mary Tyler Moore, third from right). Among their friends were fellow writers 
Buddy Sorrell (Morey Amsterdam, left) and Sally Rogers (Rose Marie. right) 
and neighbor Millie Helper (Ann Morgan Guilbert). 

not have been addressing themselves to Watergate 
or sexual confusion, but they were genuine, and that 
was something very fine and rare for the situation 
comedy. 

Of the three-pronged attack, it is the MTM school 
that has survived today more strongly than the oth-
ers. Maybe that's because the issues don't seem as 
burning these days; we are not directly swamped in 
a shooting war, and although poverty, racism, and 

sexism still exist, they are finally recognized as very 
real problems—even if we are far from eradicating 
them. Sitcoms today are still preaching a gospel, 
albeit a more subtle one, of acceptance and equality. 
And so, the family situation comedy is back— 

written with flair, openness, and genuine humor. 
Many of them have been concocted by MTM 
alumni: Taxi, Cheers, Family Ties. Even The Cosby 
Show took its first steps with the help of people who 
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once worked at MTM. They may not be the Mom, 
Dad, and kids nuclear family of the fifties —% itness 
the two divorced mothers of Kate and Allie or the 

four older women of The Golden Girls —but they are 

families nonetheless. 
If there is another change, it may be in the in-

creased self-awareness that television comedies 

have of the medium itself: the knowing jokes that 
let all of us know that, Hey, this is a TV show —you 

know it and I know it. It's the Garry Shandling Show, 

the sitcom telecast by the Showtime cable network, 
is a prime example. Characters make jokes about 
the show's theme song, special effects, and closing 
credits, and Shandling thinks nothing about break-

ing away from a scene and suddenly addressing the 

audience. 
But wait a minute. George Burns was doing that 

on The George Burns and Grade Allen Show —in 

1951. 

PAUL HENNING 

At the height of Paul Henning's success in the 
1960s, his name was synonymous with a certain 

type of unsophisticated sitcom —rural comedies 
that were hits for CBS in the ratings, but often 
scorned by critics as a lowbrow tarnishing of CBS's 
"Tiffany network" image: The Beverly Hillbillies, 
Petticoat Junction, Green Acres —down-home shows 
created by a kid from the Midwest who fell in love 

with the Southern California life-style. 
Henning is a television old-timer, a radio veteran 

who made the transition to television with relative 

ease. In fact, Henning was familiar with television 
before a lot of people even knew it existed. "I was 
on television in 1929," he said. "I was still in high 
school, but I loved to sing, and a fellow that I went 

to high school with played piano. We'd appear any-
where, anytime, just for practice and to try to get 

into radio. At that time, the power and light com-
pany in Kansas City had an experimental television 

set-up. Somewhere, in one of my wife's scrapbooks, 
there's a picture of us in a little room in the power 
and light building, with the spinning lights and all 

the paraphernalia they had in those days. It didn't 
telecast outside the building, but somewhere, some-
one was sitting there watching television. 
"They painted you all kinds of crazy colors to get 

you to appear on the screen. Nineteen twenty-nine 

—it was hard to believe." 
Henning succeeded in getting into radio, at sta-

tion KMBC in Kansas City. He began as a singer 
and became a radio writer out of necessity. "I went 
to the program director, and I told him I had an idea 
for a program for the Associated Grocers. He said, 
'Fine —write it.' 
"I said, 'I'm a singer.' 
"He said, 'Well, we don't have any writers, so if 

you want to do it, you have to write it.' 
"I wrote it. Another fellow and I sang. We were 

the Associated Grocers, and we would sing parodies 
of popular songs, which I didn't know was against 
the law. That was breaking into radio writing the 

hard wa.y!" 
Henning heard that the popular radio series Fib-

ber McGee and Molly was in need of writers. He 
wrote a script on spec and was hired. After a year 

with the show in Chicago, he moved to California. 
He worked for radio shows starring Joe E. Brown 
and Rudy Vallee and then landed a job with George 
Burns and Gracie Allen. He wrote for them for ten 

years -1942 to I952 —a period that saw Burns and 
Allen make the transition from radio to television. 

"Radio was a breeze," Henning said. "You could 
write a script in a couple of days, if you had the 



"American Gothic — Ozark-style moved west to live the high life in Southern 
Culifinwia on the CBS sitcom The Beverly Hillbillies in 1962. Created by 
Paul Henning, the series vaulted to the up of the ratings and spawned a string 
of "ru.stie — TV shows. 
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right idea. Television was really an education. It's 
a lot more work. You have to understand other 

things, such as stage dressing and set dressing, all 
of the various things that we had never bothered 
with." 

One who took to television immediately was 
George Burns. 

In radio, George really didn't have that much interest. He 

was the straight man, and if we had a good idea that he 

liked, he'd say, "Write it," and go off to Hillcrest to play golf. 

Television was an altogether different thing. George was 
in a medium that he understood, because he'd been in 

vaudeville since he was born, practically. He really took an 
active interest, and just blossomed when we got into televi-

sion, because the visual medium appealed to him, and his 
vaudeville training came into good stead. 

We went to New York to begin the television series, be-
cause in those days, in 1950, it was considered wise to 

originate your show in New York. That's where the publicity 
originated. The West Coast was out of it. 

"We were broadcast live out of New York for about six 

months, but when George decided to go to film, then we 
could originate out here. 

Henning left Burns and Allen when he was of-
fered a show with Dennis Day. "Dennis said, 'You 

can produce it. You can write it. You can do every-

thing. You're the head man.' George couldn't match 
that, because he and his brother produced the show 
themselves. 

"Every writer dreams of becoming a producer, 
because you get so infuriated by the fact that your 

script —which you poured your heart and blood 
into —is changed arbitrarily by the producer. So I 
said, 'Someday I'm going to be a producer.' Dennis 

Day was the opportunity." 

Henning also wrote scripts for a Ray Bolger tele-
vision series and created The Bob Cummings Show 
(known in syndication as Love That Bob), which ran 

for five years. Then Stan Shapiro, a friend from 

Burns and Allen days who had gone into the movie 

business, gave him a call. "He said, 'Television is 
too difficult. Join me at Universal. I'll show you 

what fun it is to do movies. This is leisure. You just 
write a couple of pages a day. It's not like that glass 
furnace.' 

"Ed Wynn called television 'the glass furnace,' 

which I thought was the most apt description, be-
cause it burns up scripts; it burns up talent. It's just 
a fierce thing." 
Henning joined Shapiro at Universal, but one 

day he got a call from another friend, Al Simon, 
who was working for Martin Ransohoff's production 

company. -He said, 'We need a television show. 

Come back to television,'  Henning remembered. 

I said, "Al, I want no part of it. It's too hard, and I'm really 
enjoying movie writing." 

Finally, there was a kind of lull between pictures and Al 

said, "Anything you want to do, just come up with an idea." 

I had lunch with Al and Marty Ransohoff, and Marty said, "I 

know you like hillbilly humor." 

I've always been a sucker for hillbilly humor. My favorite 

portion of the old Kraft Music Hall on radio was Bob Burns, 
the "Arkansas Traveler." I loved his stories about the hillbil-
lies. Having been born and raised in Independence, Mis-

souri, my scout camp was in the Ozarks. 

Marty said, "I'll buy the television rights to Ma and Pa 
Kettle." 

I said, "Marty, if you want a hillbilly show, let me write my 
own. I don't need Ma and Pa Kettle." 

The inspiration, if that's the right word, came 

during a motor trip through the South in 1959, 
visiting Civil War sites with his mother-in-law. 

We were driving along one day, and I said, "Wouldn't it be 
interesting to transpose someone from that era into this 

modern situation, speeding along a highway at sixty miles 





From the creators of The lieverly Hillbillies came Green Acres. a mildly 
olf-the-yvall situation comedy- that pulled a recerse on the Hillbillies plot 

premise. (hi Green .Acres. rich cit.y.fiilk (Meer /tendril Douglas (Eddie .41ber0 
and his ditz.v wile Lisa (Eca (,abor) bought a Jimn and moved to the country.. 
firing an endless y•ariet.y- of rural crises and eccentric natives. 
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per hour in an air-conditioned car—take someone who has 

never been exposed to modern life and suddenly put them 

down in a sophisticated community." I think that was really 
the germ of the idea. 

First, I thought of New York, and then I thought, "That's 

foolish. We'd have to go to New York, and it would be a very 

expensive location." Beverly Hills would serve the same 
purpose. 

I wrote a pilot script, which ran about an hour. In fact, at 

one time, I was so enthusiastic about the idea, I said, "Let's 

make it an hour show." I soon got over that. 

I took the pilot script to Marty and Al. Marty was as enthu-

siastic as I was. He said, "Let's go to the Ozarks and film it 

there." I said, "There's no need. We can duplicate the 
Ozarks right up in the hills." 

Then, casting: I always had Buddy Ebsen in mind, be-

cause I had seen him do Davy Crockett. To me, he was the 

perfect hillbilly. Being a dancer, he was a big man, but he 

moved with such grace and ease that you felt that he could 

have roamed the woods all his life. Buddy was the charac-
ter I had in mind when I wrote the pilot script. 

Irene Ryan, who had been on some of the Ray Bolger 

shows, just happened to come by the office at Universal. I 

sort of looked at her and thought, "Gee, she could be 

Granny." She's little and wiry and had a great, great sense 

of comedy. A fine performer. 

I said to Irene, "Could you play a hillbilly character?" 

She said, "Why, sure! I remember playing a little town in 

Arkansas when I was in tab shows." She was in this traveling 

group, and they went to this town in Arkansas. They were 

going to appear in the theater. They were ready to raise the 
curtain, but there was no one in the audience. She said, 

"We had seen people standing out in front, so we knew that 

we should have an audience. So we said to the fellow who 

owned the theater, 'Why don't you let the people in?' He 

says, 'I won't let the people in until you're ready to raise the 

curtain, because if I do, they'll whittle away the seats!'" 

.-kfter shooting the pilot. Henning said. -I took 

the pilot tutu. rented a sixteen-millimeter projector. 
ionl gathered the Lund\ in the house where IIIV 

mother %vas living in Independence. When it was 
mei-. \hillier said. -flies pas- you for this? . 

In spite of her opinion and that of many critics, 
The Becerh Hillbillies was the fastest success in the 

history of American television. shooting to the top 

of the ratings in record time. It lasted nine seasons. 

CBS Television President James Aubrey wanted 
more. He got it in Petticoat function. a show set in 

a rural boarding, house along the railroad tracks, 

starring a Henning, favorite. Ilea lienaderet. In-

cluded in the cast was Henning's own daughter. 

Linda Kaye Henning. who played Betty Jo. Once 
again, the idea came from within Henning's own 

-Mv wife used to tell me about her days as 



During the phase of bizarre sixties sitcoms. audiences 
i'ere confronted ,vith comedv series that featured talking 
horses. Martians. genies. and the antics if supernatural 
folk like The Addams Family, a show based on the 
macabre. sophisticated New Yorker cartoons of Charles 
Addams. The series starred John Astin (Gomez) and 
Carol.vn Jones (Morticia). 

a child, when she would go to a little town in Mis-
souri —Eldon, Missouri —where her grandmother 
and grandfather ran a hotel that set right beside the 
railroad tracks. All of the traveling salesmen — 

drummers, as they were called —would stop at the 
hotel. She and several of her cousins would spend 
the summer there, and they were always warned, 
'Don't get involved with the drummers!' " 

Although it was not as big a hit as Hillbillies, 
Petticoat Junction ran for seven seasons and begat 

yet another show, Green Acres. based on an old 
radio series. "Jim Aubrey said, 'I want a third 
show.' And I said,  can't. I just can't. He said, 
'You don't even have to make a pilot. If you're 

connected with it, I'll commit to it.' 
Jay Sommers, who had written several episodes 

of Petticoat Junction. came to Henning with the 
scripts of Granbv's Green Acres. a radio show he had 
done with Bea Benaderet and Gale Gordon. Th, 
premise was the mirror image of Hillbillies: This 

time, rich urbanites found themselves in the sticks. 
Henning and Aubrey said yes. 
Part of the charm of Green Acres —and the reason 

it still has a cult following —was its somewhat 
loopy, almost surreal sense of humor. What other 
show featured a pig. let alone one named Arnold 
Ziffel? "I used to be summoned to CBS meetings, 
and they would say, 'Can you tone it down?'  Hen-
ning said, "Jay Sommers and Dick Chevillat were 
writing the show, and I said. 'Listen, as long as the 

ratings stay up, leave it alone.' 
Petticoat Junction was canceled in 1970. The 

next year, both The Revert). Hillbillies and Green 
Acres died. There was a new president at CBS-TV, 
Bob Wood. "He thought that rural shows were not 
getting a rating in the cities,- Henning said, "and 
I guess they weren't. I don't know.-

A colleague of Henning's said. "When Bob Wood 

became president of CBS, he canceled every show 

with a tree in it.'' 
It's a cyclical business; everybody says so. 

TONY THOMAS 

Tony Thomas is a child of television and a child of 
Hollywood. He's the son of' Danny Thomas and the 
brother of Mario. But on his own, he's an accom-

plished executive producer, one of the partners in 
Witt-Thomas-Harris. Working with Paul Junger 
Witt and Susan Harris, he was one of the creators 

of Soap. the soap-opera parody that tried to offend 
virtually everyone, and The Golden Girls. ("pro-
duced with Disney's Touchstone Films —four older 
women doing their best to prove that advancing age 
is no reason to slide into senility —or gentility, for 

that matter —without putting up a fight. 
Tony Thomas started as an assistant at Columbia 

Pictures' television division —Screen Gems, as it 

was known then —in the late sixties. He was the 
associate producer of Brian's Song. starring James 

Caan and Billy Dee Williams. It was one of the first 
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Two TV families met head-on when Danny Thomas and his costar. Marjorie 

Lord, appeared on The Lucy-Desi Comedy Hour. Produced from /9.57 to 
1960, the thirteen hour-long shows featured such guest stars as Tallulah 

Bankhead. Fred MacMurrav, and Harry James and Betty Grable. The last. 
with Ernie Kovacs and Edie Adams. was filmed while Lucy and Desi were 
getting divorced. 
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Danny Thomas used his own experiences as an entertainer. husband, and father 
to create the role of nightclub perjOrmer Danny Ii illiums on Make Room for 
Daddy. later to become The Danny Thomas Slim,. 
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really successful TV movies —chronicling football 
star Brian Piccolo's fight against cancer and his 

friendship with Gayle Sayers —a show that opened 
the floodgates for a series of TV films detailing the 

heroic struggles of people against fatal diseases. It 
‘s as while working on Brian's Song that Thomas 

inet Paul Witt. 
.1 was raised in the business," Thomas said, 

-My family has been in television ever since I can 
remember. There's never been any other option. 
How could there have been? As a child, Tony 

Thomas's daily life was providing material for his 
father's sitcom, Make Room for Daddy. later called 
The Danny Thomas Show. ''We used to see our lives 
flashed on the screen all the time,- Tony Thomas 
remembered. -There would be a dinner, a fight, a 
happy moment, something in the kitchen, and the 

next thing you know, my father was fleshing it out 
into a story. He and Sheldon Leonard were making 
it into an entire episode. From four lines that one 
of us said would come an episode. 
"The names were changed to protect the inno-

cent, but you know, everything from the classic 
punishment go-to-your-room stories to dating sto-

ries to sticking-shoes-down-the-garbage-disposal 

stories —all those family things were on television." 
Being Danny Thomas's son was more a joy than 

a hindrance. -The only tough time I really had with 

it was trying to prove myself,- Thomas said. "I 
knew that I had to do a little bit more than every-
body else so people would take me seriously. When 

I just did my job, it wasn't good enough because 
people just assumed I had it because of my connec-

tions and my family." 
Dad still calls with advice, though. -He'll tell me 

what he thinks is good. what's working, what isn't 
working. Ifs up to me to pick and choose when I 
think he's right.- Thomas said, laughing. 

When Thomas and partners Witt and Harris 
created Soap in 1977, many thought characters 
were "crossing the  "We wanted to do some-

thing outrageous,- Thomas said. "Susan Harris 
wanted to write something in a serialized comedy 
form on soap operas. We came up with these two 

families. We went to ABC and [then ABC program-
ming chiefl Fred Silverman, and they went for it." 
It was a series that enjoyed quick notoriety, even 

before it aired: 

For some reason, everyone got threatened by it. We were 

stunned at the amount of negative reaction we were get-

ting on a show no one had seen. 

Someone had heard that one of the characters seduced 





Family .sitcoms are back. but they don't always have to he the 
Mom-Dad-and-kids nuclear family of the fifties and sixties. Bea Arthur (left) 
and Rue McClanahan (right) star with Betty White and Estelle Getty as four 
older women living together in Miami on The Golden Girls. 
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a priest in the confessional, and everyone chose to accept 

that as what was actually going to happen —or had hap-

pened and had yet to be seen by America. The Catholic 

Church condemned us. Priests were praying for our cancel-

lation. People are starving all over the world and priests are 

praying for our cancellation. It was really a bizarre situation. 

There was nothing on that show that wasn't done con-

stantly on daytime television all the time. So we were 

shocked at who was being offended.... A lot of people got 

on a lot of soapboxes and started screaming and yelling. 

There was a good deal of pressure. But ABC defended us 

and stuck with us. 

We dealt with homosexuality, mothers and daughters 

having affairs with the same people, mental illness —every-

thing. We managed to offend everybody, judging by the 

amount of mail we got. But it was all in good fun. 

The original idea for The Golden Girls came from 
the network. ''We were talking to NBC about a 
couple of projects, and one of the executives there 
mentioned to us that they would love to do some-
thing about older women living together. 
"They had done a network presentation about a 

year before in which Selma Diamond and another 
lady were introducing Miami Vice. They did some 
sort of sketch in which they kept referring to it as 
'Miami Nice.' From that sketch. I guess, some of the 
guys looked at this and said, 'There's something 
here with these ladies of this age relating to each 
other.' 

-Paul and I knew that Susan Harris would love 
to write it. She has the most fun writing about 
people with longer stories and more mature out-
looks on lifef' 
To Thomas, The Golden Girls works because 

-people had been talking about the aging of Amer-
ica, and the audiences were ready for this kind of 
show. But that isn't why we did it. These ladies are 
funny, and that's why it's a hit. 

-Everybody's got a mother; everybody recog-
nizes these ladies. They are a touch exaggerated. 

but not by much. I certainly know a few of them in 
my family. But again. I go back to the fact that it's 
entertaining. If you laugh, you come back every 

week.-

Thomas does not think that a series like The 
Golden Girls could have gotten on the air ten years 
ago, but not because the audience wasn't ready for 
it. "I think the toughest thing would have been to 
sell it,- he said. "There was such a taboo about 
putting older people on television, especially in the 
sixties and the early seventies. If you mentioned 
characters of that age, the network usually asked 
right away, 'Where are the kids? Who are the other 
people?  Will  there  be  neighbors  who are 
younger?' - 
But now, he says, "We haven't gotten any feed-

back other than positive feedback. saying. 'Thank 
you so much for portraying us as we really are, 
which is as vital people interested in a lot of 
things.' - 
Thomas denies any problems with the network's 

censors over the program's forays into double-en-
tendre. "NBC has been extremely good with us. 
One of the reasons they allow us to functicn the way 
we do is because it is humorous and in good taste. 
I know some of our stuff on occasion —if looked at 
without a sense of humor—people would be 
offended. But we ask you to look at it with a sense 
of humor, and it's not offensive. 

-I guess the lesbian show would be the most 
controversial show we've done to date. That was a 
show in which one of Bea Arthur's school friends 
came to visit. The rest of the ladies aren't aware of 
the fact that she is gay and that the mate she has 
just lost is another woman. We received a good deal 
of mail on that subject. but the censors were great. 



The Hickenloopers. played by Sid Caesar and Imogene Coca, vere familiar 
characters to viewers of one of the classic comedy-variety series of the Golden 
Age, Your Show of Shows. Superb writing and the chemistry of Caesar and 
Coca resulted in many memorable performances, from sketches like this one. 
The Birthday Party. — to brilliant parodies of movies and other television 
shows. 
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We dealt with it honestly, yet humorously, and they 

were fine with it." 
Thomas believes that sitcom forms are cyclical. 

I think it's coming back to where it started. The sitcom age 

that I grew up in, the fifties, was obviously family oriented, 

and we all know about Mr. Cosby and his triumph. . . . 

It was more character-oriented in those days. Then it got 

into the sixties and early seventies and it got to be one-

liners, a lot of youth-oriented schtick. Now, most of it is back 

to character comedy. So it has come around again. 

Right now, comedy is in. Two years ago, as we all know, 

comedy was dead. A friend of mine said that if comedy 

was dead, he knew a few television executives who had 

better have very good alibis. . . . 

Comedy was never dead. Good comedy shows will al-

ways be in fashion, just as good dramatic shows will always 

be in fashion. Likable characters are the key. From likable 

characters, you get funny. If the audience doesn't like the 

people, there's no getting them to come back. 

LARRY GELBART 

Larry Gelbart is a very funny man, a writer not only 
of wit and style, but great intelligence and warmth as 
well. Television is only one card in his deck: He has 
written some wonderfully funny movies, including 
The Wrong Box, Oh, God, and Tootsie (with Murray 
Schisgal), and for Broadway, A Funny Thing Hap-
pened on the Way to the Forum and SI). Fox. 
As a television writer, his main achievements are 

three: He was a writer on Caesar's Hour; he devel-
oped, coproduced, and wrote the first ninety-seven 
episodes of the TV version of M*A*S*H; and he 
was the man behind an offbeat situation comedy 
called United States, a show that attempted to bring 
a new sense and reality to the sitcom form, albeit 
not for long. 
Gelbart is a native Californian whose father was 

Danny Thomas's barber. A few well-placed words 
between trims got Gelbart the Younger a job writing 
for Thomas on Fanny Brice's Maxwell House Coffee 

Time radio show. That led to work on Duly 's Tavern 
and gag writing for Eddie Cantor and Bob Hope, 
among others. 
Gelbart made the transition to television with 

Bob Hope; in fact, it was with Hope that he first saw 
television. "It was in New York," Gelbart said. 
"We were doing his first television special. The first 
thing I saw was Milton Berle, which is an awesome 
thing to see for the first time. . . . 
"Bob Hope's reaction to television was pretty 

much the same as all of us. He was watching it as 
a student, thinking how he would adapt himself to 
it and it to him. Television gave Bob something to 
do that he had never done before. He had done, of 
course, the monologues in every medium —and in 
every war zone. And while he had done stand-up 
spots with people and certainly song-and-dance va-
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riety. I don't think he had ever done sketches — 

even on Broadway, even in vaudeville. So that was 
a challenge to him, to all of us. 

-Early TV was a good deal like vaudeville —it 

was the box they buried vaudeville in after it died.-

That began to change, as television performers 
began to use the medium, taking advantage of its 
unique properties. Ernie Kovacs was one of the 
first. -"He didn't come from vaudeville, he didn't 
come from radio.- Gelbart said. --He treated televi-

sion as a new entity and tried to work out what 
would do well in that entity. He was very aware of 

the camera as an instrument for providing new en-
tertainment rather than photographing the old.-

Gelbart worked for Sid Caesar, another of TV's 

early geniuses, not on the fabled Your Show of 
Shows, but on the Sid Caesar-Imogene Coca series 
that followed it, Caesars Hour. -It was a remark-
able happening,- he said, -a daily happening for 
those of us who were lucky enough to be part of it. 

It was a huge writing staff. There would be seven 
or eight writers in the room at any time, not count-
ing Sid, who sat with us. and Carl Reiner, who sat 
with us, and Howie Morris. I suppose most people 
know who was in that room by now —there was Mel 
Brooks, of course, Neil Simon, Mel Tolkin, Mike 
Stewart. who went on to write a lot of musical com-
edy I/Ive. live. Birdie: Hello. Do 

-It was a mad environment in the best sense of 
the word. I mean, it was cooking. We often com-
pared it to jazz, because it really had that kind of 
improvisational back-and-forth rhythm. It was ex-
citing. It was wonderful —even then, not just in 
retrospect. . . 
It could also be harrowing. 

It was a live program. We did go on every seven days, 

which meant that every time we finished one we had to start 

from scratch again. It made you feel you were working and 

living without a net most of the time, but it was fun. We 

always got on the air; we always got off the air. Some of the 

shows were disasters, creatively. The nice thing about Cae-

sar's Hour was that in any given hour there would be proba-

bly half a dozen memorable moments. If we didn't bat a 

thousand every week, we were able to come back the next 

week and redeem ourselves and top ourselves. It had that 

virtue. We did thirty-nine shows a year then. 

It enriched my life in several ways. We all felt we were part 

of a very good team. We liked each other. We socialized 

with one another, which is a rare thing for people who 

usually can't wait until its six o'clock to say goodbye, no 

matter how much fun they've had all day long. 

Caesar's Hour also reflected a certain part of everyone's 

private life, in that I think at least five sixths—I don't know 

why I pick that particular fraction—of the people involved 

in the show creatively were or had been in analysis. So they 

were bringing a lot of their personal reflections and reac-

tions to the show. I know Sid's mostly remembered for the 

professor and the movie takeoffs, but we did an awful lot 

of I guess what today would be called sitcom. We did a lot 

of domestic comedy, but I think on a very high level. 

Caesar was known for his ability to think on his 
feet. In one famous incident, he was playing a Pa-
gliacei- like clown, 

sitting in front of a mirror with a mascara stick. He had to 

draw a teardrop, and the pencil broke. This was not pre-

pared. He just continued, drew a line, then another one, two 

this way, and started playing tic-tac-toe on his face. It was 

really inspired. You didn't laugh so much as you admired 

the courage and faith in himself—the confidence and the 

abandon. When you think of improvising on a large show 

in front of thirty to forty million people, you can only admire 

the matador in him. 

America was his room. He felt very free to do whatever 

occurred to him at the moment. Not that he did a lot of it, 

because you can't wing it for an hour—although Art Carney 

tells stories of Jackie Gleason saying between the second 

and third act of a Honeymooners, 'Forget the script in the 

third act. Don't worry about it. Just wing it. Follow me.' Ad-

libbing for twelve or thirteen minutes, which is really scary. 
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When M*A"S*H began airing on CBS in 1972. the 

United States was still embroiled in the 1ietnam 

Vsing the Korean conflict as a thinly veiled substitute 
for Vietnam. producers Larry Gelbart and Gene 

Reynolds used sharply written comedy to provide a 
biting commentary on the horrors of war. 

Variety shows like Caesar's no longer exist on 
American television. "To everyone's great loss," 
Gelbart said. "The linchpin of variety used to be the 
comic, surrounded of course, by other elements— 
dance, song. . . . 
"Variety took a strange turn a number of years 

ago. Suddenly the Captain and TenniIle had their 
own variety show. Sonny and Cher. Cher without 
Sonny. I don't think we ever had Sonny without 
Cher, though. . . . The comic suddenly was sort of 
written out. I don't know why. I think Carol Burnett 
was the last successful performer to have a variety 
show. But this is a very cyclical business. I expect 
it will come back one day." 
When his Broadway musical, A Funny Thing 

Happened on the Way to the Forum, coauthored with 
Burt Shevelove, starring Zero Mostel, and with 
music and lyrics by Stephen Sondheim, was a hit, 
Gelbart decided to move his family to England— 
"to escape religious tolerance. I lived there almost 
nine years. The Swinging Sixties, as they were 
called, although it must have been happening some-
where other than where I was in London." 
He watched a lot of British television, and it had 

a decided impact on his ideas about television writ-
ing. "British television has its share of garbage— 
rubbish, to use the British word. But the best of it 
is very fine indeed, as we know from the samples 
we see here. I think what I learned mostly was that 
you could use language—not in the new sense: four-
letter words—I mean language. I mean English. 
They're much more playful with words. They have 
a much better time with words than we do; their 
ideas are bolder. There are very few Don'ts." 
Gelbart's sojourn in England ended with a phone 

call from producer-director Gene Reynolds. CBS 
had agreed to bankroll a pilot script for a series 
based on the movie M*A*S*H. All his British TV 





Walking disaster area Oscar Madison (Jack klugman, lift) met his match when 
erstwhile friend and neatnik Felix linger (Tony Randall) moved in with him on 
The Odd Gm I de. hood on Nei/ .s'inion's Broadway play. 
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watching had an effect. "The British influence in 
M*.-I*S*// is evident in the nature of the themes, 
the dialogue, and the departure from what was then 
conventional for half-hour shows,— he said. 

Gelbart divides television comedy into shows 
written in major and minor keys. "If we were look-
ing for a major. I would think about Bob Hope, I 
would think about comics without any shading, 
where fun is fun, and you laugh but you don't feel. 
I have no quarrel with that. I'm proud to have been 
the coauthor of a show IA Funny Thing . . .1 which 
is two hours of sliding on a banana skin, so I don't 
mean to slip into my pretentious mode.— 

Minor-key comedy, like M*A*S*H, is the kind 
that "suddenly catches you feeling something other 
than the fun in any given line or situation or charac-
ter. You feel a little more; it's bittersweet. It doesn't 
make you stop laughing, but it's a warmer kind of 
laugh. . . . 
"Unfortunately, I think it's true that, with most 

television, the only way you get a feeling out of it 
is if you touch it while you're wet. People aren't 

encouraged to go for the feeling. They're encour-
aged to go for the broader show-business values. 
. . . By and large I think people are looking for 
success rather than for quality. If you can combine 
the two, you're in a very happy situation."' 
IPA *S*H was that happy situation, a show that 

combined humor with pathos, slapstick hilarity' 
with reality. It came at a time when the United 
States was still bogged down in the Vietnam War. 

—By now it's no secret that a lot of the attitudes that 
.111*.4*S*ll put forth as fifties—Korean War—type 
attitudes was really based more on what was hap-
pening in the seventies and in Vietnam," Gelbart 
admitted. —There wasn't as great an antiwar feeling 
in the Klwean period, at least on the American side. 
It was, after all, a UN effort. We weren't quite as 

exposed as we were in Vietnam. But certain verities 
prevail in every war." 

However, according to Gelbart, CBS never put 
any pressure on M*A *S*H to tone down the mes-

sage. —I'd like to talk about censorship," he joked, 
"but I'm really not allowed to." 

The best thing about censorship in MA *S"flis that we didn't 

have any when it came to political matters. We were al-

lowed to be as anti or pro anything we wanted to be. There 

was absolutely no interference on that level. 

Censorship took the usual form that it takes with a net-

work. Incidentally, they deplore the word censorship. There 
are many euphemisms—program practices, continuity— 

they censor the word censor very heavily. 
We would be told to cut down on the number of hells, 

damns, what have you. They always wanted us to be very 
careful about any nudity. There is one shot of Radar in an 

episode called "The Sniper" in which, if you look very fast, 
you can see his bare bum. It goes by in an instant, but we 

got away with that. 

Not that you try to get away with things; except you do 

find yourselves playing games. When the family hour was 

initiated, we weren't supposed to talk about anything that 
the whole family couldn't share before nine o'clock. We 

had a soldier saying to Radar—a very nervous young GI on 
guard duly for the first time, he didn't know the password— 

he apologized by saying he was a virgin—at being a sen-
try. I mean, we didn't even use virgin in a sexual sense. 

They wouldn't let us say virgin, their explanation being 
that the family hour was meant to protect families from 

having to discuss things like virginity. The next week we got 

back by having a wounded soldier say that he was from the 

Virgin Islands. Virgin's okay if it's a capital V. 

It was a running battle. It always is. But the acceptance 

of what we were doing by the program practices people 

varied with our success. The more successful we got, the 

less naughty we seemed. In the first year, we were not able 

to use the word circumcision. By the third year, when we 
were the first or second show in the ratings, we not only 

used the word, we did a whole episode based on the fact 

that a Korean woman and a Jewish GI had had a child and 

they wanted the baby circumcised. 



Success allowed 1/*.-1*S*// to turn the traditional 

sitcom format upside down. -We did a lot Of experi-

menting. for several reasons.- Gelbart said. 

One, just a natural kind of restlessness, not wanting 'o make 
everything the same every week. Also, recognizing the fact 

that in any half hour in anyone's life, we are not just pursuing 

one subject to one conclusion—certainly not in a place as 

busy as a mobile hospital a few miles from the front lines. 
So we would do multiple stories. We would do up to seven 

stories, different tiers, not giving them all equal weight and 

trying to make as many of them cross one another as possi-

ble. 

We did a show in black-and-white, which was very 

unusual, a show in which the actors practically improvised. 

It was called "The Interview." We would do shows in which 

there was no happy ending, because there are not too 

many in an army hospital. We would show a popular char-

acter, Hawkeye or Trapper John or any of the others, doing 

very unpopular things. We felt that it was important to show 

a well-rounded person rather than a predictable sort of 

character. 

Half-hour forms—and hours for that matter—I think are a 

form of adult fairy tales. Audiences like to hear the same 

story told over and over and over. That's all right for the 

audience, but not if you're the teller. Even with my own 

children, I would tell them about the three bears, then the 

four bears, or there would be two bears; one would be off 

on vacation or in a story visiting some other character. I get 
very easily bored, and t can be very easily boring—as 

you're learning. So I keep trying to mix things up. It was a 

wonderful cast and production company and my copro-

ducer Gene Reynolds was very willing to throw the whole 

thing up in the air every week and see how it came down 

differently. 

The urge to be different even included killing off 

a favorite character —Lieutenant Colonel Henry 

Blake. played II\ \lcl.ean Stevenson —an action 

that shocked a hit of people.  think the one we 
shocked the most was \IcLean Stevenson.- Gelliart 

said. -who wall\ didn't expect it. . . . Ile wanted 

to leave the series. and \%e thought that rather than 

just %% rite him out in a vers sort of simple way. we 

would take advantage of his leaving to make a 

point: It. not just extras or %valk-ons or dav Havers 

that get killed. Sometimes pel pie on like and love 

very much are killed. . . . 

-The network %vas not too sure they %anted to do 

that. nor was Twentieth Centurv-Fox. We shot it as 

a provisional ending. and when the  it. to their 

credit. they went along with it.-

Gellyart too departed M*,4*.S**/./. and in 1980 he 

produced a serie:- that ‘‘as even more experimental 

than some of the things .1/*.-i*S*// had attempted — 

'//iied ShaeS. 
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The many. faces of .4rchie Bunker: Over twelve seasons, from 1971 until 1983. 

the comic character played by Carroll O'Connor on All in the Family rqlected 

a turbulent period in .-lmerica's social history: the lights .fiir racial and sexual 

equality.. Vietnam. Ifatergate_ the sexual revolution. All in the Famil‘ teas a 

breakthrough Or the first time. a television situation comedy dealt with the 

issues of real lye. 
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United States referred to the state of being united, to being 

married. I know a lot of people probably thought it was 

something the National Geographic Society was putting 

out. In Europe, it was called Married, which gave people a 

better idea. 

We tried to do something much more realistic in terms of 
a family. One out of every two American marriages ends in 

divorce, and we wanted to show the one that doesn't, not 

because it was so blessed and happy but because of what 

the people did to keep the marriage going. 

They had two children, and again it wasn't a conven-

tional kind of central-casting kiddies. We gave one of them 

a problem with dyslexia. We didn't want to just do a hello-

honey-I'm-home show. 

NBC-TV, which was then run by Fred Silverman, went 

along with the idea that nothing could be done until we 
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had written twenty-two scripts, which I think was a coura-

geous and a very helpful thing to us. We did write twenty-

two. We then shot thirteen. 

The re:-.tilt? 

We were taken off the air after the eighth episode. Our 

ratings were pretty dismal. I remember one week, MA 5H 

was number one in the ratings and United States was num-

ber six hundred and seventy, or whatever the last show was. 

The following week, in which we put on two episodes of 

United Stales, we were then last and next to last, which is 

probably another record low. 

I don't consider the show a failure. I consider it a success 

in terms of being able to do what we attempted to do. 

Certainly as a business venture it was not a success. People 

said it was too tough, too unrelenting, too funny, too un-

funny, too brittle, too soft, too sharp.. . . 

At NBC, they said it was too "visceral." I guess anything 

having to do with guts was just a little too tough for them. 

We used no laugh track; we used no happy theme music. 

We came on cold. We went off with a little music at the end. 

We just tried a lot of things. Some people said we tried too 

many things. 

It had a second life, a little bit of a second life, on cable 

television, Arts and Entertainment. Now it's back in the 

vaults. 

I guess I'll bring it out every few years like some crazy 

uncle you keep in a closet. 

Gelbart has been quoted as saving that television 

spoils life for its because we're not as -good - as it 

is. '̂ I f' very hard for us to compete in our everyday 

lives with television.- he said. -We're not as well 

made-up. we're not as in focus. we're not as glamor-
ous. 

-If you ever see a real fistfight in a restaurant. ifs 
shattering. You shake for half an hour —it's so vio-

lent. so ugly. We watch people getting knocked 
around in commercials and cartoons. where vio-

lence is a joke or it really doesn't matter. But real 

violence really matters, and the first time you find 

yourself in a hospital. and you can't write the doc-

tors' parts. and they tell You you have something 

serious. and ifs not Alan Alda telling you —that's 

life. I don't think television should become one 

great sort of soapbox. but I think there's something 

wrong about escaping so far into it that we really 

aren't prepared to deal with reality when we meet 
it on very serious levels.-

Gelbart believes that TV comedy reflects society 

more accurately than TV drama. -There's very little 
or no TV drama —there's a lot of TV melodrama. 

We really can't talk about the nighttime soaps as 

drama. We really can't talk about cop shows as 

drama. There are occasional dramas. but they tend 
to fall into their own sort of cliches —the disease of' 
the month or the triumph of some athlete or per-

former or whatever over so tine particular hardship. 
Sadly. we've come a long way from real drama — 
/lay/tot/se 90 anti Studio One and people writing 

directly for television.'" 
Rut there is much that television does well, he 

feels. such as news. 

It certainly can make us the global village that we're told 

we are and can be. It can put you in touch with everyplace 

in the world, which has its drawbacks, too. The more I know, 

the more helpless I feel. I know I can't do much about so 

many desperate situations in so many places. . . . I think, 

though, that when a subject is dealt with not merely as a 

headline, I think that when there's a discussion, I can begin 

to understand a little better what's happening in the world, 

and feel part of it and not just feel victimized by it. 

After all this time, I don't really know what real television 

is. Real television might have been the early Today show, 

with Dave Garroway standing in a window doing a show 

that no one had ever seen before, something that wasn't 

borrowed from radio or the stage or motion pictures or 

newspapers. Most of what we see are these kind of bas-

tardized versions of other things. You have to be selective. 



Nostalgia for the fifties and the movie American Grafitti inspired the hit 
seventies sitcom, Happy Days, the adventures of teenaged buddies (left to right) 
Ralph Ma/ph (Donny Most), Arthur the Frmz — Fonzarelli (Henry Winkler). 
Potsie Webber (Anson Williams), and Richie Cunningham (Ron Howard). 
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I think if you watch it all the time, you can't tell the good from 

the bad. . . 

The best thing about television is you can write it and get 

it on with a minimum of fuss. But that fuss is pretty daunting, 

too. 

Everything is daunting for a writer. Its all uphill. 

GRANT TINKER 

Grant Tinker is the hero of commercial television's 
new generation of writers and producers, a man who 
combines good taste and vast broadcasting experi-

ence —at the networks, on Madison Avenue, and in 
the Hollywood studios. He has the sense and self-
assuredness to leave good, creative people alone — 
unless they need help. 

As the president of MTM Enterprises, a company 
that was started to create a vehicle for his then wife, 
Mary Tyler Moore, Tinker oversaw a studio that has 

turned out —and continues to turn out —much of the 
best of television: The Mary Tyler Moore Show. The 
Bob Newhart Show, Rhoda, Lou Grant, The White 
Shadow, Hill Street Blues, Neivhart, and St. Else-
where. As chairman and chief executive officer of 



Sisters Jessica Tate (Katherine Helmond. left) and Mary Campbell ((.'athn-n 

Damon. right), their husbands. lovers. and families made for comic madness on 

Soap, a soap opera/sitcom .for which almost no subject was taboo. The only 
voice of sanity was the Tate family cook, Benson (Robert Guillaume. standing). 
who was rewarded with a series all his own. 
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NBC, he took a network that was in the ratings-and-
morale basement and helped make it number one, 
with such hits as The Cosby Show. Cheers, Family 
Ties. Miami Vice, and The Golden Girls. Today, in 
partnership with the Gannett Company, he has be-
gun a new production venture, GTG Entertainment. 
He began his career in broadcasting in 1949. The 

appeal of broadcasting was simply "a living," he 
said. "I had just gotten out of Dartmouth, and I was 
looking for a job in publishing. Publishing didn't 
have a great deal of interest in me, so while I was 
schlepping around New York, trying to get a job, a 

friend said that NBC might be hiring. So I went over 
there and just knocked on the door of the personnel 
department. They were beginning to think about 
this management training program. I had several 
interviews, and a few weeks later, I was taken 
aboard. They hired about seventy-five employees, 
and most of them are still in the business, in one 
way or another. 
"My first two years in the management program 

were very informal —they just pushed you around 
the building. Two weeks here and two weeks there. 
You learned what you could and did what you 
could, if anybody let you do anything. Finally, they 
gave you a real job. My next two years were in radio 
operations." 
Television was "somewhere in a back room," 

Tinker said. "We were caught up in trying to keep 
radio from dying. These were the last gasps that 
finally ended that form of radio. Now, of course, it 
is something else. 
"Radio, as we knew it when I was growing up, 

is what television is today. Some of the same for-
mats, the same program lengths, the same catego-
ries of drama, comedy, and so on. Television just 
kind of put a camera on what was the network radio 
schedule." 
Tinker left NBC to join Radio Free Europe in 

1952. "Then I did a couple of years of local packag-
ing in television and some personal management. 
ITelevision executive and game-show host] Allen 
Ludden and I started a network radio show called 
College Quiz Bowl, which later became College Bowl 
on television." 
In 1954, he joined the advertising agency of 

McCann-Erickson as director of program develop-
ment for television. Then he went to Benton and 
Bowles as vice president for television program-
ming. This was at a time when many television 



Lou Grant (Ed Asner), the gruff boss of the TV newsroom on The Mary Tyler 
Moore Show knew that a sudden show of vulnerability could get him just 
about anything he wanted, much to the discomfort of newswriter Murray 
Slaughter (Gavin MacLeod, left) and the long suffering patience of his associate 
producer, Mary Richards (Moore). 
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programs were often produced by an advertising 
agency for a single sponsor such as General Foods 
or Johnson's Wax. 
Tinker returned to NBC in 1961 and stayed until 

1967, at which point he was vice president of pro-
grams. He worked in Hollywood for Universal Tele-
vision and Twentieth Century—Fox, leaving in 1970 
to start MTM. Its initial project was The Mary Tyler 
Moore Show. 

"My contribution was asking Jim Brooks and 
Allan Burns, two writers with whom I had worked, 
to become a team and create a show for Mary." The 
notion of a series revolving around a single woman, 
out on her own, even in 1970, was regarded as "if 
not revolutionary, a little more avant-garde for that 
time than it would seem today," Tinker recalled. 
Originally, Tinker said, "Mary was to have been 

divorced, arriving in Minneapolis, coming off a 
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failed marriage. CBS had a problem with that, 
which they certainly wouldn't have today. But they 
preferred that she not be divorced. It seems ironic. 
The network preferred a story line that had Mary 
coming out of a failed affair. The pilot was about the 
guy who followed her out to Minneapolis and ex-
pected her to return to him. 
"The pilot, in a way, is my favorite [show in the 

series], because they got so much done in that 
twenty-two minutes—the back story [the events that 
led the character to the beginning of a movie or a 
TV series] established her getting her the job—that 
famous scene with Ed Asner . . ." Mary worked at 
television station WJM in Minneapolis; Asner 
played Lou Grant, the news director. The scene 
Tinker is referring to is the one in which this ex-
change takes place: 

Lou: You got spunk. 
MARY: Well . . . yes. 
LOU: I hate spunk. 

"I remember very well when Ed hired her as 
associate producer, and said, 'If you can get by on 
fifteen dollars less a week, I'll make you a pro-
ducer.' It was an exquisitely made pilot." 
Why was Mary Tyler Moore such a hit? "There's 

really a simple answer," Tinker said. "It was a very 
good television show —the characters were very 
well conceived, and the writing . . . not the stories 
so much, because you know, in twenty-two minutes 
of situation comedy, that isn't important. The words 
given those characters to speak to each other were 
better words than characters were getting on other 
shows. 
"It was beautifully cast, as it turned out," he 

added. "Not everybody was up to speed from the 
very first episode, but as the series progressed, ev-

erybody made a major contribution. It was just a 
damn good television show. This is going to sound 
a little parochial, but I never saw a Mary Tyler 
Moore half hour I didn't like." 
Asked what encouraged the creative atmosphere 

at MTM, Tinker said, "Part of it is a phenomenon 
that occurs when good creative people come to-
gether—others, on the outside, watching, tend to 
want to join them." 
I asked Tinker how the MTM comedies of the 

seventies compared to the kind of shows being pro-
duced at the same time by Norman Lear (All in the 
Family, Maude, Good Times). "I preferred ours— 
that might not surprise you to hear," he said. "His 
were harder hitting, had a lot more impact, and 
were more daring, in many ways. But I also think 
that ours were harder to do." 
Tinker has settled into offices at the old Laird 

International Studios, the complex where Gone with 
the Wind was filmed, bought by Gannett for the 
express purposes of GTG Entertainment. "The 
quickest way that I can talk about the new company 
is to say that I would like to re-create the MTM 
experience. I want us to be able to get our hands on 
the same level of creative people, as they become 
available. The good ones are always doing some-
thing. You have to be patient and persistent to get 
them into our new company and do the kinds of 
programming in comedy and drama that we did at 
MTM, and that MTM still does. That kind of series 
television is as much fun as anything. There's some-
thing about a series, though it's relentless, that is 
very satisfying." 
Tinker says he doesn't think of himself as a pro-

ducer. "I sort of produce producers," he said. "I'm 
a guy who hires producers, hangs out with them, 
recruits them, and watches them work. I tend to 
appreciate people who do literate comedy, particu-



Ed Asner initially found it difficult to move the character of newsman Lou 
Grant from the comedy of The Mary Tyler Moore Show to the drama of Lou 
Grant, but working with fellow actors like Jack Bannon (left), who played 
assistant city editor Art Donovan, he found a style that worked both for him 
and the audience. 
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larly. Mary Tyler Moore would qualify for me, as 
Cheers would qualify today. It isn't stuff I do myself. 
It's stuff I like to look at and laugh at." 
The "charm" of the business, he says, is "its 

presence, I think. The fact that I can do it here in 
my office and go home and watch it at night. It's 
always with me. I loved that about the NBC job, 
where I could meddle in anything I wanted to on 
any given day or night. 
-It's not true of the lumber business [Tinker's 

father was in the lumber business]. I guess you 
could take a stick of wood home, but it wouldn't be 
quite the same. I like that about television —that it's 

only a flick of the dial away at any moment. 
"It's a terrific way of making a living. It's not like 

stealing, perhaps, but it beats working. For me, it's 
not really working. I frequently find myself think-
ing, This is just like playing!'" 

ED ASHER 

Wearing a three-piece suit, Ed Asner walks into a 
conference room at The Egg Factory, a former egg-
packing plant that was turned into an office complex 
by filmmaker George Lucas. He doesn't look com-

fortable —he should be in his shirt sleeves, tie 
askew, toiling away in the newsroom at WJM on The 
Mary Tyler Moore Show or the city room of the Los 
Angeles Tribune on Lou Grant. 

To television viewers he will always be Lou 
Grant: the tough newsie with a heart —and liver— 
of gold, the news director who told an employee, 
"Keep up the fair work." 

Asner was raised in Kansas City, attended the 
University of Chicago, drifted into theater and even-
tually into New York City, where he discovered the 
joys and tribulations of live television. But as a 

struggling actor, he couldn't afford to own a set of 
his own. -My first work in New York on television 
was primarily on the Sunday morning shows." 
Asner said. Yamera Three, Look Up and Live. Lamp 
unto Mv Feet, Frontiers of Faith: the religious shows, 
the artsy-craftsy shows. God knows, they were pres-
tigious. I would find myself doing poetry!" 
Asner also worked in some of the famous Golden 

Age prime-time drama series, including Studio One. 
Kraft Television Theatre, and Armstrong Circle Thea-
ter: -Small roles for the most part," he said. -I 
wasn't given the opportunity to screw up that 

much." In 1961, after filming a guest shot on Naked 
City out in Los Angeles, he decided to move to 
California. A variety of guest roles ensued, and in 
1964, he costarred in Slattery 's People. a short-lived 
but excellent series that starred Richard Crenna as 
a state legislator. 
In 1969, his role as a police chief in a made-for-

TV movie called Doug Selby. D.A. caught the atten-
tion of Grant Tinker, who was in the process of 

developing The Mary Tyler Moore Show. -Grant 
passed the %%ord that they should see me," Asner 

said. "They- were James Brooks and Allan Burns, 
the cocreators and executive producers of The Mary 
Tyler Moore Show. 

I read, and they said, "That's a very intelligent reading. Now 

we would like you to read it wiggy, wild, crazy, far-out the 

next time, when you come back." 

I said, "I'm not sure what you want. Why don't you have 

me try it now, and if I don't do it right, don't have me back." 

They were startled by this laying it on the line. . . . 

So I read it crazily. They laughed their asses off, and said, 

"Just read it like that when we have you back with Mary." 

Okay. I came back, and I said, "What the hell did I do?" 

Couldn't even remember. I forced it, I pushed it, I faked it, 
and they laughed again. I suppose they were seeing just 

how malleable I could be, how much of a fool I was willing 

to make of myself . . . 





Like the sitcom families of the fifties and sixties. the Huxtables of The Cosby 
Show often seem too good to be true. But the story lines are cery different. 
touching on such topics as druA,r use. teenage pregnancy_ and the importance of 

sexual equality. 
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After I left, I found out a couple of years later, Mary turned 

to them and said, "Was it that funny?" They said, "That's your 

Lou." 

The show had a memorable cast of characters. 

including Ted Baxter. the silver-haired and egocen-

tric anchorman played by Ted Knight (reporting a 

military coup in Albania, he asked. -Albania — 

that's the capital of New York. isn't it?''). his wife. 

Georgette (( ;eorgia Engel). put-upim news writer 
Murray Slaughter (( ;avin Nlacl.eod). and Sue Ann 

Niyens (Betty White). the host of The Happy Home-

maker (one of her shows was titled. -What's All 
This Fuss About Famine?"). 

Asner's own favorite episode of all the seven 

years, one widely regarded as a classic, is called 

-Chuckles Bites the !hist.- -We had this character 

on our terrible syndicated channel —Chuckles the 

Clown,- Asner said. -Finally. it was decided to 
write a script in which he gets killed, lie was lead-

ing some kind of parade or other, dressed as a 

peanut. and a rogue elephant crushed him.- The 
resulting one-liners infuriate Mary. 

Lou: The guy died wearing a peanut suit —killed bv 
an elephant. 

mt•liltAY: Yeah —born in a trunk. died in a trunk. 

Lot: Lucky that elephant didn't go after anybody 
else. 

minty): That's right. After all. You know how hard 
it is to stop after just one peanut. 

"Man gets en perturbed at the way were treat-

ing this death.- .Asner said. 

All the way through the show, she's busy scolding and nag-

ging, warning us that we better behave when we get to the 

funeral, because it's going to humiliate her, the station, and 

everything. 

The minister is giving the eulogy. He starts talking about 

what a man Chuckles was, and all of a sudden, Mary starts 

to go, breaking into laughter herself. 

See, it was brilliant, turning everybody around. We all 

turned and snarled at this breach of decency. She just 
totally giggles. Even the minister notices her and says, 

"That's right, young lady, laugh. That's what Chuckles would 

want you to do." 

Mary starts crying and converting laughter to tears. The 

minister finally ends with Chuckles's favorite quatrain: "A 

little song /A little dance, /A little seltzer/ Down your 

pants." Mary just goes wacko, hysterics. I finally get her out 

of the church. A wonderful show. It was written by David 

Lloyd, who was, I guess, one of our funniest writers. Our 

regular director, Jay Sandrich, didn't want to do it. The cast 
loved it. So Joan Darling was given the assignment, and I 

believe she won an Emmy for it. 

At first. there was uncertainty about the episodic. 

We came in and began working, and we were very dis-

turbed since it was constantly referring to death and funer-

als. The older guys in the crew weren't laughing like we had 

hoped they would. We realized we were up against it, and 

we worked hard all week. We concentrated; we leaned on 

each other as much as we could. 

Come the Friday afternoon run-through, the dress re-

hearsal before the Friday night performance, we were four, 

four and a half minutes short. We all groaned. We. were 

about to go on hiatus. This meant we would have to come 

back and ticky-tacky on another scene. The 360-degree 

perfection of the show would suffer. 

We never got laughs in rehearsal. We felt we just had to 

go out there and play the hell out of it. Got up there, and 

just in the playing of it, with the audience, we were able to 

extend the show that four and a half minutes. It came in at 

perfect timing. Most people think of it as the show. 

Pulling together was representative of the spirit 
at the NITM studios. Asner said. -The country club 
studio id Hollywood.-





Below: Reflective of' the show's atmosphere of total nonsense and wonderjUl comic anarchy. 

the title Monty' Python's Flying Cirrus had no meaning whatsoever. Tlie six members of 
this BBC series created a mind-boggling variety of sketches. satires. aml animation 

sequences, many of (4.1sich had no ending. The series was enormously popular on both sides 
of the Atlantic. 

Right: A sitcom of the eighties pays tribute to a classic: in a dream sequence in one episode 

of Kate and Allie (bottom). Jane Curtin and Susan Saint James played the roles of boy 
Ricardo and Ethel Mertz. 
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People just loved coming there.... This is not to say it was 

all Goody Two-Shoes. There were jealousies, and there 

were ruffled feelings, unbridled tempers at times, but in the 

main, compared to anywhere else in the world or in show 

biz, it was the best. 

The seven years of Mary Tyler Moore were a wonderful 

blend of working in film and working with an audience. You 

had the best of both worlds. You were able to perform 

before an audience, and you were able to capture it on 

film. Granted, you couldn't come back the next night and 

"Mi nk 

improve on that performance, but the wonderful part was 

that when you were good, you had it for posterity. 

It was sweet; it was honest; there was love all around, 

appreciation, very good ensemble work. Most important, it 

was beautifully written with an excellent actress in the main 

role who was willing to be the hub, a source of stability to 

a bunch of loonies, and was quite gratified with the returns 
therefrom. 

It was seven years of life that went so swiftly, I don't even 

remember shaving. It was fantastic. 
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.4 veteran writer 4 the Golden Age of live television drama. Rod Seding turned 
his hand to the creation of The Twilight Zone. an anthohwy series 4 tales of 
fantasy and terror that specialized in the unexpe(ted twist of plot. 

he Golden Age of live television drama 

drew to an end in the beginning of the 
sixties. The advent of filmed television 

series and videotape ended the spon-
taneity and intimacy of live drama. As 
more and more television sets were 

being sold and the audience was broad-
ening beyond the cities, the marketplace demanded 
a kind of TV drama different from live TV's social 
realism. The mass audience wanted action and ad-
venture. 
There were some exceptions, and not surpris-

ingly. many of them came from veterans of the 
Golden Age. Reginald Rose, author of Twelve Angry 

1Ien. created The Defenders. a film series that de-
picted a father-and-son team of lawyers confronting 
the social issues of the day, including racism, sexual 

abuse. and blacklisting: it was produced by Herbert 
Brodkin. Rod Serling, author of so many fine live 
TV dramas, delighted audiences with The Twilight 
Zone, a strange and fanciful world of odd creatures 
and 0. Henry plot twists. 
But for the most part. the public's appetite de-

manded escape into a clearly defined world of good 
and evil. The networks turned. to Hollywood, the 
storytelling capital of the world. Initially, the stu-

dios turned their noses down at television. It was a 
cut-rate invader. But they could not afford to ignore 
it for long. Television was stealing movie audiences. 

Ultimately, former NBC executive David Tebet re-
called. -Television saved this city. When Warner 
Brothers was in so much trouble, ABC President 
Bob Kintner made a deal with them, giving them 
$10 million a year for three years to make west-
erns.-

By the late fifties, there were more than thirty 
westerns playing in prime time every week. In the 
climate of the Cold War and anticommunism. the 

black-and-white morality of the western reflected 

the public mood. Warner Brothers was the king of 
the shoot-'em-ups. producing such series as Chey-

enne. Maverick. Lawman. Sugarfoot, and Bronco. 

There were many others as well: Bat Masterson, 
Wyatt Earp. The Ryleman. Rawhide. If "anted: Dead 
or Alive. to name but a few, and the two Westerns 
that left the others back at the ranch —Gunsmoke 
and Bonanza. Long after the western genre had 

bitten the (lust. Marshall Dillon and the Cartwright 
clan continued to whoop it up, until the mid-seven-
ties. 

If the public fascination with the Old West faded, 
the desire for good guy/bad guy shows did not. The 

locales changed. and heroes and villains shifted 
from cowpokes and desperadoes to cops and rob-
bers. Going back to the days of Dragnet. which 

premiered on television in 1952 (it began life as a 
radio series), police procedurals, mystery series, 

and the adventures of private gumshoes have al-

ways been enormously popular on TV. From the 
violent escapades of The Untouchables (a show con-
sidered so violent it was held up as an example of 
the worst of television in the sixties and led in part 
to the networks cleaning up their acts with such 

genteel programs as the good Doctor Kildare on 
NBC and his ABC rival Ben Casey) through such 
series as M Squad. Peter Gunn. Iron.side, Hawaii 
Five-O. Police Story. and Columbo, police and detec-

tive work have provided an endless source of story 
material. 

The main characters don't have to be uniformed 
officers or private investigators to fill the good guy/ 
had guy bill. They can be international spies (The 

Man from ('.N.C.L.E.. I Spy, or Mission: Impossible), 
lawyers (Judd for the Defense. Perry Mason) or even 
keepers of the peace in outer space (Star Trek). As 
Steven Boehm, eocreator of Hill Street Blues, L.A. 
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Roy Rogers and Dale Evans (vere the wholesome stars of The Roy Rogers 
Show, the western series that ran on NBC for six years and fiwever ofier in 
syndicated reruns. Their real-life children Cheryl. Linda Lou. and Dusty 
appeared in commercials for the show's sponsor. Post cereals. 
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Law, and Hooperman, said, "Almost everything in 
television is a cop show. It just is." 

The good guy/bad guy syndrome even fits with 
the phenomenon of the nighttime soaps. Detectives 
are always knocking at the doors of the mansions 
of the rich and famous on Dallas, Dynasty. Falcon 
Crest, and Knots Landing—and usually with good 
reason. There's all manner of nastiness going on. 
Significantly, all of the drama shows mentioned 

thus far have been wildly successful all over the 
world. Filmed episodic drama with plenty of action 
has been America's most successful television ex-

port. In Britain, for example, Christopher Dunkley, 
the television critic for the Financial Times, noted 

that "British television utilizes and exploits Ameri-
can television much more than the foreign concept 
of British television might have it. I think people in 
America probably think that British television con-
sists largely of Dickens and Shakespeare and very 
worthy stuff of that sort. And it doesn't. It consists 
of much of American high-popularity products — 

and that's true in most other foreign countries." 
Star Trek has boldly gone to more than a hundred 

countries. "We were in some deserted village in the 
wilds on the Caspian Sea," Star Trek star William 
Shatner remembered. "This waiter came up —of 

course, he didn't speak any English —the man was 
as remote from civilization as you can get. He said, 
'Captain Kirk?' It was bizarre. In the back room of 
the restaurant where I was eating. on this ancient 
black-and-white television set, Star Trek was play-
ing. 

—If' Star Trek could effect that remote part of 

civilization, what must Dallas and other shows that 
don't paint a pretty picture of America do to influ-
ence people of the world as to what America is 
like?" 

The image of America portrayed in shows like 

Dallas is "appalling," Michael Grade, chief execu-

tive officer of Britain's independent Channel 4, said. 
"But does it matter? I don't think it matters. I don't 

think people's views of America are shaped by tele-
vision programs. I think people's views of America 
are much more complex than that. They are shaped 
by all kinds of things." 
Besides, those international viewers of American 

dramas are being deluged with such an eclectic mix 

of images, it would be hard to assemble a repre-
sentative viewpoint. Along with the pastels and 

high fashions of a Miami Vice. there are the grit and 
middle-class values of Cagney and Lacey: with the 
gross explosions and car chases of an A-Team, there 

are the thoughtful discussions and moral dilemmas 
of St. Elsewhere. 

What's distressing is the lack of the kind of seri-

ous drama that typified the early days of television. 
Cable networks like Arts and Entertainment and 
public television are the only outlets for them these 

days, and much of' what we see there consists of 
British imports and little that is written expressly 

for the television screen. Still, specials and such 
series as Great Performances and American Play-
house do allow us the opportunity to see the work 

of some of the best American playwrights —from 
Tennessee Williams and Arthur Miller to Lanford 
Wilson and Sam Shepard —and our finest perform-
ers. Commercial television rarely bows to the do-
mestic dramatic tradition of America. There should 
be more —both adaptations and serious drama writ-
ten expressly for the TV screen. Only a superstar 
seems to be able to get such programs on the major 
networks, and then, only rarely, as was the case 
with Dustin Hoffman's astonishing performance in 
Death (d. a Salesman on CBS. 
The British television playwright Dennis Potter 

has said that television drama "ought to he able to 
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remind you of your own sovereignty as a human 
being —that is. that the Next minute is in your 
hands, even when it feels as if it isn't.- And a 
Japanese television director. Yoshihiko Okamoto 

'tined. -There sloould be drama which reveals more 
of i in r evervdav lite. so that the viewer can confront 
the telex ision screen, not simply lie down with it.-
Not all is doom and gloom. The progress made by 

the creatke talents behind stub series as Hill Street 

Blues. St. Elsewhere. Cagnev and Lacey. L.A. Lot% 

and Moonlighting is encouraging —series that bring 
a new reality and understanding of human relation-
ships to the standard good guy/bad guy formula. 
They remind us that p(qoilar drama can tell stories 
that are more than escapist entertainment. David 
Mulch, a Hill Street Blues writer who succeeded 
Steven Boehm as co-executive producer of the se-

ries. said, "'Appealing to a broad audience and 



The deadpan yiq congenial countenance of motion picture director Alfred 
Hitchcock graced each edition of his two telecision anthology series. Alfred 
Hitchcock Presents am/ The Alfred Hitchcock Hour. A'vert. week_ tongue 
firmly in cheek. Hitchcock would introduce tales of suspense aml macabre 
11(11 iheun. 
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maintaining quality need not be mutually exclusive 
ambitions. The fact is, if you tell good stories which 
identify drama in the rhythms of people's lives as 
they're lived. an audience will respond. 

Part of the reality that these shows are presenting 
is that life is not all drama or comedy': its a mixture 
of both. This has led to these programs being 

called —only by a few, thank God —dramedies. The 
ability to move from one to another and still remain 
credible in the eves of the viewers is hard to come 
by. Ed Asner learned this the hard way, when his 
Lou Grant character had to make the transition 

from the comedy of The Mary 7:1-ler Moore Show to 
a dramatic series all his own. Lou Grant, a series 
that helped pave the wav for the Hill Streets and 
Cagnev and Lacers that followed. 

ED ASNER 

Ion we started off, we all knew what we wanted 
in terms of quality.— Asner said. 

but not knowing how to get it easily, simply, we went 

through enormous crew changes and one cast change. I 

would say that the shakedown cruise finally occurred in the 

middle of the second, maybe even the end of the second 

year, and we settled down into smooth sailing. 

With Mary the producers were always down on the floor, 

and there was this yin and yang going on there. With an 

hour show, generally the producers are either writing scripts 

up in the office or battling major forces elsewhere. They're 

not down on the line, because it's a much duller, slower 

process, and it's a waste of time for them to stay there. 

So I really found no guidance. The scripts were wonderful, 

but how to shape it properly, how much to play for a laugh 

without an audience? I asked a professional friend, "What 

do you thinx of the show?" He said, "Why are you grimacing 

so much?" I was pushing for the laugh. There were no 

laughs, there was no studio audience, so I was trying to 

create space for the laughs at home. 

I'd been under strict direction by Jay Sandrich, who di-

rected most of our shows at MTM, and by the producers, 

saying, "We're not going to be on the set. You have to keep 

the flame of Lou Grant alive, da-da-da." So I kept trying to 

play the Lou Grant of The Mary Tyler Moore Show. Finally, 

there came a time in the middle of the season, when I said, 

"This is baloney. I've got to play it as I feel it." I was under 

the gun, and the change in the playing was probably infi-

nitesimal, but it took such a monkey off my back. The relaxa-

tion I was able to acquire made all the difference in the 

world to me. I began to investigate new areas as a different 

Lou Grant, and the show began to flow more. 

Lou Grant's newspaper-city-room motif allowed 
them to examine a wide variety of topics and issues. 

—Stories that dominated the press.— Asner said. 
—CIA spying, black disadvantage in the city. Viet-
nam veterans, white-collar crime. corporate take-
o ers . . . We did a fantastic show just before we 

were canceled on the facts and figures of nuclear 

warfare. 
—That one involved two stories: one. following a 

voting girl who had been badly burned in a school 
bus accident and the hundreds of thousands of dol-

lars in special training and special care that she 
required. And then showing that. in a nuclear holo-
caust, there would be hundreds of th(ousands of 
people like her, and that the city. which had more 
than the usual share of burn equipment. was no-

where equipped enough. and the nation certainly 
was not. It was not going to be just death,- by radia-
tion or blast. It was going to be slow. lingering 
deaths in the hundreds of' thousands —pe(ple who 
could not receive proper medical care.— 

The episode was called —Unthinkable.— Its rat-
ings were dismal. beaten out by the repeat of a 
special calle(I 71 .'s Censored Bloopers. —That would 

beat us (nit.— Asner said. —Bread and circuses —the 



Dody Goodman (eft) was one of the guest stars who appeared on the courtroom 
drama series. The Defenders, starring E. G. Marshall (right) and Robert Reed 
as a father-and-son team of attorneys. The series, created by Golden Age writer 
Reginald Rose and producer Herbert Brodkin. was known Jr its intelligent. 
adult scripting and its willingness to tackle contemporary issues. 
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barbarians may be at the gate, but we got to be 
entertained.— 

In spite of that feeling, Asner says, —The miracle 

is that there is good stuff on. It is amazing that with 
this constant, twenty-four-hour, 365-days-a-year 
grinding, grinding, grinding out, we end up with as 
much good stuff as we do. But think of how much 
more good stuff we would end up with if those in 
charge did less playing down to the lowest common 
denominator!' 

HERBERT BRODKIN 

One of the pioneer producers of television drama 

was Herbert Brodkin, who continues to produce 

quality drama to this day. Brodkin worked on Stu-
dio One and Playhouse 90 among other live drama 
shows and believes that much of the success of the 
Golden Age is attributable to the fact that program 
executives were just taking their first baby steps, 
too. 
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—The neNorks didn't kiimt enough to pre\ rut 

it: he said. 

We were at beginners. People who had some theatrical 

background in writing, directing, lighting, scenery—I started 

as a scene designer—got into television in the early days, 

and it was all live and then they wanted dramas so we did 

them! Those were the days when if you had to get a show 

on at eight o'clock Thursday night, you delivered, and there 

wasn't time for reediting or hesitation as there is now with 

film. It was much more a producer's medium than it is now. 

. . . It was much more fun. It was like being in the theater, 

with an opening night and the excitement of opening night 

which pervaded the show and the actors. Sometimes you 

got the kind of brilliance that you occasionally see in an 

amateur play production on opening night; of course, we 

used professionals. 

In those days, we were almost like England, in the sense 

that well-known actors would appear on television. We 

used all the stars, and they got paid very little. But they 

would be willing to do good scripts and good plays. When 

we switched from live performance to film, it changed. 

The networks had less control over the final product back 

then; everything happened so fast. There was less sophisti-

cation; there was less supervision. Many executives in those 

days had the same objectives as we producers: They just 

simply warted good shows. . . . Everyone was learning. 

Talent had a chance to show—in writing, especially, and in 

performance. It was tiring but great fun. 

The Golden Age faded because everything went to film. 

Film could be distributed to television stations all over the 

world. Distribution reared its ugly head. Once film came in 

and Hollywood came in, things changed considerably. 

T h e iii „ %c  in fil m  an d !kik %% ,„„I opene d telt", 

•.-•ion to the great outdoor:'-. Dramas that had taken 

place in kitchens or jurN rooms ‘‘('IT out. Character 

tt as sacrificed to seetierN and action_ lirodkin stat ed 

in Nett  ork. but he didn't take the demise of li‘e 

drama l‘ing dm% n. lie made the transition to film. 

lint he hrought to it the alues he had learned in li‘e 

drama. along tt ith a feeling fur dialogue. interior 

action. inuti\-ation. and a ‘‘illingliess to tackle social 

issues head on. \\ (irking v, ith the distinguislwil 

‘sriter lieginald Ruse. lirodkin produced The /)e-

jendees. s hich began airing on CliS in 1961. 

—Our intention t‘-itli %he Ihfividers ‘‘ a. to do an 

entertaining series about the realitt of lift. in Ne‘% 

York.— lirodkin said. 

We were, I think, able to tackle some difficult subjects and 

do them quite well. For the first time in television, the play 

dealt with the reality of a subject and dealt with it honestly 

as well as dramatically. . . . We did subjects on television 

that no one had ever done before: subjects such as prosti-

tution, rape, murder, whatever we saw in the daily papers. 

It was exciting and it was fun. 

The series got on the air, I think, only on a kind of fluke, 

because our pilot was rejected. But it was [CBS chairman] 

William Paley who pulled it off the shelf and said, "Let's try 

to make this." . . 

When we had completed the first half-dozen episodes in 

the spring before it went on the air the following fall, the then 

president of CBS thought that what we were doing was just 

awful. So we stopped for an evaluation, which went on for 

six weeks, and we just rested. When they had evaluated 

what we had done, we went back and did more of the 

same thing. When it went on the air it very quickly achieved 

a high rating. The Defenders was a show that was talked 

about the next morning by everybody and almost 

changed the face of television. Then something called The 

Beverly Hillbillies came along, and some others like it, and 

changed it right back. 

Our motivations [on The Defenders] were honest, and we 

dealt with subjects honestly to the best of our ability. Today, 

the networks are exploitive; they use the subjects of crime 

and violence not for the inherent honesty in the subjects but 

for the excitement of getting a rating, of seeing who can 

get the biggest audience tuning into the nastiest subject. I 

think that's basically what the difference is. 

I think the networks have underestimated their audience 

right from the beginning. I think the audience was there and 

was receptive. I say was, because the networks have now 

had twenty-five or thirty years of training people not to like 

good entertainment, good drama, so that they have 
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Norman Walker. renamed -Clint, — (vas the laconic star 
of Cheyenne, the first hit western from the Warner 
Brothers stable. 

trained their own audience, and they will, I hope, one day 

be hoist by that. I think it will take a long time to bring the 

audience back to the way it was in the time of the early to 

late fifties and early sixties. They have been trained in the 

wrong way. 

WILLIAM ORR 

When the production of drama series shifted from 
live to film and from the East to West Coast, Holly--

wood was not prepared for the television invasion. 
Bob Hope joked that movie moguls regarded televi-
sion as "that furniture that stares back at you." But 
eventually, the studios gave in. They finally recog-
nized the potential gold mine in television produc-
tion. One by one, they succumbed, all of them 
realizing that economic necessity demanded it. 

After some initial hesitation —and outright hos-
tility —Warner Brothers became one of the first to 
get involved in television production. The year was 
1955, and the head of television production for the 
studio was William Orr. 

"ABC went to several of the major studios includ-
ing Warner Brothers and asked them to produce for 
television," he said. 

First off, Jack Warner had not appreciated television, since 

it was cutting into attendance at the theatrical motion pic-

ture tremendously. As a matter of fact, he wouldn't even 

allow a television set to be part of the dressed set for a 

picture. Nobody watched television in Warner Brothers 

movies at that point—nobody. . .. But our theatrical busi-

ness had been going down ... and it was a matter actually 

of "if you can't beat 'em, join 'em." So we did; we went into 

business with ABC. ... 

I had been an executive on the features side for ten 

years, and I had no idea that there was the possibility that 

I would be placed in television. So I was placed in charge 

one Friday afternoon, much to my surprise, because at that 

time if you went into television from the feature end, it was 

like getting scarlet fever. However, seeing as it seemed to 

be necessary, I went over and got into it, and once I got into 

it, it was a lot of fun. 

As did the producers in the days of live TV, the 
Hollywood producers of filmed TV had a lot to 
learn. 

It was very quick, you had to make decisions rapidly, you 

didn't have time to consult and do this and that, and I 

enjoyed it. The first year was horrendous because we had 

not prepared early enough and we didn't know enough 

about all the problems of getting on the air at the right time. 

I got into television probably three months too late. We 

had very few scripts, we didn't have too many stories, and 

we were fumbling around trying to figure out how you made 
television.... Our big problem was being behind the time 

to get on the air. Not being old pros at this, we were all 



fumbling around. It meant that we would spend untold 

hours—I'd be up until three or four o'clock in the morning— 

trying to get these scripts ready to shoot.... That whole year 

I was looking for an assistant and didn't have time to look! 

Although Wit mer lirldhers produced a number of. 

other kinds of TV shows in the fifties and earls 

sixties (including such contemporars action shows 

as 7,- .S'unset Strip. Hawaiian be. and .S'tirfside Six). 

it was for its %syste ms that the studio became best 

knossn. The first of them %%as Chevenne. starring 

Norman -Clint - VS Aker. As in the first babs-step 

days of live television. Orr awl his colleagues at 

AA artier Brothers were learning as thes %sent along. 

That meant that esers one \sits nersous. awl that 

es ersone pitched in. no matter how esteemed their 

nuwin„,.., to halt. and the succession of spaghetti 

westerns that would help make him an international star. 

Clint Eastwood wus one of the stars nf the cils western. 
Hass hide. Ile 1)1(1.1(.11 Rows/v )(ties. a cattle-dricing 

cowhand. 

One day, on Cheyenne, I picked up the report I used to get 

from the set. The sixth day [of shooting] was the last day, 

and we didn't have enough film shot to make the minutes. 

I figured we were about eleven minutes too short. So I got 

hold of the producer and I told him. He was a new pro-

ducer. He'd been a good writer and I'd made him a pro-

ducer, but he wasn't terribly well versed in these things, so 

I invited him over to my house. He came over about ten 

o'clock, having been to a cocktail party he said he couldn't 

get out of. We stayed there and he wrote scenes and I 

wrote scenes, and then we'd compare our scenes, discuss 

what our scenes would be about. We got enough scenes, 

we thought, to do more than eleven minutes—so we'd have 

something to trim—and at five o'clock I said, "You've got to 

get to the studio first thing in the morning and get hold of 

the casting office. In fact, you should call them from home 

the minute you get up and get hold of a girl we need to 

play a part, get the sets organized, get hold of the unit 

manager and whomever else and get this thing going— 

we'll shoot these extra scenes sometime during the day" 

I didn't sleep very well thinking about this, so at a quarter 

to six, I woke back up, did the things I told him to do, got 

up, and went to the studio about eight-thirty. He sailed in. 

I said, "Hello. How's everything?" He said, "Well, fine, I'm 

gonna call up the girl and get her." I said, "There she is." 

He said, "Well, we gotta get the sets." I said, "We're in one." 

It was just a matter of inexperience. He didn't realize that in 

order to do it, you'd better get there early in the morning 

and get it done, so we shot that extra bunch of scenes that 

day and it worked out fine. It wasn't a happy time at the 

moment, though. 

There here  ad‘antages to shooting. television 

shows at a major motion picture studio. -Warners 

an d every  ot her  stu dio ni town  had ma de myr iads 

of %vesterns. so when we did Chev-enne. we had big 

scope.- he said. 

We would cleverly integrate stock film from our own com-

pany, and we would write stories to the stock, knowing that 

when Cheyenne went out onto the western street on the lot, 

he would get on a horse and we would ride him out to some 

prairie that was probably in Arkansas or somewhere, and 
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James Garner (below left) and Jack Kelly pla.ved the brothers Maverick, Bret 
and Bart. western dandies who brought an unusual wit and sophistication to 
the 71. shoot 'em up. 

Baty Crockett. king of the It  Frontier. made a major "IT star of Fess Parker 
when he appeared as Crockett in a series of adcentures on Walt Disney's 
Disne‘ land. ,,N.o raccoon was saji. as the dentand.for copies of Crockett 's 
coonskin cap swamped the stores. 
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then we'd use the stock to intercut. We'd get a couple of 

cattle and have Cheyenne ride on the back lot, shoot up 

over a cattle horn, go right back to the stock, he looked like 

he had ten thousand head. .. . That gave great scope to 
the series.. . . 

Some of the stories were based on old Warners pictures, 

but I found we had very few stories, so I went down to the 

local bookstore in Beverly Hills and bought three or four 

books, anthologies of cowboy stories, took the essential 

ideas out of them, and they became Cheyenne and ulti-

mately Maverick and Sugarfoot, Lawman, all of them. We 

paid five hundred to seven hundred and fifty dollars for the 

rights to use those stories. The authors thought this was quite 

nice because nobody had ever bought these short stories 

for films before. 

Today those writers would have agents, lawyers, 
and business managers: possibly they would be 

wangling for the chance to direct. It was a simpler 
time then. but only briefly. 
It didn't take long for Hollywood to make televi-

sion a big-time part of the show business. 

MICHAEL MANN 

Someone is pursuing Michael Mann with a very 
important question: "Should we portray them as 

contemporary bikers or Sergio Leone types?" 
"Nah," Mann replies, "make 'em contempo-

rary." 

Mann's office, at Universal Studios, is definitely 
contemporary: black, stark, high tech, stylish —ap-

propriate for a man who's the executive producer of 
a show that set its own distinctive style —Miami 
tire. 

According to legend. Miami lire began with a 
memo from Brandon Tartikoff, president of NBC 
Entertainment. The note said, simply, MTV cops. 
Mann cannot confirm the story, but it would appeal 
to his love of the blunt. A plaque in his office is 

engraved with a quote: DON'T USE THE WORD —Burr.— 

THAT'S CRYPTO-FAGGOT ''HILL STREET BLUES'. TALK. 

The source of this aphorism, not readily found in 
Bartlett's, is Michael Mann. 
"I was only interested in making motion pic-

tures," he said. "I had gone to graduate school and 
lived in Europe for six years, studying films and 

making films —short films, documentaries, some art 
films. Worked for Twentieth Century—Fox in a pro-

duction executive capacity in London for about a 
year and a half. . . . I came to L.A. in '71, and I 
thought that films suffered from a tyranny of words. 
I had no interest in television at all. So I wound up 
getting my first legitimate gig as a writer in teleyi-



sion. which is exactly how things usually Yvork 

here,- he said, laughing. 
That first job was working as a writer for Aaron 

Spelling and Leonard Goldberg on Starskv and 
Hutch. From there, he went to work on Police Story. 

-A lot of really good writers came out of Police 

Story. It was an anthology show, there weren't con-
tinuing stars, so each story was different. Joseph 
Wambaugh was still heavily involved when I was 
there. He was a real clrampion of quality.-

Then, he said, his career -started happening very. 
quickly. I wrote one pilot. which became a televi-

sion series., Vegas. After that, because I was fairly 
successful as a writer for television, I told ABC that 
I really didn't want to write anything else unless I 
could direct it. We found a script called The Jericho 
Vile. I did a rewrite on that, shared the writing 

credit w it Ii the original writer, directed it. and it did 
yery %yell.-

The Jericho Mile. a television movie starring 
Peter Strauss, did very well indeed. The story of a 
prisoner who becomes a marathon runner, it re-
ceived four Emmy awards. It got Mann his first 

feature —Thief: He expected to keep working in 
movies. but he came back to televisUin. -There are 

certain things you can do in television that yaw can't 
do in features,- Mann said. -I have always had a 
tremendous appreciation for the immediacy of tele-
vision and for the tipicality of telex isif in. . . . Be-
cause we do so man  hours on Miami lice. I can 

make one about Nicaragua. I can make one about 
a motorcycle gang from twenty years ago  ho now 
are major drug manufacturers in Miami. which is 
factually based.. . . I have an idea today. we ha Y e 

a script about three weeks friun now, we shimt it two 
weeks after that, and it's on the air four weeks later. 
It's fast. and I like the speed of it.'' 

Still, given the Hollywood system. Mann didn't 
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(..""lmke 1;"" Bre"ier (II  ill lluirhins) was inPuhir 1viih the "'"ine'nfidk• hut the oilier 
croivhol.S M ilt/ ht . tCUS one  botVer thi n/  hence the Milne Of his 

series —SligarE.I —u point Inr /RC Western proehleed /11 II arner Brothers. 

A ii/in  WnS Wrong on the  es Western.  n 1111111 hail to do What n man had to do. 

Premiering in 1955. Gliw.moke was the longest running ue.siern on telecisi on. It starred 

filmes irness (center) as II ISIO111 Ilia 1 I I Ion. and Dennis II enCer mis his limping. slightiv 

dim (brit.% and sidekick. Chester IL Goode. 
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tAl i".1 10  find  hark in I\ (111 "'  had 
:-.tarte(I tl) direil 1114 0\ 

My agent said, "You should read this script we have." it was 

a ninety-minute version of a pilot called Gold Coast "Uni-

versal wants to know if you want to take the thing over and 

work with Tony Yerkovich, who wrote it." I got to page ten of 

this first draft, and the writing was actually brilliant. Anybody 

on the street could read this and say, "Hey, this pilot is 

great! This thing's going to work. It'll work as a feature film; 

it'll work as a miniseries; it'll work as a television series; it'll 

work as anything." The characterizations were great and 

Miami is hot. I knew Miami, I knew South Beach already, 

and I could see these guys walking around in that sun-

baked Deco landscape. So I got involved and that was it. 

We made Miami Vice. 

What really was new about it when it appeared on the 

scene is that the people who were making it did not make 

it like you make television.... If there's one isolatable qual-

ity that caused Miami Vice to be different when it hit, it was 

that a lot of the people who worked very hard on the show 

were very committed people who care a lot about what 

they do. And what they do is make movies. We looked at 

it as if we're making a little movie every week, and we're 

going to make it as good as we know how to make it. 

It', for that rea,on that 1/innii lice repo-fedi\ 

roost. J"- nitich  S 1.5 million all iii,(o(le. Maim al,o 

attribute, part (of' the  ,i1(11.,, to hi, 1.11(m l-

edge of him organizeol crime reall‘ Terme.. 

I could tell if something in a script felt phony, like a rerun of 

lronside. That is not how people are operating now. There 

is a known set of rules, observable laws that govern the 

political economy of organized crime. Crime is a business. 

It's run by professionals . . . and successful professional 

criminals rarely go to jail. There are as many dynamics to 

that economy as there are dynamics to Wall Street. 

A lot of people working on the show are street people or 

urban people, have an urban sensibility, so they're not 

going to have some TV idea of what an organized crime 

boss is. It's not going to be some guy walking in with an 

ascot. .. . 





Lorne Greene (below. second from left) was the T1 western's ultimate lather 

_figure. Paying Pa Cartwright an Bonanza. Ilis sons were fun %e/ 

/1(1/arts (dom. 111?). Dan /?locker (I/ass, right). and lIichael Landon 

(Little Joe). 
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So it was both the street sensibility toward content and an 

approach to making movies—that's what made the first 

season, at any rate, different than the other stuff on the air. 

Bo! %%hat iliutit the —look — of 11 lam i 1 ire. the 

le that .eemed to capture  imaginatiow,? 

It ,tart, sit') lim% I %%oil: a!-• a film director.— \limn 

On a film, after I've written it and have figured out what the 

content is, I then go through a very calculated process of 

saying, "What film form tells the story best? A neorealistic 

verisimilitude where it's seamless and people walk into a 

darkened room called a theater but it's just like they're 

really there out on the street? . . . Or through a kind of 

diffusion filter, where the film is very much on the screen, 

removed from them—it's very beautiful, it's obviously a fan-

tasy that they're looking at? What is the form that best tells 

the story?" 

Sometimes you hit and sometimes you miss. I think with 

Miami Vice, in the first season, anyway, we certainly hit. I 

decided what I really wanted to sell, in effect, was heat— 

you know, as in temperature. The place is hot. It's sun-

baked. There was an Impressionist way of working with 

vibrating pastels, where if you really want to create white 

heat, you don't paint a canvas white. You put a lot of yel-

lows, then greens and light blues next to each other, and 

put a little piece of white in the middle of it and it starts to 

really feel hot. 
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Lusinan. snaring John Russell o.s Laramie Ilarshall 
Don Troop_ was one of the many western series that 

sokopul the linonciol condition ,q• the Ii orner Brothers 

studios  Me  C.S an/ Sit CS. 

Ecen though he Worked aS el 1,011,11.1 h Cr. Josh 
Randal I. Ida.% (71  ,t (Ye 1k Queen. ti'aS a gam/ gu.1 
on the western. Vt anted: Dead or Ake. 

I also decided —I make up these arbitrary rules —that in 

the show's world, all low-rent people live in Art Deco, and 

all high-re -it people live in postmodernist, and nothing in 

between. I don't want any fifties architecture, I don't want 

French provincial for rich people in Palm Beach. It's just the 

two extremes and nothing else —except for funk, like a 

Cuban coffee shop or something. We were exploiting the 

industrial landscape in Miami, which is really rich, too. 

\limn makes it clear that a great man\ people are 

responsible for making the look possible —the pro-

duction and costume designers_ among- others —nor 

does he think if himself as the —auteur— 

I ice,  a result. he claims to lie relati‘e•lx immune 

to criticktri that Iice  !Imre "-lx le than substance. 

This is very much a producing activity for me. There's a big 

difference between being a director and being a pro-

ducer. When I hear criticism about Miami Vice, I'm not as 

sensitized to it as I would be if somebody talked about [my 

feature film] Manhunter. I usually shoot my mouth off in 

defense of Miami Vice. I feel that I'm defending all these 

other people I work with, and that's about two hundred and 

fifty of them on each show. 

Miami Vice is variable. It's like a high-risk venture for an 

investor. I'm not talking about the money or the budgets on 

Vice. It's creatively and artistically high-risk. It's easy, me-

chanically, to go into a studio and shoot on an existing set 

for six or seven days. Maybe five days in the studio and two 

days out—like on an average Hill Street That's not to knock 

Hill Street ... but it's extremely difficult and risky to approach 

each hour of an episode like a forty-nine-minute motion 

picture anc try to jam all the shooting —three locations in a 

single day, all the stuff that we do—into an hour of televi-

sion. Which means that when we do well, it's going to be an 

extraordinary product, and when we do poorly, it's going to 

be abysmal. 

The style of the show you get for free, because when you 

invent it, it replicates itself, it's there every week. Everybody 

knows what to do. The guys know what color to use, what 

shapes to stick in front of the camera, what to dress the 

people ir. You buy the clothes once, you got them for the 

whole season. Content, you got to make it up brand-new 
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Wagon Train tVaS a long-running .,VBC western whose cast of characters 
changed as the seasons went by. It  Bond starred as the original 
wagonmusler. Seth ..1dams. until his death in 1900. He was succeeded by John 
McIntire (second from  Other cast regulars included Terry Wilson (left) 
and Frank McGrath ((Irking the chuckwagon). who pla.yed rook and comic 
relief Charley It Ouster. 
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every week We will always fall down on content some-

times 

I Itimatelv. tlonigh. Mann rejects the style-over-
substance criticism. —We do stuff that nobody else 
does. I don't know shows that have dealt with Third 
World problems. with poverty, with hunger. with 

Nicaragua. with rape the way we have.'" But what 
about the violence on the show? —1 es very easy to 
confuse violent subjects and violent attitudes and 
very passionate, strong-felt emotions with physical 
violence. Censors confuse them all the time. We 

have had arguments with Broadcast Standards, who 
say, 'Well, you can't do that.' 

—I say, 'What's wrong? What (lid you see?' 

Well. he did this, he did that. .  We run the 
film back, and what he imagined he saw, there was 
none of. It as just the strength of the moment. 

They still t r' to cut it out, and then we have big 
fights.— 

Mann doesn't believe that he would do much 
differently if Broadcast Standards didn't exist. 

—Maybe we would have some scenes where you'd 
actually see a gun pointed at somebody's head on 



'just ihe .1Ucts. ma 'ant. — Jack II ebb starred aslac taciturn .sei;:zront .1of. Fridoi  
on Dragnet. .4werica 's first hit police series. in 19.31. 

Bill Cosby was the first black actor to share equal billing with 17 white costar 
on the sixties action series. I S . Robert Culp and Cosbr played Aelly 
Robinson and ..4Iexander Scott. international espionage agents who traveled the 

world posing as a tennis star owl his coach-trainer. 
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camera,- he said. -We can show the gun. we can 
show the head. but we can't have the gun and a head 
in the same frame. whkh to me is absurd. because 

I can create the impression that the gun is to the 
head as strongly' as. if not stronger than. if I actuallY 
had a gun pointed to somebody's head. 

-That's the kind of meaningless rules and restric-

tions —there is no internal. consistent logic that 
they apply to anything. . . . But I don't think we'd 
do anything differently. You don't want to alienate 

the audience. This stuff is poing into people's homes 
at nine o'clock and at ten o'clock.-

But is there excessive visdence on T‘? --I think 
that .4-Team violence is much more dangerous. and 
it does much more to desensitize people because it 
makes violence cartoonlike. You don't really. get 
hurt by shooting lots of bullets at people. it says. Irs 
okay —people (lie neat —it's (1)01 to be shot and (lie. 

You'll hold your arm and you'll be able to go on and 

(lune bark next week. 
-YOU get hit by a projectile going about twenty - 

three hundred feet a second, y011 do not just hold 
your arm and show up next week.-

Michael Mann is a classic example of someone 





Robert Stack (right) starred as Prohibition enforcer Eliot Ness on ABC's The 
hitouchables. an action series that was criticized as being the most violent 
show on the air. .4mong the series• guest stars was Keenan IT:vnn (left). 
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who comes from the but-what-I-really-want-to-do-is-
direct school, and he's getting his wish, but he loves 
television too. —I think there's more right with tele-
vision than wrong with it. In the last three years. 
I've seen television become more adventuresome in 
terms of content and chance taking than the motion 
picture industry. If anything. the motion picture 
industry is starting to become as adventurous as 
television became a couple of years ago.— 

Occasionally, Mann sees himself as an artist, he 
says, but for all the talk of aesthetics, motivation, 
and message. the bottom line is simple: —I don't put 
Miami lire on the air to be a journalist or to be a 
priest or to be a detective. This isn't the Justice 
Department; it's the Michael Mann Company, and 
we tell stories we like to tell." 

STEVEN BOCHCO 

Steven Bochco, the man The New York Times called 
—perhaps Hollywood's brightest and most innova-
tive producer of television drama— has helped give 
viewers two of the most creative, intelligent and 
entertaining series on modern TV —Hill Street 
Blues and LA. Law. Each of them took a standard 
television genre —the cop show in Hill Street, the 
lawyer show in Law—and turned it on its ear, pro-
ducing programs with many characters and overlap-
ping plot lines, shows that reflect the reality of life 
in a world where there are no easy answers, where 
the good guys don't always win. In fact, you may not 
always be sure in these shows who the good guys 

are. 
Roche° was raised on New York's Upper West 

Side. His father was a concert violinist. After gradu-
ating from Carnegie Tech in Pittsburgh. Bochco 
headed west. 

I had an MCA writing fellowship when I was in college, and 

I used that to sort of con my way into a summer job at 

Universal Studios between my junior and senior years. They 

put me in the story department as an assistant to its head, 

and at the end of that summer, they invited me to come 

back permanently when I graduated. 

When I returned to Universal the following summer, which 

was in June of 1966, I went to work in the feature story 

department. I guess at that time, my ambition ran toward 

being a motion picture writer. 

But inevitably I got caught up in the television mill, be-

cause, perhaps even more so then than now, Universal was 

a primary supplier of television to the three networks. It was 

really a remarkable operation, and for somebody who was 

very young and just starting out, it was a great opportunity 

to work on all kinds of things. They had me doing stuff like 

adding five minutes of story to eight different episodes of a 

new series called Ironside with Raymond Burr. In their first 

eight, by the time they edited out all the terrible stuff, each 

episode was somewhere in the neighborhood of five min-

utes short. So I had to write new additional material. They 

would go in one day and shoot them all and cut them in 

to get these episodes up to length. 

From little writing jobs like that I moved on to somewhat 

more extensive things. I really got directly involved in prime-

time television program production in 1969 or '70, when I 

went to work on a show called The Name of the Game, 

which ostensibly was a show about magazines, but really 

was a cop show, a mystery show—almost everything in 

television is a cop show. It just is. Sometimes they disguise 

themselves as lawyer shows or whatever, but it's all cop 

shows. 

Roche° was a writer on Columbo and Macmillan 
and WO, and a couple of other less well-known cop 
shows —Dekecchio, which starred Judd Hirsch and 
featured two future Hill Street stars, Charles Haid 
and Michael Conrad, and a charming private eye 
show, created with Stephen Cannell, called Richie 
Brockelman. Private Eye. Then he went to work at 
MTM Enterprises, where in 1978, he produced a 
short-lived police series, Paris. starring James Earl 
Jones. 





Hill Street Blues was a milestone in episodic television drama. a police series that conkrved 
the harsh reality of  in an inner-city police precinct. Its stories were taken from ihe 
newspapers and the streets. Multiple story lines would intersect. resolve. or have no ending, 
just like life. Pictured here are undercover detectke Mick lie/her (Bruce If Citz) and Officer 

Renko (Charles 1/aid). 

Like his Hill Street Blues. Steven llochco's I,. A. Law (created with Terry Louise Fisher) 
.Patures a large ensemble cast and multiple. sometimes overlapping slory lines thal come closer 
to an afprotimalion ,!/. real  than the episodic series of the past 
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What's the appeal of cop shows? 

Good guys, bad guys, good and evil, you know, shoot outs, 

car chases—they're adrenaline addictive. They also tend 

to provide, in entertainment terms, closure: You set up a 

problem. You have a crime. There's a bad guy out there. 

Your guys come roaring in. They ask some questions. They 

chase the guy down, and they catch him. They shoot him. 

They kill him or arrest him, they put him in jail. There's some-

thing very satisfying about all that ... particularly in a day 

and age in which the world is increasingly gray, and there 

are problems we cannot address. We are impotent in the 
face of terrorism and crime in the streets. The kind of televi-

sion entertainment that gives you that easy answer to 

something is pretty satisfying. 

I think a lot of them have been fundamentally the same 

over the years—even up to and including Miami Vice. The 

triumph of a Miami Vice is not so much in its content but in 

its form. It has substantially repackaged the genre in very 

stark and interesting ways. 

On the other hand, Hill Street Blues looked at the process 

more than the result, and in dramatic terms, it really created 

a very different way of telling the story. 

Especially after his experience producing Paris. 
Roche() was not eager to undertake another police 

show. But he and fellow writer-producer Michael 
Kozoll were intrigued with an idea then—NBC Presi-

dent Fred Silverman haul for a realistic. mu-holds-
barred cop series. —All of' the shows we had done 
up to that point gave us a guideline in terms of' what 

we did,/ 't want to do,'' Bochco said. —We had pretty 

much covered the territory, and neither of us had 
much to offer that was fresh to that kind of storytell-

ing. The thought of' just doing another cop show and 
reworking that same old formula wasn't ven ap-

pealing. 
—So when it became clear that NBC really did 

want a police melodrama, we set about trying to 

create a shOw that was poing to break all the rules.— 

Roche° and Kuuzoll wanted it made clear that they 

wouldn't be bridled with network interference. Be-

fore they even wrote the script for the series' pilot. 

a —summit meeting— was held with several re-
presentatives of' MTM —including Boehm, Kozoll, 

and Grant Tinker. who was then president of 

MTM —and Jerry Stanley. the head of' the Broad-
cast Standards department at NBC. —I had asked for 

this meeting about a script that didn't exist.— 

Boehm remembered. 

Our motivation in asking for the meeting was to let them 

know, going in, that we were going to be doing something 



David Janssen (left) was The Fugitive, a doctor wrongly accused of murdering 
his wife. He crisscrossed the country in search of a mysterious one-armed man. 
the real culprit, stopping along the way to become involved in the lives of such 
guest stars as Harry Townes (right) 
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that was going to give them grief, and that if they were 

going to apply the same standards to what we were going 

to be doing that they applied to all their other programs, 
there was simply no point in going forward. Because we 

were, by design, going to do something that did not pre-

sent balanced points of views, that did not present a kind 

of racially balanced mix of ethnic types in this ghetto. That 

we were going to step on all kinds of toes, that we were 
going to use language that, at least to some degree, ap-

proximated the reality of an inner-city police precinct. And 
if they were not prepared for that, then we just might as well 

not waste each other's time. 

They kept saying, "Well, I don't know how we can judge 

something that doesn't exist." And we kept saying, "Well, 

you're going to have to. You're going to have to give us 

certain assurances." And we went back and forth. Nothing 

was resolved. Except that we certainly had gotten their 

attention, so that when we wrote the script, they kind of had 
been prepared for what they got. 

NBC, I think, genuinely felt that what we were doing was 

special and different and fresh. I don't think there was any 

argument about that. Whatever anxiety they had was not a 
function of us doing bad work. I think their real anxiety 

came from the fact that there was nothing like this on the 

air. They were afraid, and understandably, that people 
wouldn't quite know what we were doing. 

Nothing like it had ever been done before. 
"There was no template for an audience," Bochco 
said. "We had to train an entire audience how to 
look at us. It took time, because we were confusing. 

We were putting so much information on a frame of 
film, overlapping dialogue, multiple story lines, just 
tons of characters moving through the frame, thir-
teen regulars, fragmented story lines, stories that 
didn't end, a jumble of sounds . . . I think, stylisti-
cally, from a writing point of view, our willingness 

to slap very harsh melodrama hard up against outra-
geous, almost slapstick, nonsense comedy, was 
unique —we hadn't seen that in television before. 
The kind of unrelenting darkness of the piece 

was pretty different. Even the music was differ-
ent. . . 

Bochco gives credit for the overall -look- of Hill 
Street to the director of the pilot. Bob Butler. -Mike 
and I had written a script that looked different.-

Bochco said. -We were writing dialogue down both 

sides of the page and we were scripting all the 
background stuff, and, of course, people said, 'You 
can't do that.' Butler said, 'Yeah, we can. We'll do 
it. We'll use a hand-held camera, and we'll just pick 
it all up. It'll overlap, and you won't hear anything. 
It's okay.• He was absolutely willing to do that. 
-His visual sense of what this thing should be 

was very unorthodox, and it worked. It was remark-

ably aided and abetted by Greg Hoblit [originally 
the series' line producer, later its co-executive pro-
ducer], who inherited the responsibility of main-

taining and expanding the look and feel and taste 
of the show in terms of its production values. Be-
tween Bob and Greg you had two men who saw this 
thing as a challenge. No, 'Gee, we can't do this,' but 
'Gee, how do we do this?' - 

A public-television documentary. The Police 
"rapes, produced by Alan and Susan Raymond, also 
had a profound effect on Hill Street. -It was a docu-

mentary about cops in the South Bronx. They just 
took video cameras, and they followed these guys 
around in their squad cars and into domestic beefs, 
tenements, and murders, and showed them drag-
ging perpetrators into the station house. They'd 
have interviews with top command officers and then 
guys in the squad cars. 
"Like any good documentary, that camera be-

came absolutely invisible to the subject. It 'atight a 

level of reality that was really remarkable. 
"I'm proud to say we robbed them blind.'' 
Casting was a key element in creating the feeling 

of an ensemble among the cast. 
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I got to hire 311 my friends. Charlie Haid [Andy Renko], Bruce 

Waitz [Mick Belker], and my wife, Barbara Bosson [Fay 

Furlllo] and went to college at Carnegie Tech in Pittsburgh. 

Jim Sikking [Howard Hunter] was an old friend of mine; our 

kids went to school together. I had worked with Michael 

Warren [Bobby Hill] on another series. I had worked with 

Michael Conrad [Phil Esterhaus] on Delvecchio some years 

before. We had remained good friends ever since. 

Because of the ensemble nature of the piece, we were 

not burdened with the necessity of hiring stars, famous ac-

tors. It would have totally skewed what we were doing. So 

it was an opportunity to put together a wonderful ensemble 

of gifted, highly experienced actors who had never really 

made it. 

We got real lucky with our chemistry. Daniel Travanti 

[Fronk Furlllo] was a gift, really. I had never met him before. 

He was the first actor who came in to read for the part, and 

he got the role. Two hundred actors later, he was still the 

guy. Veronta Hamel [Joyce Davenport] was the very last 

actress we saw for her role. 

We had an enormous amount of good fortune in putting 

that group together at that time. You simply cannot dis-

count luck os a factor in the success of a show. 

The !-.11.11•!••:- uf 'fill .1reel ‘‘as far from immedi-

ate. --I hail an a‘‘fill hit if people N%Iii..' ullitlil iii 

I re,liect eniorinow4%. friend, of mine. IAliii %%mild 
all acknii . ledge that thi, ‘‘a, a remarkable piece of 

But they would also reluctantly say that they didn't really 

think it was going to catch on. They didn't think that people 

would wan - to look at something that was so busy and dark 

and intens a and fast and furious. So it took some time. 



There were several incarnations of Charlie's A agels..frmale crime jighters who 

were employed hv Charles Townsend. hew! al u private investigation agetuiv. 
Ite never saw Charlie: we mill. heard his voice (John Forsvthe). These were the 

original .-Inge/s. (from  Jaclyn Smith. Farrah Fatwen-ilajors. and Kate 
.1(11'1'M M. 
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Pyle,' [ WI,' W WI(  he  role of Cidliiiiho so much h i.s OtC11. ii  /,u,,/  10 

In/ Ott' that Me Nerie.S . CIV0101'S. R I.C1101'll Led 11S011 0101 Ii Winn, Link. oripinnIll 

qtered Me part to Bing Crado. ThiN epiNotlefenfurol Joinene Nlphin find 

Landau. 
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In the first year, it was, in fact, a barely watched show. In 

its first season, it was the lowest rated show ever picked up 

for a second season. We basically have the media to thank 

for that, because they really got behind us. But those ratings 

were so low that the anxiety level at the network was pretty 

high. 

I'm not privy to all of whatever went on behind the scenes 

at NBC. Though we had our debates and our arguments, 

when it finally came down to execution, they left us alone. 

They honored the commitment that we had exacted from 

them at the very beginning, which was to make this show 

the way we wanted to make it. 

That was very gratifying, because then, with all the Emmy 

recognition we got and the attendant publicity, people 

figured they'd better take a look at what we were doing. 

And once they did, we had them. 

!tut ne.tx\iirls  popular and critical 

acclaim didn't end  ft̀11117- %%1111 
dar d„ an d Prac tice ,. —The\ lia\ e a int, in Olii.  he 

,aid.  III] a touch oil re!-igliation  -The\ 

‘‘ hat  411:-teii:-ild‘ a ,tandard. But \\ hat 

realize. a, \iou !time along in the toroce,,  that the 

,tandaril  hate.‘er sunielmil\ ,a‘, it i, until 

illing Ito ,tiend ten inure minute, arguing it 

than the\ \\ant In ,tienil arguing it. Then the\ ,a \ 

iika\ Suildenk it-, mit a ,tandard an\ inure. It-, an 

aniurtihini. liii 

The relation,hip lieNeen  and Standard'. 

iiiol Practice, remained !storm \ 

Hill Street was a show that pushed at their bindings. We 

were at war all the time about stuff. It was simply in the 

nature of the show. It was a volatile show, and our stories 
were volatile. 
We had cops blown into domestic situations: incest, half-

naked people, stuff that maybe you don't normally see on 

the tube. We were rude and occasionally dirty, because 

that's not an antiseptic environment, you know. We just tried 

to be as gritty and realistic and as funny with all that stuff 

as we could be. We were constantly getting into hot water 

with Broadcast Standards and arguing over what was and 

wasn't acceptable. 

We won the vast majority of those arguments, and I think 

to Broadcast Standards' credit, they would tell you that we 

all won. As we began to push at the boundaries of what was 

considered acceptable they began, little by little, to per-

haps relax some of those standards. We just got better and 

better at what we were doing. And then shows like St. Else-

where benefited from that. I think in general, because of 

that warfare, we were able to expand what you could do 

in an hour of television. Quite honestly, I think the industry 

benefited from it. 

The time that I was there.. . went by like a split second. 

It was so tumultuous. Hill Street was this collection of mad-

ness and energy and lunatics and shooting stars and prob-

ably the most exciting five or six years I've ever spent in my 

life. 

Slreel 10(11.  hill in a N\a‘., hoot.  lii a 

id Neuf\ -1 to  clie‘‘ tip 

the kind oil '41)r\  material that \Milli! flIVI  l̀ \ear!. 

1111  i 1114 )re it \ entional !sham. So in the cour,e. tot 



Raymond Burr played are defense attorney Perry Mason in the long-running 
series of the same name. He won every case but one, ably assisted by the 
smooth detective work of private investigator Paul Drake, played by William 
Hopper, the son of Hollywood gossip columnist Hello Hopper. 
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five years, the amount of original storytelling you 
had to do was just staggering." 

During those Hill Street years, Bochco also had 
an enormous flop with which to contend. He pro-
duced a series about a baseball team called Bay City 
Blues. -I don't think it was about something that a 
substantial portion of the viewing public gave a hoot 

about. It was about young people deeply involved 
in an essentially frivolous situation with no life-and-
death situation on the line week after week." The 
series was canceled by NBC after four episodes. 
When Bochco moved from MTM to Twentieth 

Century-Fox in 1985, the Bay City lesson stayed 
with him. He decided to develop a series about the 

legal profession, L.A. Law, because, he said, 

it's about something. If it succeeds, you're going to be 

going to your typewriter every day for three, four, or five 

years. And if you're going to go to that typewriter, it better 

be about something you can write about. 

The law is always about something that's exciting, com-

plex and dimensional. It incorporates everything you want 

to write about thematically. You've got these driven people 

who are excellent at what they do and have egos and love 

lives. It then becomes a very rich canvas that you can then 

legitimately get involved with for a long time. 

I think you have to be able to locate, hour to hour, some-

thing that taps a deep emotional vein in the viewer—some-

thing in some way that's primal, and that's life, death, rage. 

One of the things we've managed to do in L.A. Law that 

surprises and delights me is that in a show that is over-

whelmingly verbal, we've still been able to really tap into 

stuff that is wrenchingly identifiable to a great many peo-
ple. 

L.A. Law does so with lively dialogue that rings 
true. Life in a high-powered law firm is very much 
the way Bochco and his partner. Terry Louise 
Vi,hcr, a former attorney, have portrayed it— 
maybe not as sexy, though. 

How would he compare Hill Street and L..4. Law? 
"Hill Street was really a show about people holding 
despair at arm's length. with a minimum of power 

to change the environment or to derive a whole lot 
of' personal satisfaction from simply winning day to 
day. A win on Hill Street was staving off disaster for 
another day. 

L.A. Law is populated by people who are infi-
nitely more successful. They make more money, 
they drive nicer cars, they have prettier girlfriends. 
they're possibly smarter, and they win more. I don't 
think that the characters in L..4. Lao'. as a rule, feel 



kni-motal Burr fidlowed his staress as Fern. Mason with the role of 
wheelchair-hound detective Ironsi(le..4mong the series• writers was Stecen 
&Am. later to become one of the creators ,!/- Hill Street Blues and I..A. Law. 
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powerless or overwhelmed in their environment. 
While it mav have a kind of cynicism to it. it funda-
mentalk !s probably a more positive show in the 
sense that it does hold out the possibilih of its 

characters winning.— 

His love for television is unrestrained. —Televi-
sion is exciting. because it's immediate. You don't 

have to spend a sear and a half of your life working 
on one little thing and then see it go into theaters 

for maybe ten days. and it's gone. That doesn't 
appeal to me. I like the diversity of the activities 
that I'm involved in with television. I like the con-

stant production. I like the fact that in a season of 
television von make twenty-two, twentv-three, 

twenty-four hours, and you don't have to hit a home 

run every episode. You try to, but you're in for the 
long haul. You're working on a body of work. 
You're writing and you're producing and you're 
having meetings and you're running around. And 
suddenly.. every week, another one is on the air. 
And then you're off to the next one. 
It forces you to move along. It allows you not 

to get obsessive about the work. That appeals to me 

a great deal. 

BARBARA CORDAY 

Barbara Corday is a rara avis in at least two ways: 

As the president of Columbia Pictures Television 
from 1984 until late 1987, she was the first woman 
to head a major studio's television production divi-
sion. What's more, unlike many studio executives 
who came from legal. talent agent. or financial back-
grounds, she is a product of the creative side —a 
gifted writer and producer. 
Corday and her writing partner of many years. 

Barbara Avedon, created the series Cagnev and 
Lacey. a barrier breaker in its depiction of two 
women in a dose personal and professional rela-
tionship. She grew up in New York City, a member 
of a show business family. —We got a television 
when 1 was nine years old,— she said. —There was 
a very eclectic group of shows in those days, and I 

think my family watched just about everything that 
was on. 
—There weren't very many role models for young 

girls on television in those days. I always identified 
with any children who were on television. I loved 
a show called / Remember Mama that had wonderful 



Cagney and Lacey. starring Tyne DaIv (right) as Mary Ileth Lacey and 
Stamm Gless as Chris Cagney (left) is a drama series notable not only for the 
fact that it is a police series with two .1Cmale leads, but fir the way in which it 
goes beyond the typical cop show to examine ihe family lives 4 its two main 
characters and the personal relationship between them. 
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kids in it. Because I was raised in Brooklyn in an 

apartment. anything that was on a farm or in a 
house I just immediately gravitated toward. Even if 
it was reality, it was fantasy for me!" 
She entered show business professionally as a 

publicist, first in New York and then in Los An-
geles, but she really wanted to be a writer. —I met 
Barbara Avedon. who was already a television 

writer. We became very good friends through the 
peace movement during the Vietnam War. She was 
the head of an organization called Another Mother 

for Peace, and I was one of its many volunteers. 
Barbara and I became very good friends and started 

coming up with ideas to work together. Slowly, we 
evolved into a writing team and had a nine-year 
partnership. 

—We worked on a great mix of shows, a lot of 
episodic television. We wrote things as diverse as 
episodes of Maude and Medical Center, some pilots. 
a couple of television movies. . . 
Corday explained the difference between writing 

comedy and writing drama. —Writing a dramatic 
show, at least for Barbara and me, was two people 
sitting in a room being very intense, working a 
certain number of hours a day, being almost in a 
cocoon. Writing a comedy, generally. there are 

more people involved. it's more a communal under-
taking. It can be very hysterical, an entirely differ-
ent set of problems and set of circumstances.— 

While continuing her work with Avedon. in 1979 
Corday went to ABC as director of comedy develop-
ment. She was made a vice president a year later. 
—We did about ten pilots every fall season and six 
pilots every midseason. That's somewhere around 
fifteen to eighteen pilots a year. and I was there for 
three years. That's a lot of shows.— 

She explained how a network gets involved in the 
creation of a series. 

You meet I don't know how many hundreds of writers and 

producers every year. You listen to pitches. People come in 

and they pitch you a show, and you discuss it. You may put 

a script into development, or if it's somebody very well 

known, somebody who has a lot of credits as a producer 

and writer, you might actually give them a pilot commit-

ment. There might be a star who's very well known—they 

might get a pilot commitment. 

You work on that script with the producer and the writer 

all along the way. You discuss the idea; you discuss the 

story. They turn in a first draft. You discuss. They go off and 

do a second draft—usually over a period of several 

months. 

If it's good, you actually make the pilot, on film or tape. 

You begin the casting process. The producer, the writer, the 

network executive, the director, all those people are 

brought in and you start looking at actors. 

You shoot the pilot, and then there's a period of time in 

our business called the selling season—like there is in prob-

ably a million other businesses—where all these pilots get 

turned in to the network. There's about thirty people who sit 
in a room at the network, watch the pilots and decide what 

shows they want to pick up for the following season. 

Everyone in America has an idea for a television show. I 

have almost never gotten in a taxi in my life that the cab 

driver has not had an idea for a television show. People 

don't realize that it's the execution. So when somebody 

pitches me an idea, the ideas that attract me are the ideas 

of a passionate writer and producer. If a writer I respect and 

admire feels very strongly about an idea, that attracts me 

even when sometimes I don't agree with the idea. I'm at-

tracted to his or her feelings. 

During her time at ABC. Corday was working on 
projects of her own, including a noble but failed 
experiment, a series called Ameriran llream. It was 

about a struggling young family, moving from the 
suburbs to an urban, changing neighborhood. —It 
was one of those terrible experiences, where it 
never had a chance,— Corday said. —It was never in 
the same time period more than twice in the entire 
six episodes that were on." 

And then there's Cagney and Lacer. a Corday-
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Ryan 0Weal and Barbara Parkins were two of the many stars qf Peyton 
Place, an ABC series in the sixties that (vas a prime-time-soap predecessor to 
Dallas and Dynasty. Peyton Place was also unusual lin- its time because it 
was broadcast as often as three times a week. 
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Avedon project that was many years in the making. 

"The idea for Cagan' and Lacey came in a conversa-
tion with my husband, long before we were married, 
thirteen years ago:. Corday's husband, Barney Ro-
senzweig, is executive producer of Cagner and 
Lacey. 

I had given him a number of books to read about women 

and the feminist movement. In one particular book, From 

Reverence to Rope, a history of women in the movies by 

Molly Haskell, she traces women's roles in films through the 

decades. One of the points that she made was that there 

had never really been a female buddy picture, a movie 

similar to the Paul Newman-Robert Redford movies. Barney 

said to me that we really should try to do that. 

So I went to my partner, and we came up with cops—the 
Cagney and Lacey characters. We wrote it originally as a 

feature film, and we could not get it made. Had we made 

concessions, it might have gotten made. There was one 

studio head who said that if we would get Ann-Margret and 

Raquel Welch to play the parts, he would make the movie. 

We chose not to do that. 

Then we tried to sell it as a television series, and nobody 

wanted to make it. We tried to sell it as a television movie, 

and two networks turned us down. The third [CBS], our last 

possible hope, said yes. It went on, and within two days of 

it being on the air, they called and said, "Could we make 

a television series out of it?" 

The made-for-TV movie had starred Loretta Swit 
and Tyne Daly, but Swit was tied up with 
M*A*S*H. playing Hot Lips Houlihan, and could 
not appear in the series. The first six episodes 
starred Daly and Meg Foster. —Although Meg is a 
wonderful actress, with whom I would be happy to 

work any time,— Corday said, —we felt that Meg and 
Tyne were too similar on screen. We had a serious 
problem. Both the network and the viewers were 
saying, 'We can't tell these two women apart." CBS 
offered to pick up the show again if we would re-
place Meg. We made the concession. We all agreed 

that it was the right thing to do.— Foster was re-
placed with Sharon Gless, and the show became a 
success. 

Part of its success is tied to the fact that the series 

came along at the right time. Corday thinks a series 
like Caper and Lacey probably would not have 
worked fifteen years ago. —It took a lot of conscious-
ness raising for Cagnev and Lacey to work,— she 

said. —There is a very strong eighteen- to forty-nine-
year-old audience out there that has been raised 
with the consciousness of the women's movement. 

If you're eighteen years old in this country today, 
you don't remember what life was like before the 
women's movement.— 

It's evidence of' a maturity in much of' today's 
prime-time programming. Corday believes. —What 
you're seeing now has changed quite a bit. If you 
go back and look at some of the old cop shows, there 
were certainly some very good ones, but you didn't 

get as much of their home lives, their personal lives, 
you didn't get as deeply into the characters as peo-
ple do now. People want more from their shows. 
St. Elsewhere, for instance, is not just a better hospi-
tal show than some of the old ones, because some 
of the old Ones were terrific. It's different; it goes 
deeper; it digs into people's characters more; it ex-
plores the relationships more.— 

Shows such as Cape). and La m- provide posi-
tive role models for women, a concern of Corday's, 
althinigh she is quick to say, —I think it is not 
absolutely necessary to have a Cagnev and Lacev on 
every other hour. I think that a young woman grow-
ing up can get positive feelings from a woman in a 
small role, if it is a positive role. I don't think that 
a women has to play the chairman of' the board of 
Exxon to be a positive role model. I think you can 
be a positive role model and be a mother or a 
housewife or a teacher or a school principal.'" 
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Corday expressed concern am nit the impression 
of women's roles younger women are still getting 

from the reruns of classic shows from the fifties and 
sixties. / Lore Lady. for example: —This is not a slur 
at Lucille Ball. who is a giant in our industry, but 

that show does not speak to today's young women. 
and vet five- and six- and seven- and eight-vear-olds 

all OVer the country are still watching it twice a day, 
as they are many other shows. I am more concerned 
alniut them believing that you have to connive to get 
five ihdlars (nit of v A nir husband. or that you have 

to trick him into letting vou drive the car. than I am 
concerned about the children's programming that 

they're watching. Although in their day they were 
wonderful shows. I don't think that little girls and 

little boys are going to get good role models of what 
husbands and wives should be to each other from 

those shows.'" 
As for coming from the creative rather than the 

corporate end of the business: —I think the advan-
tages far outweigh the disadvantages, the advan-
tages being that when a producer comes in to talk 
to me about a show, I know what he's talking about. 

I'm not somebody who came from a law firm or an 

agency or someplace like that. If a producer comes 
in and sits down and says to me, 'See, in Scene 
Three, the reason I need to do it this way is be-

cause  I know what he's talking about. I'm very 
sympathetic to the casting process and to actors and 
to all that sort of thing. I understand how difficult 
it is to make a show every week. It's an extremely 
hard job to make a television series. I know what 
every person on that show is doing. I know what 
their jobs are. So I think the producers and writers 
trust me and are willing to confide in me and talk 
to me about what their problems are.— 

Having once been a network executive, Corday 
realizes how difficult it is to sell the network some-
thing new. —The network programming people al-
ways want something different, but they don't want 
it too different. They want vou to be able to describe 
it in terms of something that's already been on, but 

a little different. It's very dicey. 
—It's kind of like being in the dress business. If 

I came in and tried to sell you a sack dress, you'd 

say to me. 'Wait a minute, it doesn't have a waist-
line, why would I want to wear that?' But if a few 
key people started wearing it, all of a sudden, that 
thing without a waistline doesn't look so bad. The 
television business is very similar to that. Some-

body with passion and with credits has to sell them 
something different. Then the next person has an 
easier time selling something different.— 



Few suspected that the simple. homespun charms of a series like The Waltons 
wouhl lead to a ratings success. but the CBS series lasted .for nine seasons. Poor 

but never down-and-out. the Waitrons were a Jimav struggling to make ends 

meet in rural I irginia during the Depression and it arid liar II. The cast 
included Ralph Waite and Michael Learned (standing. hi)) as the parents. 

Richard Thomas as their eldest son John Boy (standing. right). and rill Geer 

and Ellen Corby as grandparents kb and Esther If .alion. 
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As for what the next  different- might 
be. Corda\ said. -I ha\ e tso ideas on what the next 

shows are that could be successful. You mav re-
member a show called Family some years ago. I 

believe there needs to be on television the other side 
of The Cosby .Show— whatever that is. A serious. 

dramatic show that has to do with the eighties-
going-into-the-nineties family. We have not had a 
major dramatic family show on television for a long 
time. 

-The other thing that is clearly missing and pains 
me is that there are really no minorities in the 
forefront of dramatic programming. We've never 

seen an hour show about a H is pa n ic family. That 
has to come soon.-

She finds much of television repetitive. -It's not 

chancy enough. Its not bold enough. It allows small 
groups of people to dictate too much to it. It's very' 
parochial, much too narrow for the world that we 
live in today. 
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-What's right with it is that two hundred million 
people can be entertained every day and every night 

at any hour that they wish by a number of programs 
that boggle, the mind. That's quite extraordinary. 

GLENN GORDON CAPON 

The Twentieth Century-Fox movie lot is one of the 
few left in Los Angeles that really conjures up the 
glory days of Hollywood moviemaking„ Maybe 

that's because when you get past the security guard 
you're automatically on a movie set. Gene Kelly 
turned the exteriors of many of Fox's offices into a 

replica of turn-of-the-century New York for Hello 
Dolly! in 1967, and Fox made the decision to leave 
it that way —a movie lover's dream. 
Fox is also the home of Glenn Gordon Caron. the 

young creator and executive producer of the suc-
cessful and stylish series Moonlighting. 
Moonlighting, the detective series starring Cybill 

Shepherd and Bruce Willis, is about the Blue Moon 
Detective Agency. the only asset model Maddie 
Hayes (Shepherd) had left when her business man-
ager absconded with her career earnings. She runs 
the agency with wisecracking, good time private eye 
David Addison (Willis), and their loyal, if perpetu-

ally bewildered, office manager, Ms. Dipesto, played 
by Allyce Beasley. 
Moonlighting takes episodic-television traditions 

and throws them out the window. The show's scripts 
are filled with humor, sexual innuendo, and innova-
tion: a show done totally in black-and-white, for 
example: a big-budget parody of The Taming of the 

Shrew: a dream ballet sequence, choreographed by 
Stanley Donen; all punctuated by knowing asides to 
the camera. Sometimes these experiments fall Hat, 

but Moonlighting takes the chance. 

It's appropriate that Caron should have his offices 
at Fox. for he is. above all, a movie junkie. While 
he is a fan of television. it's the movies he keeps 

going back to for inspiration. As a student at the 
State University of New York at Geneseo, he 

booked movies for the college film series. -We 
would steal the sixteen-millimeter print afterward, 
take it, and run it on a—it wasn't even a moviola, 
it was just a single scope with two rewinds. We'd 
look at how the scenes were cut and then scream 
about them to each other—why this worked, why 

that didn't work. We would have knock-down, drag-
out fights about the way Straw Dogs was cut. It's 
very hard to work up that kind of head of steam 

about television.'' 
Graduating from college. Caron knocked around 

for a while in New York and Chicago, studying 
improv in Chicago with Del Close and Second City. 
Eventually, he moved to Los Angeles, never intend-
ing to go into television.  started writing because 

I couldn't afford to make a film,- Caron said. 

Somebody said to me, "Why don't you write a film? Costs 

about three bucks, and if you get a good job and they 
have a Xerox machine, it costs you even less." 

I started to do that, and at one point, my work started to 
get a little bit of attention, and an agent—he's my agent 

now—Elliot Webb, signed me. He was with ICM at the time, 

which is one of the big talent agencies in town. 
I don't know if that is standard; I know it was certainly the 

case with me. I think the way they sign you is they kind of 

look at you and go, "Movies, movies, movies . .." 

You go, "Great!" and you sign. 
Once they've got you, they go, "Television . . ." 

You go, "Huh?" 
They go, "Television, it's a wonderful place to start your 

career, bloh-blah-blah  ." 
I kind of scratched my head and said, "But I don't want 

to work in television. I don't watch television." 
They said, "Why don't you go home and watch some 

television?" So I went home, and I turned on the TV, and 



Combining high elegance with outlandish humor and double entendres. 
Moonlighting is a comedy romance that masquerades as a detective drama. The 
series brought TV stardom to Bruce Willis and revived the career of seventies 
movie star Cvbill Shepherd. Moonlighting's popularity has allowed it to 
experiment with a variety of wild format ideas—from a parody of Shakespeare's 
Taming of the Shrew to a sequence in which Shepherd and Willis appeared as 
clay animation .figures. 
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there was a show premiering called Tax/. which I lust 

thought was terrific. I picked up the phone the next day, 

and I called Elliott up, and I said, "I'd like to do Taxi " 

That's really how I started in it. Very strange. 

Taxi. which ran on ABC for four seasons and on 
NBC for a fifth, was one of those shows —such as 

The Mary Tyler Moore Show and Cheers — that found 
real comedy in human relationships, without es-

chewing the one-liners and sight gags of more tradi-
tional sitcoms. Caron compared it to the experience 

of writing lloonlighting: -We don't sit down and 
say, 'Let's write some comedy. This is going to 
sound kind of artsy-fartsy and pretentious, but what 
we try to do is sit down and say, 'What's the truth?' 
-I bristle a bit at This is a comedy, this is a 

drama.' What we try to do is get to the truth, what-
ever that is, and if the people involved are inher-

ently interesting and inherently funny, then 
certainly some humor will emerge. But we don't sit 
down in a conscious way and say, 'We're comedy, 
we're drama.''' 
Caron has worked in both, piling up an impres-

sive list of credits for a guy who's only in his early 

thirties. He was the story editor of Good Time Harry, 
a short-lived series about a sportswriter that had a 
cult following among critics and the few viewers 
who could find it buried in the NBC schedule; a 
writer and producer on the series Breaking Away 

(based on the movie of the same name); a writer and 

producer of Remington Steele: and the creator of two 
pilots produced by his own company, Picturemaker 

Productions. Both pilots, made for ABC, failed to 
become series, but the network was impressed by 
Caron's work. 

Lew Erlicht, who was running the network at that time, took 

me out to lunch. He said, "Look, what you do is weird. I'm 

okay with that, and I want to put you on television, but 

you've got to help me. You've got to write in a conventional 

genre. Something that I could schedule." 

I said, "Like what?" 

He said, "Let's do a detective show," and I just, I mean, 

my eyes rolled to the top of my head. I think I said some-

thing to the effect of, "That's what America needs, another 

detective show." 

He said, "Well, just think about it, and think about a star." 
He rattled off a bunch of star names—you know, some of 

the women who had appeared in Charlie's Angels and 
some other things. I kind of left the lunch depressed—be-

cause I've been very lucky. I've almost never done any-

thing my heart wasn't in. 

But I thought about it for a while, and I went back to him. 

I said, "Let's get together. Let's have a meeting. I have an 

idea of what I want to do." So we all got together, and it was 

a twenty-second meeting. I said, "I'll do your damn detec-
tive show"—I mean, I think that was my tone—"but what I 

want to do is a romance." 

Lew said, "Fine. Go ahead and do it." He may have said, 

"What's the premise?" And I think I might have told him 

about a model who's lost her fortune and she's left with all 

these things and one of them's a detective agency and 

there's this guy and hooda-hooda-hooda. But I mean, 

maybe forty-five seconds tops . . . 

So I went off. In fact, I remember leaving his office, walk-

ing down the hall, and suddenly the door opened, he said, 

"What's it called?" 

And I went, "Ahhhh—Moonlighfing!" I don't know where 
that came from. 

The result was a totally unexpected delight. 
lot of what Moonlighting is, is a function of my 

boredom with the form,- Caron said. -Me trying to 
stay awake. One thing that makes it different is that 
there's this sense that these people IDavid and Mad-
die, the leads] know they're on television. They 
watch television. They're bored with the form, too. 

-The audience is also obviously TV savvy." 
Caron maintains. He believes that a show like 
Moonlighting might not have been able to pull off 
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There are phonograph records that influenced Moonlight-

ing, music t was listening to at the time. There are movies 

that I've seen that seem to have nothing to do with Moon-

lighting, and yet, they are important to me, and so they'll 

creep in at some point. . . . 

One thing we did do deliberately—Bob Butler, who was 

the director of the pilot [and also director of the pilot for Hill 

Street Blues], suggested that we sit down and watch His Girl 

Friday [Howard Hawks's reworking of the newspaper com-
edy classic The Front Page with Rosalind Russell and Cary 
Grant], because I kept talking about how the dialogue has 

to go a hundred miles an hour. Bob Butler said, "Why can't 
they talk at the same time?" So we watched His Girl Friday. 

in fact, we showed it to Cybill and Bruce to get a sense of 

what the limits are, because Hawks did it better than any-

body. That's a direct influence. 

But there are other things knocking around in there. I'm a 

huge Frank Capra fan. And, by extension, a huge Joe 

Walker fan; he was the cinematographer on the Capra 

pictures. Gerry Finnerman who's our cinematographer, 
lights with hard light, which tends not to be the rule today 

in television. Takes a little longer, but I'm a big fan of turning 
off the lights and playing a scene in the dark. I'm a big 

believer that people say things at night that they wouldn't 

say during the day. They say things when it rains that they 

wouldn't say when it's sunny. A lot of that comes from watch-
ing the Capra pictures. 

Body Heat sort of got me reinterested in the whole James 

M. Cain sort of geometry on a mystery —Double Indemnity 

and all that. Particularly during the first five episodes that we 
did, early into the first season, we played with that geometry 

quite a bit. 

Carlon  orking in tele\ kion for IllitlIN reit-

!•444)1k: 

You get an idea on Monday, you write it down on Tuesday, 

you shoot it on a Wednesday, and it's on television the 
following week. Bruce Willis always kids—he calls it Film 

College. I get a texture in my head, or a color, or someone 

else will —an idea —and we have the means with which to 

try it, to reach for something. And some of these things are 

nuts. 

They defy any kind of rational... you know, I had this idea 

in my head, storytelling with dance, which hadn't been 

done in a long time. I said, "Wouldn't it be wonderful to just 

do a seven-, eight-minute thing?" So you call Stanley 

Donen, thinking he'll hang up on you, because he's the 

master, and he says yes! How often does that happen? 
I remember two years ago, when we had the idea of 

doing the black-and-white show. I was certain that I'd go to 

ABC, say I want to do this show in black-and-white, and the 

roof would fall in. They weren't concerned. 

That's why I work in television, because the palette is 
certainly as broad as film, and the freedom is there for me, 

and (knock wood) the audience, for the moment, is there. 

That's the other thing—it's the biggest house in the world. 

You're playing the biggest theater there is, and when you 

do it well, they sure tell you. When you don't, they tell you, 

too. The feedback's pretty immediate. It isn't like a motion 

picture, where you make it, and for six months everybody 
sort of sits and ruminates about it, and then you put it in 
theaters. It's a different experience. That's why I work in 

television. 

The mu\ it' addict in Caron k 411k)e e41 \sill] the 

look of 1/0(m/4,/rtini.r. Itilt' Of the :,erie!,- tti(»-t (Iktin-
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back to tlio,e Capra picture:, iii 1%111141  liarliara 
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The thinking in television, which makes no damn sense to 

me, is that a half hour of television costs X, and an hour of 

television costs Y, no matter what that television is. It strikes 

me as an insane hypothesis. The parallel is, you're hungry, 

whether you go to McDonald's or whether you go to "21," 

it should cost the same; they both fill your stomach. It's 

nonsense. 
I once sat down and figured it out. I believe we are the 

cheapest show per ratings point, certainly on ABC, and 

when you really get down to it, that's what ABC is selling. 

There are other shows that are in the same ballpark as us. 

ABC is getting their money's worth. If they're not, they have 

the wherewithal to do something about it. I don't apologize 

for what the show costs at all. 

If you want quality, I think you have to expect to pay for 

it, and I think the viewers have said in a very clear way that 

they want quality. Not an unreasonable thing to ask, be-

cause you have to remember that when the viewer sits 

down and turns the channel selector, he doesn't differenti-

ate between ABC, NBC, CBS, and HBO. Which means that 
my show that costs a million something, or Michael Mann's 

or Steven Bochco's, is more than likely competing against 

a movie made by George Lucas that cost thirty-something 

million. It's still free to the consumer. Sure, he writes a check 

at the end of the month to HBO, but when he sits down 

and makes the choice, nobody's asking him for his 

money.... 

So from where I sit, a show like Moonlighting is cost effec-

tive. Everybody's making a profit. The question is how big a 

profit. The thinking that needs to change isn't here. I'm not 

sure it's in Hollywood. I think it's in New York, on Wall Street. 

\mother facet of 1/oon/if..,/fiing that ha, wade the 

iiiii' liat contrii‘er,ial  out-and-out. bla-
tant ,e‘iiie,,. let. Caron claini, not to liaNe had the 

problem, \%itli in•t%%iirk censor, mentioned li other 

producer, and \%riter,. \\ e liaNe a terrific relation-

he claimed. 

Beginning with the pilot, we've had an agreement with 

them that if there's something they're uneasy with or un-

comfortable with. I film it and show it to them on film, with 

the understanding that if they continue to have a problem 

with it, we can offer them some remedy. They very rarely ask 

us to do that. 
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My argument to them has always been, see it in context. 

On a page, you can't take into account all those other 

elements that are what a film is. They've always been kind 

of great about that. 

I think the one thing that upsets them a little bit is that, 

unfortunately, they get to see it incredibly late, because 

we've fallen into a pattern of delivering our shows very late. 

It's their air, you know? It's their movie theater. Ultimately, 

I'm not responsible. I mean, I'm responsible for the quality 

and the content of Moonlighting. I'm responsible to the 

viewers. But they [the network] are responsible at some 

point to the government and all that kind of thing, so it's very 

hard to begrudge them that voice. 

are \% riter, like (•.aron  Wing to take on :so 

man\ responsibilities as. a producer? - Producing in 

tele\ '-ion is a natural initgro%\th of%%inning to con-

trol the ‘tork.- he said. -since the ii leas tend til 

hegi ii in  the  ‘11-iter -,.. mind awl also lit•catise the 
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titan ‘‘lio's doing- the r% riting in charge of the \\ hole 

darn thing: 

Tele  sion has \\ion ioer the film strident: 

It strikes up this kinship, you know? I see it on our show: the 

relationship that the audience has with the show. It 

becomes personal in a way that no other medium can 

because of its immediacy—that's what television does 

best. 

I don't think in history any part of the entertainment busi-

ness has taken on the challenge that TV does, which is to 

c7eate sixty-six new hours of entertainment a week. Holly-

wood in its heyday didn't do that. Measured against that 

yardstick, we're doing okay. 

What's wrong with TV? We're asked to make it too fast. 

We're asked to make it too inexpensively. There's a tremen-

dous temptation to homogenize everything —an overabun-

dance of concern about offending. I think part of the 

dramatic experience has to do with unsettling you a little. 

I mean, even as children —Lassie Come Home—if you were 

alive and the picture worked for you, you cried at the end. 

That was what it was about. 

Steve Bochco says—I'm going to misquote him, but the 

thrust of what he said was that all art begins with a point of 

view. And the temptation in television is to deny point of 

view. We want to be fair to everybody. No good drama, no 

good art comes out of that. 
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Posing tvith the cast members who played their household staff David Langton 
am! Rachel Gurney starred as Lord and Lady Bellamy on Upstairs, 
Do% nstairs. the series that traced the story of a wealthy British family and its 
domestics frOM the turn of the century to the eve of ii arid War II. 
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Iii' docudrama and the miniseries are 
bsets of television drama. Some of 

them are based sm the latest trashy 
nsivel. sensational murder. or sex scan-
dal; others trade in what Larry. Gelbart 
called —the disease of the week,— the 
triumph of an individual over illness. 

poverty, illiteracy, war. separation. divorce. preju-
dice. drug abuse. child abuse, wife abuse, husband 
abuse. or the simple inability to get a date. 

But they have also provided American audiences 
tilt some of the finest in quality drama. A miniser-
ics such as Roots or holocaust. while made to ap-
peal as popular melodrama, also serves to awaken 
viewers to history. and the legacy of pain and suffer-
ing that has been experienced by many of those 
around us. Sometimes they can do so far more pow-
erfully than a straightforward documentary. Such 
as the case when Holocaust finally was broadcast 
in Germany. —Thousands and thousands of people 
phoned to make personal confessions: 'It's true. I 
have seen it:  German television producer Peter 
Marthesheimer said. —I had seen a lot of programs 
011 G e ntian TV which had been made with more 

accuracy. %s it!' more brains, - with more delicacy. I 
had been moved in my head, in in brain. But this 
%v as the first time I had been moved in my stomach. 

The impact was because it was a Hollywood 
drama.— It was effective because it placed the events 
of the Ibiloratist against the fictional lives of two 
German families. one Jewish. one Nazi, and told it 
as an emotional story about people. 

Defining a miniseries is simple: It's a TV series 
of a limited run —that is. it will only last a finite 
number of episodes —eight in the case of Roots, for 
example, or only four in the case of Holocaust. 
Docudrama is somewhat harder to define. It is 

usual l% based on an actual event: i.e.. The Execution 
•  

of Private Slovik. which told the story of the only 
American soldier executed for desertion during 

World War II; Blood Mid, an account of the 
fighting between then—Attorney General Robert 

Kennedy and Teamsters boss Jimmy Hiiffa; or Tail 
Gunner Joe. the story of Senator Joseph McCarthy. 
Docudrama can place fictional characters against 
the backdrop of real events: for example, the afore-
mentioned Roots and holocaust, or The Winds of 
'far and Irar and Remembrance. both based on 
Herman Wouk's World War II novels. Some would 
also define as docudramas those made-for-television 
movies that take on an issue and examine it through 

fictional characters: for example, Something About 
Amelia. which treated the delicate subject of incest; 

An Early Frost showed a family coming to terms 
with the son's AIDS; The Day After posited what 
life would be like in a small Kansas town following 
a nuclear war. Finally, the rarest form is the docu-

drama that uses documentary techniques to tell a 
fictional story: for example, ,S'pecial Bulletin, which 
used the format of a network newscast to tell the 
story of an incident of nuclear blackmail, as did a 
made-for-cable movie, Countdown to Looking-Glass. 
which led the audience through the events leading 
to the possible outbreak of World War III. 

The central issue that raged and burned around 

the early docudrama was the simple notion of what 
constitutes truth: Is it right and fair to ascribe words 
and actions to a real character who may or may not 
have said and done what the scriptwriter has placed 
in his or her screenplay? Is this not deceitful to the 
viewer, leading to a misunderstanding of truth? 
This dispute, however has become rather a tem-

pest in a teapot. —Most of' the research now being 
done on how television audiences perceive televi-
sion would suggest that people are not stupid about 
this,— television critic Christopher Dunklek. said. 
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—It's the old suspension of disbelief that you have 
in the theater. Do I reall% think this was happening 
to the real Richard III? Not reallY: I don't. I think 

that  probably all that  happening with television 
audiences.— People know the difference between a 
drama and the news. Tho days when Orson Welles 

could terrify hundreds of thousands with his If firof 

Me If Odds radio broadcast would seem to be firmly 
behind us. 

Miniseries and (locudramas can trace their ances-
try back to the Golden .Age of television drama in 
the United States and the traditions of dramatic 



Television adaptations of famous Broadway plays were once common. Over the 
years. many of them have been revived over and over again. Two TI.,'ersions 
Elmer Harris's Johnny Belinda: a 1958 Hallmark Hall of Value with Julie 
Harris and Victor Jon. on NBC and a /968 .4/IC production. starring Barn-
Sullimn. Ruth If huie, and ilia Farrow. 
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television in Great Britain. Live dramas based on 
actual events were a comm(n occurrence during the 
early days of TV drama in this country. Director 

George Roy Hill oversaw a live production re-creat-
ing the sinking of the Titanic. and Jack Lemmon 
once played John Wilkes Booth. Many of the 
Golden Age alumni are still Working in television 

today, creating docudramas and miniseries and ad-
dressing the same ideas they confronted (luring the 
days of live TV. 
And long before docudramas and miniseries 

were popular in this country, they were standard 
operating procedure in Great Britain. Historical 
dramas were frequent, and most series in Britain 
produce far fewer episodes per year than series in 

the United States, so the idea of a limited series is 
not unusual. (This applies to comedy as well as 
drama. For example, only forty-five episodes of 

Montv Python's living Circus exist. They were 
produced a handful at a time over the course of 
several years. Some of the ones you're seeing 
today were created twenty years ago.) This allows 
the producers and writers to achieve greatly en-
hanced creativity and quality: You're not wed to a 
production mill grinding out show after show week 
after week; you have time to think. This has led to 
such wonders as Brideshead Revisited. The Jewel in 
the Crown, and the extraordinary work of Dennis 

Potter, probably Britain's finest television play-
wright. His two miniseries. Pennies from Heaven 



Derek Jacobi starred as the emperor Claudius in a masterful television 
adaptation of Robert Graves 's I, Claudius, a fascinating story of intrigue in 

ancient Rome. The British series was first seen in America on public television's 
Masterpiece Theatre. 
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.4nother downstairs crisis: Jean Marsh (center) played Rose. a senior member of the 

household staff on Upstairs. Downstairs. She was also one of the creators of the series. 
which costarred Gordon Jackson (left) as head huller Mr. Hudson and Angela BurbleIcy 

as the rook. Mrs. Bridges. 

Bob Hoskins and thervl Kennedy starred in l'ennies from Heaven, a .fascinating miniseries 
from Great Britain that had its characters mime to musical recordings of the twenties and 
thirties to express their innermost .1-earnings. The series was made into a motion picture in 
America. starring Steve Martin and Bernadette Peters. 
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(1978). NN h I A told the story of a man's extraordi-
nary sexual torment, and The Singing Detective 
(1986), about a mystery writer crippled by disease 

and tortured by hallucinations, use popular songs 
of years past to express the characters* innermost 
thoughts in truly astounding and troubling was 
It is believed that it was not until such British 

miniseries as The Forsyte Saga. The First Churehills. 
Elizabeth R. and Upstairs. Downstairs were success-
ful on public television that producers and network 
executives decided that they were a viable form for 
commercial television. The ratings success of The 

Blue Knight and QB  led to Rich Man. Poor Man 
and a slew of others—Washington: Behind Closed 
Doors. Tlw Thorn Birds. L'leanor and Franklin. 

Kennedy. King. Chiefs, Centennial. nu, Atlanta 
Child Murders, and on and on. 
The enormous costs of some of the more elabo-

rate miniseries, especially costly flops such as 
ABC's Amerika in 1987. have threatened the 
genre's survival. But both the miniseries and the 
docudrama are types of programs that the audience 
has demonstrated it enjoys. Their budgets may be 
cut back, but they will, in all probability, survive. 

J. P. MILLER 

After the Golden Age ended, writer J. P. Miller, 
author of The Days of If ine and Roses, continued to 



Dame Peggy 1shcroli and Tim Pigott-Smith. whose diameter. the bigoted 
Lieutenant Merrick. played a pivotal role in the miniseries. The Jewel in the 
Cro%n. Based on Paul Scott 'S fimr novels. The Raj Quartet. the series was a 
popular success on British and .4merican television. 
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work in television. 1-lis efforts have included the 
FlintuN award-winning The People Next floor and 
two made-for-TV miniseries that would fall into the 
genre known as docudrama —The Lindbergh A Id-
napping Case and Helter-Skelter. the story of 
Charles Mansim and the Tate-Lallianca murders. 
miller hales  the „„rd doci ar„„1„. -. \1a  I he 

permitted to make a short speech?- he asked. 
laughing. -There is no sushi thing thin as a docudrama. 
It's like a humpless camel or a unicorn —they don't 
exist. It's either a documentary and it's true, or it's 
a drama and it's not true. When you say a docu-
drama. you're saying that it's a documentan that's 
been dramatized. That's just drama! What the call 
a docudrama is just part of telex ision's sickness. 

. . . I don't care how true the scene is. the minute 

you have an actor saving those lines that Charlie 
!Manson said, its no longer documentary. its 
drama. because its a different vermin. different in-
flection. I wrote the words. Charlie 'Manson didn't 
realiy. say them. I wrote what he said. I said he said 
that, and this actor is doing it. So the w hole thing 

is a wil'e out. 
-A hat you have to do in docudrama' is give the 

impression that its real. but y-ou haw to do that 
with all dramas. don't you?'' 
Miller continues to deyelop projects for TV and 

the movies and has written three movels. but he's 
good-humoredly skeptical about the future of net-
work television. 



Charles Dance surtYys human horror and desolation in the wake of Indian independence at 

the ,•nd of the British series. The jewel in the Crown, a drama that depicted the final 
years of colonial rule in India. 

Steve Railsback was the maniwyd Charles Manson in the CAS miniseries lielter-tikelter. 
the story of the Tate-Lallianca murders in 1969. The two-part docudrama was written by 
J. I'. Miller and based on the book of the same name by Vincent Bugliosi. who tms the 
prosecuting attorney in the trial of Manson and his cult fidlowers. 
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4Iex Haley's Roots hit television with a dramatic intensity that made it the 
highest rated series in D. history. Twelve hours of storytelling seen on eight 
consecutive nights. Roots traced the history of a black family from slavery 
through emancipation. Lclar Burton starred as the young Kula(' Kink. 
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I'm not too optimistic about it. I think they're all competing 
with each other to put out as many penny-dreadful pro-

grams as they can. It's whatever brings in the viewers, and 

it's all numbers. I swear I think if they could get the Chicago 

slaughterhouse on TV and people watched, they'd do it. 

There's really no morality involved in it. 

I think it has to get better. It's absolute rock bottom. It's just 
cheap shots. It's current events dramatized, and usually 

badly. . . . I don't watch television drama. I can't stand it. 

The hope, maybe, of television drama, strangely enough 

may be in the miniseries. That's the thing movies can't do— 

you're not going to go see a six-hour movie. They make 

people come back if they're well done, three, four nights in 

a row. You have time to develop characters, you have time 

to do various things that you can't do in a two-hour TV 

movie. You can do a whole miniseries without a car chase. 

Maybe we're edging back toward quality drama. 

DAVID WOLPER 

Many of the people who were early participants in 
the production of television are more successful 
than ever. One of them is David Wolper. Wolper 
came into television entertainment from a different 
direction. He was an independent producer of docu-

mentaries. but, he said, —I found it very difficult to 
get my documentaries onto the three networks. 
Every time I got one on, I had to fight to get it on, 
because the network news departments make their 
own documentaries. It's much easier to sell drama 
to the networks, so my decision to change was based 
on questions of money and energy both. I could 
make more money with drama, and I didn't have to 
expend so much energy getting it on the air.' 
Wolper produced the television adaptation of 

Alex Haley's best seller, Roots, in 1977. Since then, 
there have been other miniseries for Wolper such 
as Roots: The Next Generations, The Thorn Birds. and 
North and South. a massive Civil War potboiler. 
Wolper found himself in yet another career in 

recent years. On top of his other activities, he has 
produced such extravaganzas as the opening and 
closing ceremonies of the 1984 Summer Olympics 
in Los Angeles and New York's 1986 Liberty 
Weekend, celebrating the centennial of the Statue 
of Liberty. 

—I have my own theory on what kinds of projects 
would make good miniseries,— he said. 

A good miniseries must fulfill categories: One, the book it's 

based on has to be a big best seller—not just a best seller 

that's sleazy but a distinguished best seller—the subject 

matter can be kind of edgy, but the book itself has to be 

considered a distinguished book. Two, the story has to be 

about a great sociological event—the Holocaust, slavery. 



I'layscril.,,h I .Irth hr Miler tuttle !he screen pl al of Ha% iii  r Time. a (.11.s. 
!decision 1110Cle /hell 10111 the shi n  uf  t 'curl  .rench Jew tchu 

surciced  usch oil: ing III the concent ration comp ..% orchestra. I a nessa 

1?edgrace 'dal eel renelon (left). Vans!! Iferenson ((enter) and .Inna A 1 liger 
Lecine plat etl other orchest  mew het s. 
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And three, it has to be about a great historical event or 

have a historical figure as the center point of the film. I 

always say a good story does not a miniseries make, the 

story's not enough. . . . You have to hold people for three 

or four or five or six consecutive nights. They've got to make 

up their minds before they come and then say, "Okay, 
we're gonna spend this week at home. It's subject matter 

I want to see, and I want to give that much time of my life 

to watching it." There has to be a reason to watch it. 

Roots filled all the criteria. It concerned a great sociologi-

cal event—slavery in the United States—it was based on a 

gigantic, best-selling book, and it told part of American 

history. . . That's why I felt that it had a good opportunity 

to be successful.... I believed in what it was talking about, 

but I make films for a living, so I felt the subject matter would 

make me money, and I made it for that reason. . . . 

I like to reach big audiences because I feel American 

television is designed for that. I don't just want to entertain, 

and I don't just want to inform, I want to do both together, 

and doing both together is one way to get a very large 

audience.... When Roots came out one of the critics called 

it "middlebrow Mandingo." I wasn't happy with that, but he 

was right for the wrong reasons. It is middlebrow; it isn't 

highbrow and it isn't lowbrow. American television is mid-

dlebrow, and I wanted to produce something that was im-

portant in a middlebrow way so a large audience could 

appreciate it, understand it, and get something out of it. 

People actually turned off basketball games in bars 

around the United States and put on Roots, because they 

wanted to learn, and they wanted to learn on their own 

terms. They wanted a terrific drama, excitement, stars, and, 

under those conditions, they were more than happy to 

learn. 

1?oois represented t‘%el% e hours of tele% ision. 

broadcast over eight nights. "Tight successive 

nights %%as a great idea.— he said. 

It was one of the things that made Roots the big success 

that it was, because people would get up in the morning, 

go to work, and talk about what they saw last night, and if 

you didn't watch Roots you were out of the conversation. 

I have a feeling however that that was not the reason it 

was played on eight consecutive nights. There's big com-

petition among the three networks for ratings, and they rate 

on a week-by-week basis. . . . I thought ABC was a little 

nervous about it, so they put on all the shows in one week. 

If it was a disaster, they'd get rid of it all in one week, and 

they'd lose that week—"Okay, we got rid of that. Now let's 

get on to the next week." If they had put it on every week 

and it was a disaster, once a week, it would have hurt them. 

Some people there [at ABC] were a little nervous about 

Roots. 

It was a daring concept for American television. I mean, 

you're living in a country of ten percent blacks and ninety 

percent whites, and you're doing a whole story where the 

whites are the villains and the blacks are the heroes. . . 

We knew Roots was going to be a challenge to the 

American people. They were going to have to take a lot of 

blows watching it—they're going to be guilty, they're going 

to see that the white man is a man who enslaved the black, 

and it was going to be a very tough experience for the 

American audience. I tried to use black actors who were 

familiar to the American television audience, blacks who 

were stars of other television shows, so that it would be 

somebody they would be familiar with. So when a black 

actor came on, oh, they had seen him in another television 

show—they knew who he was, that he was an actor—they 

didn't feel the total threat that you could possibly get from 

it. 

More people saw Roots in that one week than have seen 

Shakespeare in all the performances on stage since he 

wrote all the plays.... There was a little town in New Hamp-

shire that kept a record. The man in charge of the water 

supply always knows when there's a good show on be-

cause, at a certain time, when a commercial comes in a 

television show, the water pressure goes up and everybody 

is using the john. He said, "I knew Roots was a hit when it 

came to the second commercial. It was the biggest surge 

of water in the history of the town." 

Las Vegas has all these shows that go on at eight o'clock 

at night. They had to cancel, move the shows earlier or later 

so people could go back and watch. . . . Congress was 

meeting, and they had to get out early so everyone could 

get home to see Roots. Movie theaters knew that some-

thing was going on because nobody was in the movie 

theaters. . . . It just caught on and spread. . . . I think what 

people were moved by was that it was a story about peo-



pie, a family story about people. . . . They happen to be 

black, but you went right along with them because you 

related to all the family.... That's what got everybody, and 

once they got caught in those characters they wouldn't let 

go. Night after night, they wanted to know what happened 

to the characters. They couldn't step away from it and say, 

"Okay, I saw enough." Each n ght we left them with the idea 

that they wanted to see what happened to those charac-

ters.. .. 

ABC News took a poll immediately after Roofs, and it 

showed that people were more sympathetic to the plight of 

blacks because they had seen the roots of where all the 

problems came from. 

til‘‘a\  maintained that the public 

1.110%‘, the\ are nut  it Ii the al)!-(oltite, pi)int-
1,\  lint truth ‘‘ lien v,atclaing a di wildrania. 

drama  been criticize.I a 101 fur nut gi\ ing an 

accurate  picture  id a maii)r  e‘ent.-
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I think the people who have been criticizing have been 

taking the wrong tack and seeing docudrama as some-

thirg it isn't.... When I do a docudrama, I always say that 

there's nothing that's recorded —except in a courtroom or 

in Richard Nixon's office.... Outside of that, when famous 

people talk they don't have a tape machine on, so we're 

going to have to create dialogue in all docudrama or not 

do docudrama at all... . 

What we do is we create dialogue to give you a sense 

of what went on at that time.... When I do a docudrama, 

you will probably see it once in your lifetime, maybe twice, 

so it is not a reference book.... If you want to find about 

Truman and MacArthur, there are fifty books about the 

firing —you'd go there for the information. I do not know 

what Harry Truman said to MacArthur when he got off the 

plane and they shook hands. We have to write that. 

Don't go to a docudrama looking for a research paper. 

Go to a docudrama to enjoy the experience of having 

been there, seeing the people act out the event, and get 

an overall feeling of the ambience of the event, not the 

detail of every little item in the event. 



Because they have more airtime in which to develop a story. miniseries can (IP,- viewers 
more detailed plots and examine characters and events in greater &TM. In trine aml a half 

hours. broadcast over four evenings. NBC's Holocaust told the story of a Jewish .fitntily 

struggling to survive the horrors of Nazi Germany. Below. Rosemary Harris. Frit:. II -eater. 
James Woods. and Meryl Streep. and at right.  Weaver. Rosemary Harris. Kate 
Jaenicke. and George Rose. 
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HERBERT BRODKIN 

Overcoming his disdain for much of what he sees 
on commercial television, Herbert Brodkin remains 
active in the TV business, creating quality programs 
despite what he regards as near-impossible odds. 

One of his accomplishments was the NBC mini-

series  Holocaust,  the  nine-and-one-half-hour 
fictional account of the Nazi terror that went on to 

win eight Emmy awards. Brodkin tossed aside criti-

cism of the work as a trivialization of the darkest 
episode of the twentieth century. —The subject was 
so powerful and so real that Holocaust achieved a 
place of its own, created an atmosphere of its own. 
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Playing an American nasal officer in the .years leading up to World It'ar 

Robert Mitchum starred in ihe massice telet'ision adaptation if Herman If .otsk 
novel The  i 114 k  W a r. Among- the huge supporting cast were nacid Dukes 

0 0. who played an American /reign service officer. 
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so that it ‘vasn't treated the way an average televi-
sion film would be treated. On the other hand, I had 

a high-placed executive at ABC say to me. before we 
went on the air, 'Thank God we don't have lob-

Rut Holocaust had the highest rating of a 
dramatic show that NBC had ever had.'' 
Brodkin has become a seasoned practitiimer of 

the docudrama. In addition to Holocaust, he has 
been responsible for The :Missiles of October. a 

dramatization of the events surrounding the 1962 
Cuban missile crisis; Skokie. based on the story of 
what happened when members of the American 
Nazi party an  plans to march in Skokie. 
Illinois, a city with a large Jewish population of 
Holocaust survivors; and dramatizations for Home 

Box Office of the lives of people who would not be 
considered  appropriate —or  profitable —subject 
matter for the commercial networks: a Soviet dissi-
dent (Sakhuroc), a distinguished television corre-
spiffident (1/tirro0. and a black crusader fighting 

South African apartheid (Mandela). 
He recognizes the difficulties in dramatizing 

something that actually happened. —There are lots 
of pr (Hems —is it authentic. is it honest, have you 
changed it? ... What we try to do is make a play, 
a dramatic play, which is true to the essential center 
of the event. Within scenes, of course, dialogue has 
to be made up, has to be created. A comparison is 
what Shakespeare did —he took real events, real 
kings and created works of art. I don't say that we 

are as good as Shakespeare. but we're in there 
pitching all the time. 

has been pleased with his experience 

working for a pay cable company such as HBO. 

It may be that the networks are busily creating their own 

demise. I don't know. If that is so, it will be long after I'm 

gone, but if the public is beginning to turn away, they are 

turning away to shows that are done on HBO and Showtime 
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Martin Sheen has appeared in more madelOrdelevision movies and docudramas 

dinn any oilier ador—from The Exerotion Id Private Slovik  his role as 

John F. Kennedy in die miniseries Ken ii  . Moir Brown co-starred as 

Jacqueline Aennedy. 
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and that kind of thing, which are now possible and being 

done at higher budgets. The networks are losing audience, 

no question about it. Whether or not they will lose enough 

to affect their supremacy remains to be seen. It is also 

possible that companies like HBO may succumb to the 

same frailties that the networks have succumbed to. I hope 

not, but there are signs of it. .. . Even HBO has to deliver a 

rating. 

I have always felt that television drama has really two 

important facets: One was to entertain and the other was 

to teach. And if you combine them into a drama, that to me 

is the true function of television. It seldom happens now. 

They re mostly looking for entertainment, and entertain-

ment on any terms—no matter how reprehensible, how 

coarse, how immoral, how dishonest. Television in this coun-

try has missed its chance to correct a great many things 

that are wrong with this world. The true function of television 

is to communicate —to teach as well as to entertain. 



II 
Ii 
• 
 
 
I•111111

111 
N
I,
 iii 
 

111111111111
1
 plii 

mai
m
*
 

imitimitii 
i!!!! 

• 

il
I  111111111 1.1 immilimill 
mil 
 , 
iii 

1111111111111 

11111111111111 
m
mu
mull 

simi
mmii 

III!! 
11111111

 

Ili
!! 

Hi
m
 

I
 
 oi 

II
 
imummi

 II 
1!  Hi 
 p 
ll)
 iii 
 II 

H1111111 

111111111 

11111111
 
""'""

 1111 1111 
1111 

11111111
 
111111111

 
1111
 
11111 

ii 
11 
i. II1H1 

!!  Hit!
 
Iii 
 

ii
..
ioiiiii
 
iiiptili
m
  

mum 
II 
jinn
 
%limn 

11111111111111111 III 

11111 11111 

Mpg
 
!!!!!! 

MI1111111111111 
ii111111111

 
11111 

I...MI1111111
 11111
 
1111111111111

 
. MI
11111111111111111

 II immunii 
immin111100!!! •

 
 

iiii 
iiiiiitiiiimni 

111111Iji
 
ij111111111 

 
 
II
 
ill'

 
 

um..
 
-.Immo 

11111 



The Goodson-Todman production company produced game show success after 

success. Among them was Beat the Clock, hosted by Bud (.ollyer (right), on 

which contestants had to perform wacky stunts within a set period of time. For 
a brief time, one of the show's employees, hired to try out the stunts before  they 
were attempted on the air. was James Dean. 
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rime time. That's the period between 
the hours of eight and eleven at night, 
six nights a week, the peak TV viewing 
time in the country.* The commercial 
networks' air is filled with situation 
comedy and episodic drama. But in the 
hours before and after, what program-

mers call the "fringe" time periods, much of the 
programming is different. Sure, there's a glut of 
syndicated network reruns, but there are also news 
shows, soap operas, and two program genres that 
remain particularly hardy, as they have since the 
beginning of television—talk shows and game 
shows. 
With the exception of running the test pattern at 

all hours of the day and night, talk shows are just 
about the cheapest kind of programming on televi-
sion. All you need is an affable or thought-provok-
ing host, some guests, chairs and/or a couch (desk 
optional). 
There are still many local talk shows on stations 

all over the country where guests make the tour 
plugging their new book, diet, record, or political 
philosophy. Early on, the networks realized that 
talk shows could be an effective and inexpensive 
tool to lure an insomniac audience away from the 
old movies of The Late Show. But at first, even the 
hosts of these shows were a little dubious. When 
Steve Allen debuted as the host of NBC's Tonight 
Show on September 27, 1954, he told his audience, 
"We especially selected this theater because it 
sleeps, I think, about eight hundred people ... This 
is kind of a mild little show. It's not a spectacular— 
monotony is more the idea." He made a prophecy, 

*On Sundays, prime time starts an hour earlier, at seven 
o'clock, hut that first hour can only be used for news programs 
(a la GO Minutes) or family shows (Punky Brewster. Our House. 
The Disney Sunday Movie. etc.). 
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Big band leader Kay Kyser (left) brought his Koliege of Musical Knowledge to 
NBC in 1949. Contestants were asked to name songs played by the band or 
sung by the group The Honeydreamers (right). 
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too: "I want to give you the bad news first," Allen 
said. "This program is going to go on forever." 

Allen had no idea how right he would be. After 
he left Toniplit m 1957, to devote more of his 
energies to his prime-time variety show, he was 
succeeded by the voluble and unpredictable Jack 

Paar, who stayed with the show (despite some fa-
mous feuds and emotional outbursts that once in-

cluded walking off the set while the show was on the 

air) until 1962. Then came Johnny Carson, and the 
Tonight show is still going strong. 

When Carson leaves Tonight, he will in all proba-
bility be replaced by the host of another talk show 
that is also produced by Carson's production com-
pany: David Letterman. "He's changing what peo-
ple have been accustomed to seeing," Carson 



Emcee Hal March ordered contestants into the ''isolation booth — so that they 
could not hear answers from the audience—but also for added dramatic 
tfert—on the popular game show. The 1664.000 Question. 
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Productions executive vice president David Tebet 

said of Letterman. -He's come up with a brand new 

kind of humor.- Who else is hosting a show that 
includes a regular -Stupid Pet Tricks- segment, 

elevator races in the RCA building, and a program 
during which the picture rotated a full 360 degrees? 
To succeed Carson, -He's going to have to broaden 

his audience a little bit,- Tebet said. 
Only Mery Griffin has come close to approaching 

Carson's longevity as a talk show host, with chat 
programs that aired on NBC, CBS, and in syndica-
tion, but over the years there have been others 

whose talk shows have enjoyed several years of 
success —Mike Douglas, Joey Bishop, Iry Kupcinet, 
David Frost and Dick Cavett, whose reputation for 
both wit and erudition found him a place on PBS 
after his talk show was canceled by ABC. 
There have been notable disasters as well. Wit-

ness such syndicated late night shows as Thicke of 
the Night or The Late Show Starring Joan Rivers, 
gone in a smoky haze of poor ratings and old press 
releases announcing how they would knock Johnny 

Carson from number one. 
With the exception of Carson, the only national 

talk shows that have had any great recent success are 
those that eschew the old couch-and-desk format for 
an arena setting in which the host wanders from 
guests to studio audience, getting everyone involved 
in the topic under discussion, whether it be nuclear 
arms control or—more likely —whether women 
should be allowed to expose their breasts in public. 
Phil Donahue and Oprah Winfrey can seize on the 
most arcane of issues and churn them into boiling 
controversy. "What they have to resort to in subject 
matter is sometimes a pain in the neck,- Mery Griffin 
said. -You know, the sex lives of Lithuanian doctors 
and dentists is not all that interesting." 
What really concerns a talk show pro like Griffin 

is what he perceives as a constant lowering of the 
American audience's attention span. -In the begin-
ning of talk shows, you could go twelve, fourteen 

minutes with an interview. Now, if you don't get it 
done in four minutes, with all those little remote 
controls the audience has now, they can just shut 

you up.-

One type of show that still manages to rivet a 
home audience's attention is the game show. They 

are as popular now during the daytime and early 
evening television hours as they once were in prime 
time. "Game shows go back to the early days of 

radio," game show host and producer Wink Martin-
dale noted. "There were game shows like Stop the 
Music and Break the Bank. Game shows were a 
staple in radio. So when television came along, it 
just automatically happened that this genre was 
easily moved over to television. It just had to hap-

pen." Another key consideration is that game shows 



Suitably attired in cap and gown, Joe Kelly (seated right) asked the questions 
on one of TV's first game shows. Quiz Kids. Produced at NBC station TVNBQ 
(now IVMAQ) in Chicago, the program featured child prodigies who were 
experts on all manner of subjects. Viewers who succeeded in stumping them were 
awarded cash prizes. 
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are produced a lot more simply than situation 
comedies or movies for television these days," Mar-
tindale added. "They are more cheaply produced 
and people enjoy them." 
Game shows captured the audience's imagination 

with increasingly large cash prizes and contestants 
with fascinating stories or phenomenal memories 
for esoteric information. In the fifties and early 
sixties, game shows were consistently on each sea-
son's list of top 20 programs: Goodson-Todman's 
I've Got a Secret, on which people would try to 
stump the celebrity panel with such true confes-

sions as "I saw President Lincoln assassinated"; 
The Price Is Right, on which contestants try to guess 
the correct retail price of power boats and living 
room sets (many American game shows have been 
successfully duplicated in other countries, but The 
Price Is Right was a disaster in Brazil; with inflation 
hovering around two hundred percent, Brazilian 
contestants could never guess the correct price): The 
$64,000 Question, on which Dr. Joyce Brothers 
appeared as an expert on boxing, and actress Bar-
bara Feldon, years before Get Smart, was an author-
ity on Shakespeare. 



Kids turned the tables on the adults and asked the questions on Youth Wants 

to Know, broadcast from If  front 1951 until in  If  

leaders and decision makers, such as Yugoslavian .4mbassador to the Vnited 

States fladimir Popovic. seen here. provided the answers. 
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The American fascination with game shows is 
still with us. They combine surprise, a spirit of 
competition —both at home and in the studio— 
prize money and a somewhat unhealthy desire to 
see other people make spectacles of themselves. 
The screaming, ecstatic winners of Wheel of Fortune, 
the becostumed players on Let's Make a Deal, the 
dismal alleged talent that was paraded on The Gong 
Show, the contestant on Family Feud who, asked to 
name one of the evilest men in history, consulted 
with his fellow team members and confidently re-
plied, "Rudolph Hitler." 
Concentration. Password, Jeopardy, What's My 

Line?, Truth or Consequences, People Are Funny, 
Beat the Clock, To Tell the Truth —game shows will 
always be a part of the television schedule. But the 
entire genre almost vanished from the screen in the 
late fifties and early sixties. The question of their 
honesty created a scandal and very nearly destroyed 
them. 

JACK BARRY 

One of the key figures in the quiz show business was 
Jack Barry. He was a game show host and a pro-
ducer, the star of such early shows as Tic Tac 
Dough, Juvenile Jury, and the children's show 
Winky Dink (the program that allowed you to draw 
on your TV with a "magic" screen). He was inter-
viewed for the Television project shortly before his 
death in 1984. At the time, he was still hosting and 
producing the game show The Joker's Wild. 
"It seems to me that Americans are by and large 

game players," he said. "We are nuts about football 
and baseball. Not everyone can play, but you can 
get some kind of minimal feeling by participating in 
a game show, even if it's from your own home. 

Americans are gregarious, Americans are competi-
tive, and they like to play games. I never shared the 
feeling that it is the prize money that makes a 
difference. It's the competition —people at home 
pitting their abilities against the people on stage." 
Barry was involved in the production of Twenty-

One, a game show that almost destroyed all the 
others. A disgruntled contestant accused the pro-
ducers of rigging the game in favor of the man who 
defeated him —Charles Van Doren, who was so suc-
cessful on Twenty-One he became a national celeb-
rity. Doren confessed that he was given information 



Ti Tell the Truth tlY1S one of telecision's most popular game shows. .4iring in 

prime time on CBS for ocer ten years. the program was hosted hi Bud (oilier. 

but when the series went into syndication in 1969. it was taken over by Garry 

Moore (pictured here). Three people would claim to be a certain indicidual: 

only one would be telling the truth. .4 panel 0/. celebrities such as deli to right) 

Bill Cullen. Peggy Cass. Orson Bean. and Kitt .1- Carlisle had to figure out 

which contestant was the genuine article. 
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on the questions and answers. As coproducer. co-
owner, and host. Jack Barry found himself in big 

trouble. —I think that we would all have to share a 
joint responsibility. but I don't shirk in own re-

sponsibility.— he admitted. 

I was reared in the tradition of early radio as an announcer 

and master of ceremonies on various programs. I just knew 

that on any informational program, the participants were 

given help in one form or another. It was done purely to 

make the shows more appetizing. You couldn't have a suc-

cessful program if nobody answered any questions; that 

goes without saying. Consequently, the tradition grew. I 

certainly didn't invent it, but I knew about it for many, many 

years before there was a Twenty-One. 

I became the master of ceremonies on a program that 

was popular in the 1950s called The Big Surprise. It was a 
successor to The $64,000 Question. And on that program, I 

had firsthand knowledge that the participants weren't 

being given questions and answers. So when my partner 

and I devised the show called Twenty-One, in the first few 

weeks, we didn't resort to the practice. But after the third or 

fourth week, we had a couple of contestants who missed 

almost every question. It was painful. The sponsor and the 

advertising agency called and said, "Don't ever let that 

happen again." 

Well, with my background and knowing what had gone 

on in almost every other program, I said, "Don't worry. It 

won't ever happen again." And it didn't. We gave help to 

the contestants we wanted to win. It was a standard com-

mon practice in the United States. 

I can't say definitively, but they [the networks] would have 

to have had rocks in their heads if they didn't know. It was 

the talk of the industry, had been for many years, particu-

larly on the large programs. With the gigantic sums of 

money being given away, the people in the accounting 

department who did the bookkeeping had to know, and in 

my opinion, did know. 

Then-president of CliS Frank Stanton says other-
wise. —When the news of the rigged network quiz 

shows came out, we were concerned.— he said. —We 
came out of that in good condition because we 
weren't nailed on it in any respect. There were some 

shows that I thought had the potential for rigging. 
and I removed them from the air. With one fell 
swoop. I took off. I think, ten hours a week of 

game-show programming. I never could be sure 
somebody wasn't slipping out to a pay phone and 
calling someone to tell them something about the 

answers. To remove the possibility. I simply wiped 
the slate clean. I took them off on a Friday and 



Airing on CBS from 10.50 until / 967. and for several more years in 

syndimtion. the game of What's My Line? was basic: Guess a contestant's 
occupation. Ithat made this shoo' so popular was the witty repartee and 

glamour of its celebrity panelists, epitomizing New York sophistication for 

millions of viewers across the country. Pictured here, perennial panelist and 

prominent publisher Bennett Cerf greets the Supremes. 
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started with a wh(de new ten hours of programming 

the next week.— One of the programs canceled was 
The ,F0-1,000 Question, although no actual evidence 

of cheating was ever found against it. 

The brouhaha that erupted after Van Doren's 
confession, which included Congressional hearings 

and the publicly expressed outrage of President 

Eisenhower, almost led to the extinction of the 

game show. 
—I had become the most publicized master of 

ceremonies in this industry,— Barry said. 

Somebody had to take the fall for everybody else, and I 
was exiled from the industry for about ten or twelve years. 

. . . I couldn't get any employment with any of the United 
States networks. I did work for a few years in Canadian 

television. 

Then, due to some sober-thinking human beings in our 
television industry, namely Bud Grant, now the president of 

CBS Entertainment, Fred Silverman, who was then head of 

programming at CBS, and several others, they helped rein-

state me. .. . 
It took me a long time to admit even to myself that the 

practice was not good judgment, to say the least, and was 

even unfair. When it is seen all the time, you become accus-



Former radio announcer Bill Cullen emceed a number of quiz shows and was a 

regular panelist on lye Got a Secret, but the game with which he will be 

forever associated was The Price Is Right. Contestants attempted to win prizes 
by coming closest to estimating their retail value without going over the actual 
price. 
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Bob Barker remains one of television's most ubiquitous quiz-show hosts. For 

eighteen seasons, he emceed Truth or Consequences. a game in which 
contestants had to answer a question correctly' and promptly or pay the 

"consequence --per kming some kind of absurd and mildly embarrassing 

stunt. 
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tomed to it. and you don't think anything of it. But I have had 
a lot of years to think about it. The practice is wrong. It isn't 

being done anymore, certainly not by us, and I doubt by 

anybody else.... It was okay for the winner but not so good 

for the loser. I surely would never participate in anything like 
that again. 

The elfects of the quiz scandal are still felt today. 
"There are so many safeguards now, there's practi-
cally an FBI agent watching over game shows dur-
ing every taping session," fellow host and producer 
Wink Martindale said. "The way shows are pro-
duced today, I think it would be almost, if not 
utterly, impossible to fix a game show in today's 
marketplace. If somebody did get by with fixing a 
game show again, there would be a very real chance 
that the game show would be destroyed forever.-

MERV GRIFFIN 

Mery Griffin has been a key figure in the television 
business almost from the very beginning, the ubiq-
uitous host of both game shows and talk shows for 
three decades. He is also a shrewd television busi-
nessman. Two game shows he created —Wheel of 
Fortune and Jeopardy—have been the number one 
and number two rated syndicated TV shows in the 
United States. In 1986, Griffin sold his company, 
Mery Griffin Enterprises, to the Coca-Cola Company 
for a reported $250 million. 
He has his own memories of the early days of 

television game shows. --There were disasters all 
the time. I was the emcee on a game show for 
Goodson and Todman called Play Your Hunch. Ev-
erything you could possibly imagine happened on 
that show from a stagehand dying in the middle of 
the show to me doing a demonstration with an or-
ange and cutting right through my hand, blood run-

ning into the orange juice. They were the most 
amazing days in the world." 
Another of Griffin's early emcee chores was an 

on-location talk show called Going Places in 1957. 

Going Places came to me through a gentleman named 
Martin Stone, who was responsible for the Howdy Doody 

show. He had this show that would tour around all the great 

tourist spots of Florida. I used to fly to Florida every weekend 

and emcee this show. 

"It was live, and it was on late Sunday afternoons, all over 

the United States, and there were guest stars. The first show 
was from the Jordan Marsh department store's new dock in 

Miami. People could come in their yachts and go shop-

ping. We had the Cypress Gardens Water Skiers, so my 

opening announcement said, "Let's open this fabulous 

dock here with the Cypress Gardens Water Skiers, starring 

Dick Pope, Junior." 



The late Allen Ludden (center) hosted the Goodson-Todman game show Password on which 
celebrities such as Tom Poston and Juliet Prow.se teamed up with contestants to guess at a 
one-word answer, assisted by one-word clues. 

Jim Lange hosted The Dating Game, the first of a series of odd but successful game shows 
produced by Chuck Barris Productions. Others have included The Newlywed Game and 
The Gong Show. On The Dating Game, bachelors and "bachelorettes - chose mystery dates 

by interviewing three potential candidates who were hidden from view. After the choice was 
made. the couple would be awarded an evening out or a trip to celebrate their first date. 
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I said, "Dick, are you ready?" And he said, "Ready, 

Murth." I thought, "Mufth? I hope my friends didn't hear 

that." 

After he finished, I said, "Now, here's the mayor of this 
great city of Miami to officially open this dock, Mayor Ran-

dall Christmas." And he said, "Thank you, Herb." 

I was dying inside. The producer was falling against the 
remote truck, screaming, laughing. And then the orchestra 

leader called me Mark. 

Later, I saw The Miami Herald, and it said, "Be sure and 
watch Going Places today with Mery Griffin opening the 

Jordan Marsh dock and its emcee, Mary Griffin." 

You're humbled, always, from the beginning. 

Going Places featured a lot of animal demonstra-
tions. —We were doing a demonstration of these 
exotic snakes of the Okefenokee Swamp. On the air, 
they had little children with snakes wrapped around 
their necks. It really repulsed me —it was a difficult 
show to emcee. 
"This man had hold of a cobra, and while he was 

talking to me, it struck the side of the camera, and 
the cameraman thought it was after him. Everyone 
threw their earphones off and ran out, leaving me 

and the cobra and the trainer, who couldn't get 
control of him." 
On another occasion, Going Place.s's cameras 

traveled to the Viscaya estate. "I decided that day 
that I would sing a song," Griffin said. "They put 
me in a little boat. The waters were rough in that 
little channel. I took the guitar player with me. He 
had worked very late in a jazz place and probably 
had too much to drink. We got out there, and I was 
singing, and the guitar player, live, threw up all 
over me. 
"So in the early days, we all learned our lessons 

well. People say, 'Why are you so calm?' Well, I'm 
so calm because I have seen everything happen. I 
never had the experience Dick Cavett had where a 
man died right in the middle of his interview. But 



.4 former big band vocalist. Mery Griffin has made his mark in both the game 

and talk-show fields. The creator of two of the most popular game shows in 

television historv. Wheel of Fortune and Jeopardy. his popular talk shoo' ran 
in svndication until /986. Talk shows became the new vaudeville circuit for 

unknown performers and such show business legends as Jimmy Durante. 
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he was probably asking boring questions." Griffin 
quickly added, "I told Dick that, so he'll under-
stand.-

Griffin's career as a talk show host began in 
1962, as a Monday night replacement for Jack Paar 
on The Tonight Show, which shared a studio with 
Griffin's daytime game show, Play Your Hunch. Not 
realizing that, Paar one day walked into the middle 
of a Play Your Hunch telecast by accident. Griffin 
handled the impromptu situation well, and Paar was 
impressed. "Let him take over on a Monday night," 
Paar suggested. "See what he does. He's funny." 
On Griffin's first night, he said, "I knew the 

audience didn't know who I was, so I went out and 
said, 'I know you don't know who I am. Your wife 
knows who I am because I spend a lot of time with 
her during the day. I can't stand here and tell you 
who I am, so I brought my agent, Marty Cumber, 
with me.' 

"I hired Al Kelly, who was the world's greatest 
double-talker. I said to him, 'Marty, it would be 
more humble of me to allow you, as my agent, who 
has all this faith in me, to tell the audience who I 
am.' Of course, he started out, 'This fine boy is one 

of the great frataznats of all time.' 
"You actually saw people in the audience sit 

forward—'What did he say?' He did about three 
minutes, and as it built, the audience realized it was 
being put on, and they just screamed.-

But at the time, Griffin thought he had bombed. 
Producer Bob Shanks had to keep him from head-
ing home. "They shoved me back on, and that was 
it. The ratings for that night went through the ceil-
ing. The next day, the press all said, 'Where'd he 
come from?' I guess the press doesn't watch day-
time television.- Griffin's success on The Tonight 
Show resulted in his own daytime talk show, the 
first of many forays into the talk show genre. 



Sieve Allen's intelligence, quick wit. and willingness to do just about anything 

for a laugh made him the ideal host when NBC premiered The Tonight Show 
in 19.5-1. 

During his tenure as host of The Tonight Show, Jack Pants unpredictability 
created several public incidents. including a feud with Ed Sullivan over the 

amounts of money each paid their guests. Pant took a turn on the guest :s chair 
to tell his side of the story as his second banana Hugh Downs looked on. 
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Johnny Carson has hosted The Tonight Show since 1962. succes.sfully fending 

of every rival talk show the other networks have attempted to throw against 

him. Sidekick M McMahon (left) has been with Carson from the begianing. 

when the program was telecast .from NBC's New York- City studios and .li.atured 
such guests as Richard Kiley and Selma Diamond. 
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Following a run on ABC, Dick Cavett brought his talk show to public 
television, where every program usually featured a single guest. Richard Burton 
was one of Cavat's most fascinating catches, regaling the audience with stories 
of his acting career and turbulent personal life. 
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"I had a few backstage rules," Griffin said. "I 
never wanted anybody to write any questions for 
me. I wanted them to write areas of research, which 
I would take upstairs for two or three hours prior 
to the show. I like improvisation. 
"I never saw a guest star before the show and 

made a rule, most of the time, never to see them 
after the show. It's too hard to interview your 
friends, and there was that spontaneity of the audi-
ence actually seeing us meeting for the first time. 
That always triggers something interesting. 

"When Jack Paar quit in 1962, I asked him, 
'Why are you leaving, Jack?' And he said, 'There's 
nobody left to talk to.' 
"I thought, 'Oh, that's depressing,' because I was 

just starting my talk show. But we did find twenty-
three years of people to talk to—many newcomers 
who are now major stars." 
Why are talk shows such a television staple? "In 

the beginning there were just a few of us," Griffin 
said. "Then, because of the financial gains to be 
made from such a low-budget show, every local' 



station put on their own local talk show. The 1111111-

her of talk shows that have come and gone is im-

mense. 

—Isn't it tele\ kiwi at its bestY— he asked. 

For years, we lived with images of the stars that were 

created by the Hollywood columnists and the great studio 

press departments. Suddenly, on talk shows, you saw these 

larger-than-life figures sitting on a show and telling the true 

stories of their lives. That's probcbly what killed off the great 

and famous columnists ot Hollywood, the Parsons and the 

Hoppers; people saw the sta-s coming on and talking 

about their lives, and they were far different stories than the 

pap that the press had been putting out. 

"Sometimes, you can talk a guest too far back into their 

past, and it almost becomes a psychiatric interview. I met 

Doctor Martin Grotjdhn, who was probably the dean of 

American psychiatrists, a great gentleman who had written 

a book called Beyond Laughter. He said to me, "Interesting 

to meet you. I always tell my new young psychiatrists, 'If you 

Phil Donahue makes the audience an integral part of his 
daytime talk show. solfritinA.,, their opinions and 
encouraging eceryone to ask questions of his guests. 

want to know the technique of psychiatric interviews, you 

watch Merv.'" 

I said, "Why?" And he said. "Well, I'm not going to explain 

it all to you, if you don't know what you're doing, but you go 

through many doors to find the answer you want." 

In a sense, that's true. The greatest example of that was 

when we booked Spiro Agnew after he was forced out of 

the vice presidency. Every day, one of his associates would 

call and say, "Now don't ask this, don't ask that, don't ask 

this." I had ninety minutes with him, and by the time we got 

to the day we were going to tape him, I had nothing to say 

to him beyond hello. 

The staff said it's too much of a chance, let's duck out of 

it. I said, "No, it might be the best school in the world for me, 

to see what I can get past him." 

The press was a little rough on me; they said that I was too 

gentle with him. But they didn't stay with it. Once you have 

a subject in front of you, and you schmooze and relax and 

get them so that they're comfortable with you—I asked him 

every single question I was told not to. And only one did he 

refuse to answer, because he had some litigation going on 

in Maryland. 

There is a connection. for Griffin. behyeen the 

talk show and the game show. —Game shows. once 

again, are improvisational. Paar came out of game 
shows: Carson came out of game shows: I came out 

()I' games. It was the great learning platform for 

people who had a clock in their head. a sense of 

timing.— 

lie has successfully devoted much of his career 

to determining the secret of a hit game slum: —the 

audience at home.— he said. —There's nothing more 

thrilling to somebodY at lumie than getting the an-

swer before the contestant does or before anybody 

else in the room does. I think that's why. for exam-

ple. in Chicago. they have these bars that shots 

It heel offal-lane ever v night on big screens. Every-

body comes in and bet-, on different people who can 

get the answers before the contestants. 

It. not enough to watch people on a screen 
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David Letterman takes his talk show, Late Night with David Letterman out 

into the field for ''investigative — reports on evervthing from the eating habits of 

celebrities at Chinese restaurants to the inside story on life at Manhattan's 

Yummy Donut Shop. 
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playing games or acting silly when there's no partic-
ipation." 

Wheel of Fortune, Griffin said, was based on 

games my sister and I used to play in the back of the car 
on summer vacations. Mom and Dad would say, "We're 
taking you to Carlsbad Caverns to watch the bats fly out." 

We'd ride in the back of the car for days, and we'd sit there 
and play a rather violent game called hangman. Every kid 

in America played it. You'd put in blank spaces, and you'd 
guess a letter, and if it wasn't in the puzzle, you'd start hang-

ing a man. I think everything I've drawn on in my career 
goes back to my youth.... 

And so, one day, just fooling around in the office here, 
with the creative staff, I threw out this idea, and we started 

to work on it. We worked for a year on it. We then made a 

pilot. I first showed it in my house to Mike Eisner, who is now 

head of Disney, and Brandon Stoddard, who is head of 
ABC. They both saw it, and they said, "Well, it's not a show." 

I thought, "Whoops.. ." 

Without changing it at all, I showed it to Lin Bolen at NBC, 

and she bought it. But she said, "I want to do a show in a 

boutique." So they put us in the middle of this—it looked like 
a store. That didn't work. It looked frumpy. 

The set was redesigned to resemble what it is 
today. "We then brought in I Eddl K̀ookie' Byrnes 
From 77 Sunset Strip]. He did a pilot." 
Byrnes was replaced with Chuck Woolery, who 

had hosted the original pilot, and a woman named 

Susan Stafford. "Then I found Pat Sajak, who was 
a local weatherman on NBC here, and then came the 
famous Vanna White, who now is one of the larger-

than-life cult figures in America. The cover of News-
week, People, Esquire, every major paper. It just 
doesn't stop." 
According to Griffin, Wheel is now seen in forty 

countries, including six behind the Iron Curtain. Its 
influence is everywhere: "Sam Donaldson says to 
the president in a press conference, 'Mr. President, 

OUTGOINC 
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Beverages 
CO GEE AO'  LASZ a MILK 

TO Q0 4  SMALL MILA 
TEA AO,  SOPA LARGE 

TO GO 4  SODA SMALL 

NOT Cl3/4000LATE AS  JUICE LARGE 
TO GO 50  JUICE SMALL 

-1010,17.666 - - 
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Since 19bb. consercatit,e wriier and commentator 

illiam F. Buckler has used his weekly series Firing 
Line to engage in genteel cerhal combat with opinion 
makers and political leaders fi-ont ecery shade of the 

political spectrum. including firmer President Jimmy 

Curler. 

how did you think the first televising of Congress 

went today?' And he said. 'I thought they did very 
well. If they do any better. they can get on If heel 

of Fortune.' Not a bad plug. from the president.-

As for Jeopardy: 

I invented the game sixteen years ago. It's probably the 

toughest game that's ever been on television. I went in a 

year ago and took the test for contestants and failed—and 

I'm the executive producer. 

Jeopardy came from my wife turning to me during the 

quiz scandals and saying, "Why don't you do a game?" I 

had said to her, "I wish I could do a quiz show. I love 

questions and answers." 

She said, "Why don't you do a show where you give the 

answers?" 

I said, "Well, they just did that, and everybody's in jail." 

She said, "No. Five thousand two hundred and eighty." 

"How many feet in a mile?" 

"Good. Seventy-nine Wistful Vista." 

"What's Fibber McGee's address?" I thought, "Whoa." 

Landed in New York, called the staff together at eight 

o'clock that night, and said, "Listen to this." And we started 

working. 

But again, it was a year and a half of structuring. It's not 

enough to have an idea, because really the idea of Jeop-

ardy is just answer-question. That's the only thing different. 

But structuring the game, categories, amounts of money, 

things that can happen, things that won't happen, was very 

difficult. 

When I first showed it to NBC, I rented a theater in New 

York. Instead of having Jeopardy, Double Jeopardy, Final 

Jeopardy, I had Jeopardy and Double Jeopardy together, 

and the board was so big it came off the stage and went 

out into the audience. There were fitly categories! NBC said, 

"Could you make that a little smaller?" 

The leoliardy experience left Griffin with a real 
distaste for network research. 

When I first put Jeopardy on the air, two weeks after it was 

on, the head of NBC research department, Paul Klein, 

came to me with these huge charts, and he said, "Merv, 

look what happens on your show.... The questions are way 

too tough. You've got to bring them down to a sophomore-

in-high-school kind of questions and answers." 

I said, "Well, that's not the game." 

He said, "You have to do it or you won't last thirteen 

weeks. The testing groups don't know what those answers 

and questions are. You've got to change it. That's an order 

from the network." 

I said, "Okay," and he left, and I never told anybody that 

he was ever there. We went right on with the show, and it ran 

eleven years [on NBC]. 

Not too long ago, I did a game show pilot, and in the 

middle of the pilot, as we would complete each segment, 

the head of daytime said, "Hold it now," and he ran into a 

roomful of people he had hired saying, "Was that good?" 

That's never been entertainment. . . . If you make Gone 
with the Wind you don't ask anybody on the street, "Is that 

good?" You put it out there and you take your chances. You 

will either have done your job well, or you're a disaster. 

He'd run out and say, "They didn't understand." Finally 

you just get to the breaking point of saying, "Listen, I've got 

a track record. I got you the number one show on your 

network for twenty-three years. Leave me alone, and let me 

do it. If it fails, it fails." 

That's not ego speaking. but the confidence of a 

successful game show entrepreneur. Griffin kmows 
what works and what doesn't. -The game is the 
thing.- he said. -Same as Broadway where the 
play's the thing. You can have shows W here people 
can win millions —there's a million-dollar game on 
right now, but nobody cares. because the plav's the 
thing. the gatne's the thing. You can never get 
around that.'' 



Ever since the fifties. nighttime talk shows have been an addiction for millions 

of American insontniacs. 
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Bandleader Lawrence IF elk hosted a musical-variety show filled with schmaltz 
and tvhat he called "champagne music, — a kind of video Muzak that appealed 
to middle America. Among the regulars on the show were dancers Barbara 
Boylan and Bobby Burgess. a former Mouseketeer on The Mickey Mouse 
Club. 

here was a time in America when the 

ariety show was as much a staple of 
the prime-time schedule as situation 
comedies and dramas. Now they barely 
exist. 
Variety programs reflected some of 

the earliest show biz traditions —espe-
cial y vaudeville and the circus. Acts that came from 

those circuits were tried and true, featuring material 
that had survived years of traveling on the road 
from town to town. You could put them in front of 

the camera and let them do their thing. As a result, 
the airwaves were filled with singers, dancers, jug-
glers, magicians, and animal acts. 
Many of these programs were hosted by comedi-

ans (for example, George Gobel, Tennessee Ernie 
Ford, Milton Berle on Texaco Star Theater, Sid Cae-
sar on Your Show of Shows). But you didn't necessar-
ily have to have performing talent yourself to emcee 

a variety show. Witness Ed Sullivan, host of the 
granddaddy of all the variety shows, The Ed Sul-
livan Show, originally called The Toast of the Town. 
Sullivan was a Broadway newspaper columnist who 
never really mastered a feeling of comfort in front 

of the cameras. His hunched shoulders, halting de-
livery, and unmistakable voice made him a required 
imitation for every professional mimic in the coun-
try. But Ed Sullivan had an eye for talent —all kinds 
of it—and for twenty-three years, he was able to 
provide Sunday night audiences with something for 

everyone —an eclectic mix of pop songs, opera, 

stars from Broadway and Hollywood, comics, and 
circus acts from around the world. Others would try 
to duplicate his success with programs such as The 
Hollywood Palace on ABC, but Ed Sullivan was 
unique. Where else would you be able to see the 

Beatles, the Moiseyev Dancers, Elvis Presley, and 
Albert Schweitzer? 

Music was central to variety shows. Many of them 
deliberately set out to create a feeling of intimacy, 

making you a part of their musical "family." Fred 

Waring and Lawrence Welk successfully did this by 
featuring members of their bands and choruses in 
medleys and specialty numbers. Garry Moore and 

Arthur Godfrey did the same thing, letting audi-
ences in on the comings and goings of various cast 
members. Godfrey —whose programs on CBS radio 
and television accounted for some twelve percent of 

the network's revenues —gained nationwide notori-
ety when he excommunicated a member of the fam-
ily on the air —the personable boy singer Julius 
LaRosa, whom Godfrey had decided was getting too 
big for his britches. 

One early musical variety series anticipated the 
advent of music videos by thirty years. Your Hit 
Parade, a transplant from radio, presented a count-

down of the top songs in the country. Each was 
presented with a big production number. When a 

song was on the charts for weeks at a time, imagina-
tive producers and choreographers had to strain 
their creativity to come up with different ways to 
present it. There are only so many ways you can do 
"Shrimp Boats (Are A-Comin')." 

The most successful singers in the country were 
given their own variety shows: Perry Como, Dinah 
Shore, Rosemary Clooney, Kate Smith, Andy Wil-

liams —all enjoyed popular success. Nat King Cole 
was a rarity —a black performer with his own show. 

But despite his prodigious musical talents, NBC was 
unable to attract a national sponsor —companies 
were wary of affecting business in the South —and 
Cole was off the air after little more than a year. 

In addition to the regular weekly series, musical 
stars were spotlighted in grand television specials — 

for a period of time always trumpeted as "spectacu-
lars" —sixty- or ninety-minute extravaganzas that 
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Four of the regular cast members on Your Hit Parade: (left to right) Russell 
Arms, Gisele MacKenzie. Dorothy Collins and Snook), !Anson. A precursor of' 
the music video. each week the show presented production numbers around the 

week's Top Ten songs. When a song lingered on the charts week after week, the 
producers had to come up with a new gimmick for every show. 
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In the .fifties. manv local stations presented their own versions of American 
Bandstand, teen shows like Hi-Jinx! in Los Angeles. tvhere kids could dance to 
the latest hit records. 
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Singer Janette Davis (left) was one of the "kids — 

featured on Arthur Godfrey and Friends and Arthur 
Godfrey's Talent Scouts. Godfrey's on-camera persona 
was warm and friendly. but his popularity faded when 
stories of his temper and firing of members of his TV 
'family — became more and more public. In one famous 
incident, he fired singer Julius LaRosa on the air. 

were showcases for great performances. Most vari-
ety shows were enjoyable, disposable entertain-
ment, but sometimes the spectaculars veered toward 

art. Noel Coward, Tallulah Bankhead, Ethel Mer-
man, Mary Martin, Lena Horne, Fred Astaire, Gene 
Kelly, and Judy Garland (who, briefly, also had her 

own variety series) were just a few of the superstars 
who starred in TV spectaculars. 

Occasionally, stars appearing on network televi-
sion can still electrify an audience: the Baryshnikov 
on Broadway special, produced by Dwight Hemion 
and Gary Smith, or Michael Jackson's performance 

of "Billie Jean" on the special Motown 25: Yester-
day, Today, Forever. But the variety series has all 
but vanished. Saturday Night Live, with its music 
acts and stand-up comics, retains elements of the 
variety show, as does the syndicated series Hee 
Haw, featuring country-western music and corn-
pone jokes. The interest in variety shows seems to 
have waned, although occasionally a Donny and 
Marie Osmond or a Dolly Parton have another go 
at it. 

Larry Gelbart thinks the last successful variety 
series was The Carol Burnett Show. Grant Tinker 
remembers The Julie Andrews Hour (1972-73) 
fondly, but notes that the series was not a popular 

success. What happened? Gelbart posited that the 
comedian was what held the variety show together 
and that's no longer the case. Former NBC execu-

tive David Tebet believes that Rowan and Martin's 
Laugh-In was the cause —the show's hectic pace was 
its variety, and television would never be the same. 

Others look to MTV and the music video as the 
culprit or to the unrestrained access that cable ser-

vices like Home Box Office and Showtime can give 
to a star like Liza Minnelli or Bette Midler. Finally, 
many of the elements of variety —especially music 
acts and comedians —now appear on talk shows like 

Tonight and Late Night with David Letterman in-
stead. Musical performers and movie and TV stars 

find an appearance on a chat show as valuable to 
their careers as variety shows once were, and it is 
much less taxing and time consuming. 
So the variety show is dead —until the next one 

comes along. Mery Griffin recently shot a pilot for 
a variety series called The Coconut Ballroom, a show 
with a big-band-and-dance format. So far, no takers, 
but who knows, given the strange and wondrous 
cyclical nature of television, variety can come back. 

Just imagine Mick Jagger with his own variety 
show, introducing Kin i Te Kanawa, Keith Richards, 
juggling bears, and the Bolshoi Ballet . . . 



One of the regular features on Dick Clark's American Bandstand music show 
over the years has been "Rate the Record. — Two teenagers hear one if the 
week's new record releases and decide whether it will be a 'lit — or a 
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GEORGE SCHLATTER 

George Schlatter, in many respects, tits the classic 
image of a Hollywood television producer. He's a 
wheeler and a dealer, a husky, bearded mass of 

energy, always looking for a project, always eager 
to find an angle. Perhaps the best description of 
Schlatter and his work was provided by Tony 

Schwartz, writing in The New York Times in 1982 
after Schlatter's NBC series The Shape of Things 

had been canceled. —Like every Schlatter effort, The 
Shape of Things was a novel idea executed with 
supercharged energy on a medium generally' charac-

terized by neither,— Schwartz wrote. —Unfortu-
nately, it was also vulgar, gratuitous and not very 
funny. Mr. Schlatter is a bit like the girl with curl. 
When he's good. he's very good. and when he's bad, 

he's terrible.— 

George Schlatter is one of the people who gave 
us Rowan and Martin's Laugh-In and Real People. 





l'arietv shows offered et,erything from jugglers and sword swallowers to acrobatic troupes 
like the one that performed with guest star Kirk Douglas on CBS's The Ken Murray 

Show. 

Red Skelton specialized in broad, "big _rucks .' comedy. developing a repertory of stock 

characters such as Clem Kadiddlehopper. San Fernando Red, and Freddie the Freeloader. 

Over the years, his Red Skelton Show featured a remarkable variety of musical guest stars, 

from the Rolling Motes to opera diva Helen Traubel (right). 
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Comedy is hard 1.4'ork.  Rehearsing for his Texaco Star Theater. Milton Berle 
had a reputation as a tireless perfectionist and a relentless taskmaster, both on 
himself and other east members. 
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Whether or not you liked Real People —and many 

critics didn't —it was a huge popular success. 
Schlatter also perpetrated a show called Speak 

Up, America —it lasted ten weeks —and among his 
other accomplishments, he lists the first program on 

television in which no one, including the commer-
cial announcer, was over the age of fourteen. 

He went to work in commercial TV in 1956 at 
NBC, when Hal Kemp, a network production execu-
tive, hired him to book guests for variety shows. He 

has worked with many of the biggest names in show 
business, including Dinah Shore, Frank Sinatra, 

Judy Garland, and Diana Ross. 
Born in St. Louis, he sang with the St. Louis 



Sid Caesar's nutty professor character on Your Show of Shows appeared as 
everyone from Proftssor Sigmund von Fraidy Katz, expert on mountain 
climbing, to Dr. Heinrich con Heartburn, expert on marriage. He was often 
aided and abetted by cast members Carl Reiner (left) and Howard Morris. 
Caesar and Imogene Coca were the comic mainstays of Your Show of Shov.s 
and Ceasar's Hour. The shows' writers included Mel Brooks, Larry Gelbart, 
Neil Simon, and Woody Allen. 
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Jackie Gleason pi/ his first !decision break on the Du Vont ‘etwork*s earietv 

show Cavalcade of Stars. lie would heroine ii .s —Great One.  one of the most 

gilied 'decision comedians in the history of the medium. 

Dean Mania and Jerry Lewis were among the hosts of the Jiliies• Cillgate 

Comeils Muir.  corict.v show ABC pitted voinst The Ed Sullivan Shim on 

Sunday nights. Martin and Lewis alternated the hosting duties with such stars 

as Jimmy limrante. Arnold O'Connor. Eddie Cantor. and lloh Hope. 
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Municipal Opera as a south and began producing 

shows when he was a student at l'eliperdine I I niver-

sitv. lie gut a job as an agent with MCA at the age 

of nineteen. 

I booked nightclubs and acts—singers and dancers. Then 

I got a job at Ciro's, which was a nightclub on the Sunset 

Strip. I did a TV show called Party at Ciro's, which was on 

ABC locally. All the stars in Hollywood came on that show. 

Then I wanted to get married, and my wife said she would 

marry me only if I got out of saloons. So I went to NBC to 

book The Dinah Shore Show, which was the first color series, 

many years ago. It was during the Golden Age of variety 

shows. As I got into it more and more, I started to come up 

with shows and ideas, and eventually, they let me produce 

my own. I was with NBC for a long time. Then I left NBC, and 

I went to CBS to do The Judy Garland Show, a job for which 

you got stunt pay. 
I loved her. I had a good time with her. It was like living 

in an avalanche, but I did love her and had a wonderful 

time. God, she was an exciting woman. . . . 



Carry Moore (right) didn't sing or dance very well, but his pleasant personality 
and relaxed style made him the popular host of a successful weekly variety 
show on CBS that featured such regulars as Durwood Kirby and Carol Burnett 
and guest performers like magician Milbourne Christopher (left). 
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Mary Martin's appearance in the title role of a lavish TV musical version of 

James M. Barrie 's Peter Pan in 19.5.5 helped create one of television's most 
memorable spectaculars. Wendt. Darling (vas played by Kathleen Nolan (left), 
Who Own' on to star in such comedy series as The Real McCoys and 

Broadside. 
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Ed Sullivan's stoop-shouldered posture and halting delivery were imitated by 
every proli.ssional mimic in the country. but his Ed Sullivan Show was the 

longest-running mriety show on television. a Sunday night spectacular that 
glittered with Broadway perfiamers, circus acts, opera singers. Hollywood stars. 

and musical greats. Below..film director John Huston. and far right. 
choreographer Katherine Dunham. 
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Schlatter was replaced as executive producer of 

The Judv Garland Show after five episodes had been 

taped. The series would not last a full season. But 

within four years, Schlatter would be present at the 

creation of an enormous hit, a hit that many be-
lieved changed television in general and TV comedy 

in particular for good: Rowan and Martin's Laugh-

At that point, in 1967, television had really kind of settled into 
a rut. There had been no change. And here came this show 

that combined radio and theater and burlesque, motion 

pictures, nightclubs, and revues. It came into a relatively 
tranquil period, when you had Gomer Pyle, U.S.M.C. and 

Mayberry, R.F.D. and Leave It to Beaver and My Three Sons 
and cowboy shows. It was all rather quiet and nobody 

talked about any kinds of problems at all, particularly not 
humorously. .. . 

Then we came, and we started talking about the Pill and 

the Vietnam War and racial tension. We made it accept-
able to make humorous observations about serious issues. 
After that, it was acceptable to air All in the Family and 
Maude and The Jeffersons. 

Laugh-In combined all known forms. The biggest single 

influence on Laugh-In was Ernie Kovacs. [Jolene Brand], my 

wife, was the girl on The Ernie Kovacs Show, so Ernie and I 
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had a very close relationship. We used to argue a lot about 

the necessity of punch lines. Because, if you remember, 

Ernie was just weird. He did some great things, but you 

never really knew when they were over. He had a certain 

disdain for the audience. It gave him individuality, it gave 

him charm, and it gave him a unique appeal. 

On Laugh-In, I took what Ernie did with the medium—the 

use of the medium as more than a means of transmittal— 

and we applied the technical advances that had been 

made in television to humor. So we stepped up the pace, 

the energy. We took out all of the fat and cut away every-

thing that was unnecessary. 

We taped, and then we started editing, editing, and edit-

ing. It was a major moment. We had a brilliant group of 



The signing of Judy Garland for a weekly variety show in 1963 was hailed as 
a major coup for CBS. But in spite of some extraordinary musical moments 
with Garland, the series lasted but one season, battered by the ratings power of 
Bonanza on NBC and a series of upheavals in the production staff. George 
&Vatter was The Judy Garland Show's first producer. He was replaced after 
the first five tapings. 
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writers, all of whom later became producers and directors. 

And we had a brilliant cast. I don't know if you could ever 

assemble a cast like that today, and if you assembled it, I 

don't think you could hold on to them, because the whole 

agent procedure is different. I think you'd lose Goldie Hawn 

the third or fourth week, but she stayed with us as long as 
her deal. So did Lily Tomlin and everybody. 

No one was really sure that the audience was ready for 

a show of just funny things without ballads and things to 

change the pace, or whether or not the audience was 

ready to accept a show that dealt with serious issues. 

Everybody was a little bit shocked and thought it was too 

fast, and said, "Well, it's okay once, but will it survive with 

that kind of speed?" I thought, really, we could. 

So did the viewing public. Once it became a se-
ries, Laugh-In was an almost-instant hit. "We didn't 
really know at the time what impact we were hav-

ing, because we were locked up in editing rooms 
and writing rooms," Schlatter said. "I was working 
seven days a week, so I never got out. And finally, 
at the end of the first fourteen shows, when we got 
out of the building and saw what we had done, we 
were thrilled and delighted. 

"It was a warm, wonderful, exciting, happy time 

of my life, because we could say anything; we could 
do anything. We were a big enough hit that we 

could get away with anything. You know, President 
Nixon came on and said, 'Sock it to me?' Which we 
found out later might not have been that bad an 
idea." 

Laugh-In managed to offend just about everyone 
at least once. "Truman Capote got us sued once. He 
came on and said,  would like to apologize for 
having said that Jacqueline Susann looked like a 
truck driver in drag.' We said, 'Well it's nice of you 
to apologize to her.' He said, 'I'm not apologizing 

to her. I'm apologizing to the truck drivers.' Two 
days later, we got hit with a lawsuit. 
"We did a joke once, on one of the early Laugh. 
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Ins, we did a thing on 'News of the Past. Present. 

and Future.' We said, •News of the Future. 1988--
this was 1968, twenty years ago —'News of the 

Future 1988: With marriage in the church now an 

accepted practice, the Archbishop and his lovely 

wife, the former Sister Mary Katherine, both an-

nounced, —This time ifs for keeps, if only for the 

sake of the children.... The switchboard almost 

exploded. 
Obviously Laugh-In 's humor created problems 

with the censors. It was pretty much hand-to-hand 

combat,— Schlatter said. 

Occasionally bayonets. You must understand what was 

going on in 1967. Nobody could say the word pregnant on 

the air, and here I had Joanne Worley standing at a piano 

singing, "The things I did last summer," and she was obvi-

ously about ten months gone. She was pregnant one week, 

and sang, "I should have danced all night." 

The censors would come downstairs and say, "What are 

you doing'7" I said, "Come on, people have babies. How 

do you think we got here—by bus? People have been 

pregnant for centuries and it didn't destroy society." We 

would get a pregnant joke on the air, but they were very 

nervous. And they were very nervous about political jokes. 

The way we used to get a lot of jokes on was very interest-

ing. They wanted these jokes, but they also wanted to be 

safe. They wanted those ratings and that impact and that 
energy and success, but they also wanted it quiet. 

The way we would beat the censors most of the time was 

with the bcnd. We would do a joke and tell the band, "Don't 

laugh." As long as they didn't hear the band laugh, it was 

okay. If the band laughed, though, they would say, "You 

can't do that." So we would have the band laugh at straight 

lines, and they'd say, "No, no, no—cut that!" We'd say, "Oh, 

you caught me." Then we'd have the band sit there and 

bite their lips when we did some other outrageous things. 

I don't know if a man my age should be proud of having 

gotten Laugh-In on the air, but it was cat and mouse then, 

you see. It you can imagine me twenty years younger, like 

a kid in a toy store, perhaps you can forgive some of the 

adolescent overtones of what we did. 

Schlatter currently is involved in the production 

of specials for cable and a syndicated series called 

George Se/dotter:5 Comedy Club. Having been in-

volved with so many series and specials —including 
variety shows —Schlatter has some theories about 

why variety has virtually disappeared as a genre on 

American television: 

I think MTV and the music business in general is not condu-

cive to variety shows. Carol Burnett did a show with Robin 

Williams and Whoopi Goldberg and Carl Reiner. It's marvel-

ous, but it was difficult to generate the kind of excitement 
that there used to be for performers. The movie stars today 

don't really want to do guest shots, and the musical per-

formers don't want to. It's difficult to capture the perform-

ance of a Bruce Springsteen or a Mick Jagger in a variety 

show. That form doesn't seem to work as well as it used to. 

It was lovely, though; it was great. One year, there were 

twenty-five different variety shows and a lot of specials, and 
it was fun. It may come back, but in a different form. 

MN changed it by putting so much money into three 

minutes. And the artists themselves changed a lot. Outra-

geous music is difficult for everyone to relate to, and to 

have a successful variety show, you need a very broad 

audience. It's very expensive: sets, costumes, rehearsals, 

and so on. 

Also, musical performers today really don't want to re-

hearse that much. They just want to do what they do. Part 

of the fun of variety was changing what they do. 

But Schlatter sees a positive side to the move 
away from variety shows as well, a change that's 

taking place on cable. —HBO and Showtime have 
come out with these personality specials, where you 

see I.iza Minnelli on stage, her whole act.— Schlatter 

said. 

Robin Williams did a show from the Metropolitan Opera 
stage. He came out and did two hours of the most brilliant 

comedy I have ever seen in my life. It was very intimidating, 
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Giddie Hawn wns one of the sinrs who Ii it it hig on 
Rowan kind  Martin's laugh-hi, tile .1.1181-plICed 01111(71.1. 

SellSali rnk M al it'aS hosted ii V Cillnedi WIS Don Rowan 
(Ieji) and Dick Eartin. :1 regular Jiyaure of the show 
was the joke wall. out of which cast members and guest 

stars would pop for quick one-liners. 

because you sat there and said, "Is it possible for anyone 

to ever top what he did?" 

That would not be possible on network television be-

cause he could not have the build of energy and perform-

ance and the accumulated effect that he had with an 

uninterrupted performance. 

Cable is giving people new things to strive for. I think it's 

also a positive change in the business, because we're intro-

ducing more innovation, which we must do. Television must 

continue to change, if it's going to survive as an intelligent 

medium. 

It eats its young. Television is a cannibalistic kind of show 

business. No matter how big a hit you are on television, it's 

temporary. You know that a show will come along that will 

one day beat you. 

DICK MARTIN 

In the 1960s. Dick Martin and his partner. Dan 

Rowan. were working nightclubs and making fre-
quent appearances on other people's television x'ari-

etv shows. Virtually overnight. television zoomed 

them into millions of living rooms and conjured up 
instant fame. 

It happened with Rowan and Martin's Laugh-In. 
They weren't the only ones who became sudden 

celebrities because of the show. Such stars as (;ol-

die Hawn and Lily Tomlin first achieved fame on 

Lang/u_/ti. An indication of the show's popularity is 

the number of catch phrases that arose from it: 
+ock it to me.— —You bet your hippy.— and —Look 

that up in your hulk and Wagnall's.— Twenty years 

ago they were the height of hip. 

—NIR: pitched a show to us because we had he-

(4 hue very hot frinn the Dean Martin summer 

show.— Dick Martin recalled. 

We were Dean's first summer replacement in 1966, and we 

did rather well. It was a very high rated show, so they said, 

"Would you do a show of your own, The Rowan and Martin 

Show?" We said, "Yes, but we don't want to do a variety 

show, we would like to do something a little different. . . ." 

A lot of the ideas came from the nightclubs where Dan 

and I were appearing and the TV shows we were doing 

then, like The Perry Como Show and The Jerry Lewis Show 

and The Ed Sullivan Show. All the sketches we did were four 

to twelve minutes long.... We decided that brevity was the 

answer to a lot of people's prayers on television, and it 

turned out to be that way. 

[NBC] was mildly receptive, so we pitched this idea and 

they said, "Go find a producer." We found a producer 

[George Schlatter], did a special, and it was warmly re-

ceived by the television audience and highly received by 
the critics, so NBC said, "We'll give them thirteen shows." 

They threw us opposite [Here's] Lucy and Gunsmoke, the 

number one and three rated shows! So we were in the 

position of being the giant killer. . . . In nine weeks we 

became the number one television show in the country. 

Up until then, there had been televised radio and tele-

vised vaudeville, of which Milton Berle was obviously the 

king. He took his great vaudeville and stage show knowl-

edge and photographed it. It was hilarious, of course; it 

always will be, but it was never an electronic use of the 

material. . . . 

I was a big fan and a very good friend of Ernie Kovacs. 

... He would do things in his shows electronically that were 

brilliant, and so we borrowed whatever we could of the 



Tom (left) and Dick Smothers had a very successful musical-variety series on 

CBS in the late sixties. The Smothers Brothers Comedy Hour. It Om 
canceled by the network after a number of public fights oil!, the brothers over 

censorship of the show's irreverent topical humor and their choice of guest stars 

like fidksinger-activist Pete Seeger. 
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electronic part but tried to go more and more for brevity. 

... In order to do it electronically, we had to do it in many, 

many, many, many cuts. It was really the videotape editor's 
delight. 
We had thirteen marvelous writers, and the fact is that it 

was the first show I can ever remember where there were 

no rules—no beginning, no middle, no end. . . . You don't 

have to write a sketch for so and so. just write whatever you 
want and see what happens. We were able to fit most of 

them in. . . 

The unusual nature of Laugh-In made having an 
audience —usually so essential to Rowan and Mar-

tin's kind of comedy —a problem. "We did the first 
three shows and decided that having an audience 
was using people, making them sit there through 
hours watching things that had no cohesion, noth-
ing that they could construe as a show. So we de-
cided not to have an audience. We had open 
house —that was another innovation —we just 
opened the doors and we would have one hundred, 
two hundred, three hundred people there at a time, 
but they had no obligation to stay, and we had no 
obligation to entertain them as such." 
Those who did stay saw some remarkable occur-

rences. They would see the most startling things," 

Martin said. 

All of a sudden John Wayne would walk on the stage and 

do six or eight lines and walk off.. . . John was the first big 

star who broke the barrier, because when John Wayne first 
appeared, the show hadn't been on the air yet. We asked 

him to say, "Well, I don't think that's funny." He had no idea 

where it was going in the script, but we did. He had great 

faith in a man named Paul Keyes, who was our head writer 

and the producer after George Schlatter. Wayne just did it, 
and all of a sudden it opened up for Jack Lemmon and Kirk 

Douglas and all the other big stars. . . . 
The show is in syndication now, and I am constantly 

amazed and surprised and delighted to see myself work-

ing there on the screen with Zero Mostel, Marcel Mar-

ceau—people who didn't do television in those days—Tru-

man Capote, Gore Vidal. After Lily Tomlin had done so 

many Ernestine rip-offs of Vidal, he came on, good-

naturedly. With William F. Buckley, we had a thing where we 
sent him a telegram: WOULD YOU BE ON THE SHOW? He sent a 
telegram back saying, NOT ONLY WILL I NOT BE ON THE SHOW, I AM 

INSULTED AT BEING ASKED. SO we sent him back a telegram say-
ing, WOULD YOU BE ON THE SHOW IF WE FLEW YOU ON A PLANE WITH IWO 

RIGHT WINGS? He said, "Yes, I can't resist that!" 

Although the humor on Laugh-In was always 

light. Martin insisted that the show was politically 
oriented. We tried desperately to keep it balanced, 
and we had writers who were at opposite ends of the 
pole. Richard Nixon was running for president and 
agreed to come on and say, 'Sock it to me?' He did 
this, and we offered the same opportunity to Hubert 
Humphrey'. His advisers turned it down. If you re-
call, Mr. Nixon only won by one million votes. A lot 

of people have accused us!" 



The Sonny and Cher Comedy Hour, on CBS from 1971 until 1974. was one 
of the last successful musical-variety shows on American television. The series 

ended when the couple divorced. A subsequent attempt to reunite them in a Ilet1' 
series failed. 
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Laugh-In stayed on the air until the end of the 
1973 television season. Two and a half years later, 
a comedy and variety series was created that took 
Laugh-In's combination of satire and broad comedy 
and gave it an even brighter, sharper, relevant 
edge—NBC's Saturday Night Live. 

LORNE MICHAELS 

Lorne Michaels is sitting in an office at NBC with 
a window that looks out onto the floor of Studio 8-H, 
where Toscanini once conducted the NBC Sym-
phony, now best known as the home base of NBC's 
Saturday Night Live. Willie Nelson's band is down 
there, tuning up for rehearsal. 
Michaels is back as executive producer of Satur-

day Night Live, the series he created in 1975. When 

it went on the air, it took a while to catch on, but 
once it did, the series became an important part of 
the baby-boom generation's weekend viewing. It 
was the only comedy show that seemed to address 
their concerns and interests: sex, drugs, politics, 
television—not necessarily in that order. Well, 
maybe in that order. 

Many of the movies' young comedy stars first 
gained public notoriety on SNL: Chevy Chase, John 
Belushi, Dan Aykroyd, Bill Murray, Eddie Murphy. 
Its live, improvisational nature bred a lot of wonder-
ful talent and a lot of burnout. Michaels himself left 
the series after its first five seasons to work on other 
projects, including an abortive NBC prime-time va-
riety series, The New Show. He returned to SNL in 
1985. 
Michaels says he simply wanted to create a show 

for the generation that had grown up never knowing 
a world in which television was not an essential part 
of life. "I grew up in Canada,- he said. "As I was 

growing up, we had a mixture of Canadian televi-

sion, American television, and English television — 
the best of English television was shown on 

Canadian television. I watched everything. I re-
member television sort of being a miracle. . . ." 
But a television career wasn't a conscious deci-



Carol Burnett 's Cleaning Lady. like Red Skeltm's Freddie the Freeloader and 
Jackie Gleason  's Poor Soul. became a trademark character. An animated 

version appeared in the opening titles of The Carol Burnett Show, 11'hich had 
an eleven-season run al a time tvhen most other varielv shows were in decline. 
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sion on Michaels's part. "I was very conventional. 
I did shows in high school and at the University of 

Toronto—revues, and I acted in plays and directed 
shows, but I th ink I was headed more toward thea-
ter or to film. I was from the what-1-really-want-to-
do-is-direct generation." Instead, he became a 

writer. "The first sort of serious jobs I got were with 
a partner [Hart Pomerantz'. We began writing for 
comedians. I just got led into it. My partner was 
older and a little more sophisticated, and I tagged 
along. Through a series of happy accidents, we got 
to write for some good comedians, and that material 
got shown to other people. We were sent out to 
California to do a television series, and that led to 
another television series." 
That second series was Rowan and Martin's 

Laugh-In, not the happiest of experiences. Michaels 
and Pomerantz were junior writers. "Our work 
would be rewritten, and we would have no connec-
tion to the rewrite. Also, the writers were not en-
couraged to come to the studio on taping days 
because those were supposed to be writing days. 
. . . My fantasies all had to do with sort of Kaufman 
and Hart out of town in Boston, rewriting the sec-
ond act at four o'clock in the morning, drinking a 
lot of coffee, but we were very separate and divorced 
from the show." That unpleasant time encouraged 
a curiosity "about producing or production in order 
to protect your scripts." 
The two writers returned to Canada and the CBC, 

where, Michaels said, 

I was given a lot of control and was allowed to produce 
and write and actually perform in the shows as well. Hart 

and I did four specials a year for three years. I did a couple 

of other pilots and series up there as well. 

I learned how to do television mostly because the CBC 

was this tremendous training ground. If you were prepared 

to work from midnight to eight, you could edit all you 

wanted. I began to feel very comfortable in a television 

studio.... I was able to learn an enormous amount in a very 

short time. 

When I came back to California in 1971 —because I'd 

been asked to come back as a writer on some shows—I 

found that I knew more than most people who were at a 



The Coneheads: Prymaat (played 41. Jane Curtin. left). BeMar 

and their daughter Connie (Laraine Newman) were three of the 

characters in the hi.storl of Saturday Night Live. A family of 
posing as visitorsfrom —France. — the Conehead.s t'ere inspired. 
visit Arkroyd made to the famous carved stone heads of Easter 
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(Dan 4ykroyd), 

most popular 

extraterrestrials 
in part, by a 

Island. 



Lorne Michaels. executive producer of Saturday Night Live, made .frequent 
appearances on the show during its .first season. including the night he offered 
to pay three thousand dollars for a reunion appearance of the Beatles -67.50 
apiece. 
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similar stage of development, because I'd been given 
more opportunities. 

I then worked with Lily Tomlin on a series of specials with 

her and Jane Wagner [Tomlin's partner, the author of The 

Search for Signs of Intelligent Life in the Universe]. Lily was 
the first person to go to a network and say, "I think this kid 
can produce." That's where my formal start as a producer 

in America came. 

The idea for a show like Saturday Night Live had 
been percolating in Michaels's brain since 1969, 
during his CBC days. We began getting Monty 
Python in Canada," he said. At least to me, the 

Pythons were to comedy what the Beatles had been 
to rock and roll. What you got from the Beatles was 
the sense that these people, who probably could 
have done other things and were smart and bright, 
had chosen to express themselves that way. I'd seen 
Beyond the Fringe in a theater, and I obviously had 
listened to Nichols and May and the [Carl Reiner-
Mel Brooks] "Two Thousand Year Old Man.'" I was 
not unaware of American comedy and American 
television comedy, but this seemed so different, and 
so much more writerlv.-

In 1972, Michaels made a presentation at NM:-
headquarters in Burbank to Herb Schlosser, who 
was then head of programming on the West Coast, 
and Larry White, Schlosser's chief aide. The show 
he had in mind then was not to be done live. Monty 
Python had not shown up vet on American public 
television, so Michaels showed their movie, And 
Now for Something Completely Different to give the 
executives some idea of what he had in mind. 
"There was no response whatsoever,- he recalled. 
"There was a sort of stock answer then, which was 
that English comedy didn't work in America. I 
wasn't actually trying to do the Python show over 

here. I was just saying that this style is very inter-
esting to watch, and notice the ability to not finish 

the scene —to just go on, to take the heart of a 
scene, and not have to (14) that predictable thing of 
beginning, middle, and end, where the audience 
knows what's going to happen way ahead of you.-

The reaction: thumbs down. 
NBC's feelings about Michaels's idea changed 

when Herb Schlosser, now the president of NBC, 
decided something new had to be designed for late 
Saturday nights. "Up to that point. Saturday night 
had been Tonight Show reruns. In 1975, Herb 
Schlosser declared there would be a new show in 
this time period, that it would come from New York, 
and that it would use Studio 8-H. . . 

The original idea was to test a variety of pilots in 
the time slot, but eventually, Michaels's show was 
the idea on which NBC decided to take a chance. "It 
was pretty much the show that I'd been talking 
about to anyone who would listen for about three 

years,- Michaels said. 



Specials such as CBS's annual Circus of the Stars. with celebrities like MCA' 

Grtflin putting fierce animals through their paces. are the ,Iew remaining 

cestiges of the ((decision cariety tradition. 
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Everybody had been describing shows for twenty years as 

new and experimental. It had become a cliché. I was too 

young to know it was a cliché, so I was very passionate and 

very intense about it. . . . 

It didn't vary much. . . . There'd be a cast of seven and 

there would be rock-and-roll elements. I realized that the 

more I talked about it, I was really building around all my 

compulsions, all the things I was interested in.. .. I wanted 

short films, because there was a lot of interesting work 

being done by filmmakers. I wanted the host to be different 

every week, and I wanted stand-up comedians... . I used 

to say that I knew all the ingredients, I just didn't know the 

recipe. . . . 

I just did a show that I would watch if I were the audience. 

Everyone else I assembled in the first year really had just 

sprung from the audience. With one or two exceptions, they 

weren't people with very long résumés . . . 

I think they [NBC] thought it would be a more traditional 

variety show. Somebody once said that they were expect-

ing Rich Little and the Marine marching band on the first 

show. Because it was live, nobody saw it until it went on. The 

censor saw it, of course, and the programming executives, 

but nobody really knew what you could do and what you 
couldn't do. 

On the first show, there was this enormous argument 

which sort of distracted everybody—whether George Car-

lin could wear a T-shirt or whether he had to wear a suit. The 

compromise, which was reached by [former NBC execu-

tive] Dave Tebet, was that he could wear a T-shirt, but he 

would have to wear a jacket on top of it. Those were the sort 

of fights we were having in 1975. 

Michaels started becoming aware of the impact 

the show was having when he began hearing people 

in restaurants talking about it over Sunday brunch. 
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"I started getting ticket requests from NBC execu-
tives, but it was not them who'd be showing up —it 

was their kids. You began to realize there was now 
an audience of kids, up to twenty-five or thirty, who 
were tuned into the show. . . . You'd see a football 
or baseball game, and in the stands there would be 

people wearing cone heads.* Chevy Chase and I 

went down to Washington twice during the first 
season for Gerald Ford things. We went to some 
sort of Senate affair, and Eugene McCarthy said to 

me that the first thing that was discussed on the 
Senate floor on Monday mornings was 'Weekend 
Update' fa weekly segment of the show that satirizes 

the news]." 
The live nature of the show has always been a 

part of its excitement and appeal. "That's still the 
power of the show," Michaels said. "There is some-
thing different about it being done in real time, very 
different in the performances. There's no control-
ling it. I nudge it to completion, you know, and try 

to steer it along a bit, but you never know. For 
example, last week, we were a minute long going 
into the final twenty minutes of the show. Where's 
it going to come from? You can't cut bars in a 
musical number without advance warning. Some-
times, people can pick up the pace, sometimes 
you're dropping introductions, sometimes you're 
cutting whole chunks out of a sketch, sometimes 
you're going with a shorter sketch that you had cut 
at dress rehearsal. . . . We're almost never under 
because I always want too much." 
Originally, the show was scheduled to run fifty-

two weeks a year, but reason took hold. New shows 
were produced only until the end of May, and the 

*One of the most popular running gags of SNL's first few 
seasons was a series ol sketches featuring an extraterrestrial 
family. the Coneheads, trying to get by on Earth rising as 
immigrants from France.-

cast went on hiatus, although a few new programs 
were produced in July and August. 

We did twenty-six the first year, twenty-four the second year. 

. . . They [NBC] didn't think that it could be rerun because 
it was live, that people wouldn't sit still for reruns because 

they never had before. But when the reruns started rating 
better than the originals, eventually we honed it down to 

twenty shows a year. .. . We just didn't know, because we 
were making up what we could and couldn't do. 

I had been around successful shows on the periphery, 
but I had never been at the center of one. I think that 

somehow, everyone being the same age, we were sort of 

an all-for-one, one-for-all kind of group. We lived in a sate 

of grace for the first three or four years. 

I don't know how long groups can stay together in a kind 

of innocence. I think there's a point at which the age of 
experience takes over, and people view each other and 
themselves differently. They become conscious of "Is this 
the best sketch for me to be doing?" The work ceases to be 

the guiding thing and this other word—career—begins to 

take over. 

Saturday Night Live has always been a show in 
which the team's personal lives have provided 
source material for SNL sketches "for lack of any-
thing else," Michaels said. "'You couldn't possibly 
do ninety minutes a week without a lot of it overlap-
ping. If somebody's just broken up with their boy-
friend or girlfriend, you would get a sketch about 
that, sometimes not consciously. You would also get 
a lot of restaurant sketches, because writers tend to 
spend a lot of time in restaurants going, 'What do 

you want to do?' 1 don't know.' ... Oddly enough, 
in this new format, we haven't had a lot of subur-
ban-living-room sketches, which we used to have a 
lot in the old show. Part of the reason is that we're 
so conscious of our history that everybody's trying 
not to do what we've done before, so if an idea even 



Pat Boone .first became a hit on Arthur Godfrev's Talent Scouts. His 

wholesome, all-American looks and vanilla voice made him a big star. His 
.familv huddled around the living room T1 set when Boone 's own  series, 

The Pat MU me—Cheyv Showroom premiered on ABC in 19.57. 
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comes close to something we've done before, it gets 
knocked out. There's a tyranny to that. . . ." 
The basic production schedule for Saturday Night 

Live has not changed much since Michaels first 
drew it up in 1975. At first, it was a six-day sched-
ule, but bv the middle of the first season. he said. 

We realized we could probably do it in five, and then 

began to see how long you could leave things, because 

the nature of the writer's personality is to leave it to the very 

last moment. . . . 

We have a writers' meeting on Monday, which the host, 

if they're in town and can make it, is welcome to come to. 

People present ideas, but generally they've had very little 

time to think of ideas because they didn't get home until 

very late on Sunday [after the Saturday night broadcast], 

and they've only had one day to do their laundry and shop. 

Each week, no matter how good or bad the week before 

was, there's a host sifting there going, "I hope this isn't one 
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of the weeks when it's not good." People write right through 

to Wednesday at three o'clock in the afternoon, which is 

when a read-through begins. 

During that Writing time. Michaels says. 

I tend to move around and find out what most people are 

working on to see if there's a certain balance in terms of 

the cast and to see if I can help with the ideas.... Four to 

one is about the ratio of pieces written to what we actually 

use. . . . 

After the read-through, I meet with the host and with some 

of the writers, the director, the designers, and the music 

department to see what's going into the show and can fit 

into the studio. It starts being designed that night, and they 

start working on the sets at the shop in Queens the next 

morning. 

We start rehearsing the music first on Thursday, from one 

to three, then we do some promos, and then we start block-

ing sketches as the sets arrive. 

On Friday, we go from one P.M. to eleven, and block all 

the pieces we haven't blocked. Then, at eleven, we have a 

short production meeting, at which point we determine the 

running order. . . . 

On Saturday, we do a run-through and a dress rehearsal. 

We do the run-through from one-thirty to five-thirty. We have 

dinner, then we block "Weekend Update" [done last be-

cause it's tied to breaking news]. 

We do a warm-up for the dress rehearsal audience, 

which starts about seven or seven-thirty. Dress rehearsal at 
eight until about nine-thirty or ten, at which point we will 

have three meetings: a writing meeting, a technical meet-

ing, and notes to the cast ... Sometimes, if we have no time, 

we fuse the three meetings. . . 

At the script meeting, you try to decide which pieces to 

cut and what internal cuts we're going to make within 

pieces. You try to assess whether something got hurt by 

where it is in the show, whether the performance was off, or 

whether it just isn't working. A writer cannot solve every one 

of his problems—the piece can have a beginning, middle, 

and end with no fat on it and it's seven minutes long, but 

that particular subject matter or idea isn't worth seven min-

utes. Before the dress rehearsal, you would have had a 

battle to the death about where the cuts would be, but after 

dress rehearsal, it's, "Well, what about these three minutes 

here?" "Okay." Comedy is very much about the ear. 

What's always been great about this show is that no mat-

ter how taken with ourselves we've been, every week three 

hundred civilians from the boroughs come in and say, "Why 

did you think that was funny?" When something doesn't 

work, you have to scramble. 

I asked Michaels about the changes that took 
place in the show after he left as executive producer 
in 1980. -When the original cast left. I think it 

changed.- he said. 

Everybody was compared to the original cast, and then 

they went through so many casts so quickly.... Then, when 

Eddie Murphy came along, it became "The Eddie Murphy 

Show," and he was paid differently, so it lost that feeling that 

it was a group, an ensemble that had to, if nothing else, like 

each other and work with each other. I think his brilliance 

so outshone everything else that was happening that it 

became a different show. 

It's a little better organized, better run now, because I'm 

older, but you still can't find certain writers when read-

through starts, and certain actors are not around when 

they're supposed to be, and I still, at every dress rehearsal, 

con't believe the show could be that bad—"This one has 

really hit a new low. I'm being punished"—and then the 

miracle happens. You can't guarantee the miracle is going 

to happen. You just sort of hope that it will happen and 

things will get better. Sometimes they don't. 

The show still has the power to outrage. although 
there are limits. -Suffice it to say. anything to do 

with small children or sex or the divinity of Christ 
is still basically taboo. My feeling is that if it's funny 
and its about ideas, it's all right if its on television. 

After twelve years, people should know not to watch 
this show if that's what they're worried about. 

It gets better each week. Hopefully. it will be 
perfect —someday.-
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Among the many programs with which newsman Walter Cronkite was associated 
was a series called Pick the Winner that was carried by both the CBS and Du 
Mont networks. Broadcast during the election campaign of 19.52. the show 
provided a forum for political candidates to present their views on various 
national and international issues. The series was revived by CBS for the /9.56 
campaign. 

or three and a half days in November 
1963, virtually everyone in the nation 
did the same thing: sat in front of a 
television set and watched incredible 
events unfold —the body of President 
Kennedy being brought back to Wash-
ington from Dallas; Lyndon Johnson 

moving into the White House; the lying-in-state in 
the Capitol rotunda; the shooting of Lee Harvey 

Oswald by Jack Ruby; the service at St. Matthew's 
Cathedral in Washington; young John Kennedy, Jr., 
saluting his father's casket; and the lighting of the 
eternal flame at Arlington National Cemetery. 
It was during those days that all of us suddenly 

realized the importance and power of network news. 
It kept us in instant touch with what was going on 
and allowed us to share in a period of national 
sorrow and healing. 

Television news is one of the primary reasons for 
the very existence of the commercial networks. 
With their enormous resources and technical 

capabilities, they can get us to just about any part 
of the world in seconds. If you had tuned in the 
NBC Nightly News with Tom Brokaw on the night of 
April 14, 1986, you would have heard correspond-
ent Steve Delaney telling Brokaw, live, "Tom, Trip-

oli is under attack," as U.S. bombers were bombing 
Libya. When the space shuttle Challenger exploded, 
the three networks were on the air within minutes 

and stayed on the air, live, until early evening, 
when President Reagan addressed the nation. (Ted 
Turner's twenty-four hour news service, the Cable 
News Network, was the only network that had car-
ried the launch live.) 
Television shapes the way we perceive events, 

and in so doing it often affects those events them-
selves. Anything that happens without the presence 
of the TV camera has become the visual equivalent 

of the tree falling in the forest. Did it make a sound? 
Did the event take place? Because of TV news, we 

have seen inaugurations and political conventions, 
congressional hearings and presidential press con-
ferences. TV brought the Vietnam war right into our 
homes, and in so doing, helped fuel antiwar senti-
ment in America. We watched the presidency of 
Richard Nixon crumble and the candidacies of Gary 
Hart and Joseph Biden evaporate into thin air. 
Such thoroughness of coverage was not always 

the case. In the beginning, when the networks 
began broadcasting news in the late forties, it was 
little more than televised radio. There were few 

visuals, no pictures or graphics to illustrate the 
stories. It was simple rip-and-read from the wire 
services and the newspapers. 

The first TV news show to feature newsreel foot-
age was on NBC, The Camel News Caravan, spon-
sored by Camel cigarettes. John Cameron Swayze 
was the first star of TV news. He introduced the 
various newsreel pieces on the Caravan, and when 
there was no film available, he too read from wire 
service accounts, "hopscotching the world for head-
lines." (Having a sponsor like Camel Cigarettes did 
present a few problems. No one was to be seen on 

the program smoking a cigar. The tobacco company 
bowed to world opinion for one exception: Winston 
Churchill.) 
Some  extraordinary  television  journalists 

emerged in the fifties: the great Edward R. Murrow, 
John Charles Daly, Walter Cronkite, Chet Huntley, 

David Brinkley, Howard K. Smith, Edward P. Mor-
gan. But in looking at their early programs, right up 
through the mid-sixties, it is interesting to note how 
studio-bound they remained. On-the-scene report-

ing was scarce in the days when jet travel and 
satellite technology were still in their infancy. 
Another reason for the paucity of on-location re-
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Among Dave Garrowav•s many NBC duties was hosting 
the Sunday series Wide Wide World, a show that 
e.ramined a single subject with a varietv of reports. 
many of them live. .from around the flatiron and 
the world. 

porting was the camera equipment. The big thirty-

five-millimeter sound cameras were too bulky to 
allow any kind of mobility. It was not until the late 

fifties and early sixties that lightweight sixteen-mil-
limeter film and sound equipment were developed 
that could be carried from place to place and ma-

neuvered into all kinds of tight situations. 
It happened just in time. The television news 

business reached maturity in the sixties, a time 
when there was more happening in the world than 
at any time since World War II. The Kennedy ad-

ministration, the civil rights struggle, the emer-
gence of the Third World, Vietnam —events came 
fast and furious. With the development in the sev-
enties of ENG (electronic news gathering) reporters, 

producers, and camera crews could hit the street 
with lightweight videotape cameras. The videotape 
eliminated the need for processing and could be 
used over and over again. 

Today, each of the three commercial networks 
spend between $250 million and $350 million a 

year on news. Each fields approximately eight do-
mestic and fifteen overseas news bureaus, staffed by 

one hundred correspondents, each of whom earns 
an average of more than $150,000, according to 
Broadcasting magazine. The technology continues 

to grow as well. With the new "flyaway uplinks," a 
complete satellite earth station can be packed into 
fifteen cases, loaded onto an airplane, and rushed 

anywhere the news is breaking for live reports. 
With CNN, the morning news shows, ABC's 

Nightline, local news, and weekend newscasts, we 
have access to what's going on any time of the day 
or night. In spite of cutbacks in the network news 
budgets, we still are offered an astounding variety 

of TV news sources. But too often, television news 
is an all-seeing eye but not a brain. Some critics 
maintain that with all the coverage available, in an 

effort to get as many stories on the air as possible, 
actual reporting is limited to "Here they come, 
there they go" journalism: the diplomats are enter-
ing the meeting room and now they're leaving. 
It's not enough to stop and look. We have to be 

able to stop and think, to understand what we're 
seeing. TV pictures can be so vivid and immediate 
that sometimes little thought is given to the back-
ground of a story or its future implications. Most 
network analysis is reserved for those rare moments 
when there are no pictures to show. 
The networks still produce documentaries, but 

not as many as in the days of Murrow. A few sub-
jects are given the full, in-depth treatment. In fact, 



sometimes an entire evening of prime time is de-
voted to a single issue, although not on a night 
that's too crucial to the ratings. Other topics are 
given the quick once-over on such magazine shows 
as 60 Minutes, 20/20, and West 57th. Some sub-
jects get just the amount of attention they deserve; 
others require more. 
For more information, one resource is public tele-

vision. PBS may not have the wherewithal of the 
commercial networks or CNN, but it does provide 
thoughtful analysis with The MacNeil/Lehrer News-
hour, the work of Bill Moyers, such documentary 
series as Frontline and Eves on the Prize, and such 
shows as Wall Street Week and Washington Week in 

Dave Garroway had no journalistic qualms about 

pitching his program's sponsors when he became the first 

host of NBC's Today shoo' in / 952. 

Review. They may not be able to send a special 
report from Rabat in three seconds, but they offer 
useful, often expert reportage and commentary. 
The commercial networks may be heading 

toward just this kind of in-depth reporting, more 
background and analysis on fewer stories. That's 
partly because of the budget cutbacks: Such cover-
age can be cheaper to produce. But it's also a func-
tion of competition between the networks and the 
news shows being produced by local stations. With 
the satellite technology available now, local news 
teams can also receive worldwide reports and even 
send their own correspondents to a political conven-
tion or a summit meeting. What surveys are show-
ing is that the strength of the networks is not 
necessarily their ability to bring in pictures, but the 
expertise of their journalists. The local station in 
Paducah can ship its anchor to Reykjavik, but it is 
unlikely that he or she will have the knowledge and 
expertise of a network newsperson who has covered 
a specific beat for a long time. Such people bring a 
knowledge to the news that the local stations can't 
top. 
The public wants to know more, and in spite of 

layoffs and budget cuts, accusations of bias, in-
sularity, and shallowness, there are a few hopeful 
signs that TV news will continue to grow and be-
come more thorough and valuable than ever. 

FRED FRIENDLY 

To the delight of some and the annoyance of others, 
Fred Friendly remains the conscience of television 
news. He's one of the upholders of the old H. L. 
Mencken dictum that the purpose of journalism 
should be to comfort the afflicted and afflict the 
comfortable. Depending on to whom you speak, 



Below: Sharing a brief lull in the Today show action with Dave Garrowav was one of the 

key factors in the success of the program in its early years: J. Fred Muggs. a chimpanzee 

whose antics enlivened the Today proceedings and attracted early-morning viewers. 

Hugh Downs (second from left) hosted the Today show from 1962 until 1971. During 

those years he was assisted by Jack Lescoulie WO, who had been with the show from the 
very first Garroway broadcast, newsman Frank Blair (right), and Barbara Walters, who 
began her career at Today as a scriptwriter. 
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he's either a supreme defender of the First Amend-
ment or a royal thorn in the side. 
He was working as a radio producer in Provi-

dence, Rhode Island, in 194.8, when he got the idea 
to put together a record album of radio news his-
tory. He took his notion to one of the best-known 
and most credible voices of broadcast journalism— 
Edward R. Murrow. That began one of the most 

noteworthy partnerships in television news: Mur-

row as correspondent, Friendly as producer. 
Together, they created the series, See It Now, in 

the fall of 1951. "Edward R. Murrow and I were 
new to television," he said. "We were products of 
radio journalism. But we did know that we had this 
new instrument, and we wanted an opening that 
would be a statement of what we were trying to do. 



-That !same autumn uf 1951. the first coa‘ial 

cable acros!. the cinintr\  ent thrungli to San rrati-

ci!scii. It occurred to  that for the tir!.t time. man-

kind could ..ee the Atlantic ()cean and the laiifir 
orra „  „ne  hai l e\  („.  ,ibit. ti, 

du that liefure. SI) \% e tal ked  it  ON  %%()  ( Milt 

an opening.'" 

I•a mera ..Itimed the  1{ridge and the 

\lanhattan ..1,‘ line. Another camera. a continent 

.liii‘‘eil the Gulden Gate Itridge in San Vran-

el:sm. The t‘w li‘e picture!. N%ere placed !-ail(' I)N 

• -Here.!. tile Atlantic. here-, the Pacific Ocean.-

•  \Itirrom.. 

We're the first ones to be able to use this instrument. We 

hope we learn how to use it with those pictures on the first 

program, and we hope we never abuse it. I hope we never 
get too big for our britches." It's as good an epitaph as 

anybody cou,d have. It cost us a lot of money, three or four 

thousand doliars, which was a lot of money in 1951. And I 

can remember we kept it a secret because we didn't want 

the budget people, or top-management people, to tell us 

not to do it. And somebody said when they first heard about 

it, "Why didn't you just run a film of the two?" We said, "But 

that's not the idea. The idea is that we are shrinking the 

earth in those first three minutes of a new television series." 

The effect on the audience of seeing those two oceans 

side by side was startling. We thought it was just a passing 

moment, but it's had a half-life of thirty-five years. People still 

talk about it because. I think, it was a metaphor that said 

that this is different from the pen and pencil, different from 

the typewriter; this instrument can teach; it can illuminate; it 

can inspire —otherwise it's just "lights and wires in a box," 

something Murrow said subsequently. And that all came 

together with those pictures: the words were right, the pic-
tures were right, and the technology was exploding right in 

front of your eyes. You said, "This is television—what a prom-

ise!" 

Television can show you the Atlantic and the Pacific, and 

television can show you the face of the moon. But it can 

also show you the face and heart of man. And perhaps 

what it does best is the latter. When used properly, it is still 

the best lie detector—although it can be fooled —still the 

best way of transmitting to the public where the truth is, if 

people will see it. It's very hard to lie to the camera very 
long. 

2 1 1 



David Brinkley first attracted national attention with his pointed. slightly 

irrecerent anchor work during :NBC's cocerage of the 1956 political 

concentions, ihe .lirst time he tl'a  paired with newsman Chet Huntley. lite two 

gained .1ame as the co-anchors of The Iluntle-lirinkk.  Rep( wt. Brinkley left 
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This Week Nith Da% id lirinkleN. 
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Mu m m's abilities and innovation were the keys 

to See h Anw •s success. In its second season. the 

series traveled to Korea for a report in a style that 

were very used to now —a personal look at a war 

and the people fighting it. Then. it was a first: a 

sixtv-minute  documentarN  called  L'hrisImas  in 

Korea. —We were still trying to figure out how to use 

the camera... Friendly recalled. 

Murrow, because of his experience in World War II, much of 

it in Britain, always found himself going to where there were 

soldiers. He loved people who worked with their hands, 

whether they were farmers or soldiers. He went out to Korea 

several times. And then we said, "Why don't we do an hour 

program—not just a half-hour—from Korea?" 

We sent five camera crews with big thirty-five-millimeter 

equipment. Each camera weighed two hundred and fifty 

pounds. Five cameramen, five sound men, heavy equip-

ment, lighting equipment, storage batteries, sound equip-

ment, and five reporters. 

The camera equipment then was not what the equip-

ment is today. Today you can zoom; you can dolly. We 

could zoom, but not the way it can be done today. We had 

to change lenses—lenses were great big things. Even for 

me at my size—we could barely carry that camera across 

a mountain. It was very primitive. But I think fancy-pantsy 

tricks by cameras take away from the story anyway. 

Murrow and the crews stayed there for ten days or so, 

shot fifty thousand feet of thirty-five-millimeter film, and sent 

it all back. My colleagues and I edited it down within a 

matter of two days, as I remember it, to a one-hour program 

that began with a marine digging a foxhole in Korea. It was 

the first time the face of war was seen in living rooms. A sort 

of broadcast prologue to Vietnam, taking a point of view 

very sympathetic to the soldiers eight thousand miles away 

on Christmas Eve. White Christmas: a lot of sadness, a lot of 

poignancy. It was a view of war: how cold it can be, how 

hard it is to dig a foxhole—and Murrow being there. Murrow 

used the word communications. I remember when he got 

back, he said, "Fritz"-1 hated that, but that's what he used 

to call me—it's a great communications instrument. It tran-

sported the whole country to Korea." 

What "ti mm and See h Now will be. most 

remembered for is the courage to tackle senator 

Joseph McCarthy. 

The disease called McCarthyism had been around for 

three or four years. People would come to Ed and to me 

and say, "Why don't you do something about that?" And Ed, 

laid-back, would say, "Well, we will. But we can't do it until 

we find the little picture that will do it. What do you want me 

to do, make a speech? Want me to do a sermon?" He not 

only hated that kind of television, he thought it had no 

place. 

We found it first in 1953 in the story of a single air force 
lieutenant, Milo Radulovich, a twenty-two-year-old who was 

cashiered because his father, mother, and sister were al-

legedly Communists. We did that, and Milo Radulovich was 

restored to active duty. 

Then we began collecting material on McCarthy: thou-

sands and thousands of feet of film, every speech, every 

hearing—everything. By March 1954, we decided we had 

enough to do a very critical examination of this man who 

was guilty of character assassination and was Making 
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Americans believe that their leadership and their neighbors 

were Communist agents. 

CBS had given us a half-hour of airtime. It was ours, not 

the sponsor's or the company's—we could do anything we 

wanted. We went to them and said, "We're doing a pro-

gram about McCarthy. How'd you like to buy an advertise-

ment in the major newspapers so people will know we're 

doing it?" They said, "No, thank you." I think they were will-

ing to have it be Murrow's responsibility, but they didn't want 

to brag about it. So Ed and I went out and bought and ran 

quarter-page ads:—TONIGHT, A REPORT ON SENATOR MCCARTHY. 

And at the bottom, because every ad had to be signed, it 

Said MURROW AND FRIENDLY. And I still remember that the ad in 

The New York Times cost eighteen hundred dollars and The 

Washington Post a little bit less. A lot of money in those— 

and these—days. 

A week later somebody very high in the company said to 

me, "You may have cost us the network." They meant that 

the pressure from McCarthy's allies, from the government, 

and from advertisers would cause the web—the collection 

of 180 stations that made up the network—to disintegrate. 

Public opinion was against Murrow in the first weeks after 

the program 

The chairman of the board of CBS, William S. Paley. was 

asked by Murrow the night before the program, "Do you 
want to see it?" He said, "No, it's your responsibility. You got 

it right?" Ed said, "I think we got it right." 

Paley said to him, "If I were you I would announce that 

McCarthy will have a half hour of time to answer you." 

And then that night or that morning. I guess, Paley called 

up Murrow and said, "I'll be with you tonight, and I'll be with 

you tomorrow." 

We figured the only way to show McCarthy's technique of 

smears and half-truths was to show what he did: character 

assassination. We showed Reed Harris, who was the subject 
of a hearing, a former Columbia University student who had 

been kicked out of college when the campus newspaper 
had been critical of the administration. McCarthy used that 

on him, fifteen years later, to destroy him. We went back to 

show that attack on him, then we went back to show why 

he got kicked out of Columbia—because he wrote a book 

about the fact that football had become, at some colleges, 

a subsidized racket. 
McCarthy accused Adlai Stevenson of something Ste-

venson was not guilty of. We showed the accusation by 

McCarthy, and then the real truth: that Adlai Stevenson, who 

had just run for President and lost, had nothing to do with 

that, was not a Communist, was not a fellow traveler. We 

took seven or eight charges by McCarthy, we put them on 

as they happened, and then we rebutted them—either with 

film or with Murrow saying the truth. 

But for all the film and all of the showing of McCarthy's 

techniques of character assassination and Murrow's rebut-

tals, what emerged from that program—what made the 

difference—was the presence and integrity of Ed Murrow, 

remembered for his reports from the Battle of Britain. Look-

ing into the camera, especially in those last three minutes, 

and saying, "We will not, we cannot live in fear of one 

another. This man has made us spy on each other; that's not 

what this nation is about. And whatever the threat of Com-

munism, the answer is not turning on each other." The fact 

that a man of Murrow's stature could do that made other 

people say, "We don't have to sit back and listen to 

McCarthy any longer. We can write about him; we can 

attack him." Others had done it before, but this was Murrow, 

a powerful man because of television, and his reputation, 

taking a crack at this man who was a menace to all Ameri-

cans—to all the world. 
In the end, the death blow to McCarthyism was not our 

program. McCarthy destroyed himself when some of his 

hearings were televised. 

As they went on, you could see McCarthy almost having 

a nervous breakdown on television. And Joseph Welch, the 
conservative Boston lawyer who was the counsel for the 

Army said, "Senator, I will say no more. I never thought I 

would see such cruelty. How cruel you are to attack a man 

who isn't even here. These hearings are over." And 

McCarthy just sat there, humiliated in front of the nation. 

I think the end was not gradual after that. He turned to 

drink, and several years later died of cirrhosis of the liver. A 

dark mark in the history of this country. 

See h .Votc ended in 1958. and Morrow's disillu-

sionment with commen•ial televisitm eventually. 
sent him away front CBS to Washington. where he 
served as John U. Kennedy's director of the United 

States Information Agency.. Shortly before his de-



4/though he never anchored a nightly !decision newscast. I..(lward I?. .11urrow 
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parture. there \vas one other Vriendl\ \liirrov, col-
laboration. \N ur-king \Aitli producer Ifa \III I,o\\e. The 
documentar\. Ilarcest of Shame. about the nation's 

migrant \sorkers. became another high point in tele-

vision journalism. I can reim•mber FAI's ending to 
that program.— Friendl \ said. It still resonates. lie 
said. "Those are the iieople out there \\ ho make ii 

the best-fed people in the histor\ of the \\ odd. The\ 
don't earn a living. The\ ha \ e no constittienc‘. 

The\ can't do an\ thing to help theinsel\ l'!". \la\ be 
we can. Good night and good luck I \Iiirro\‘'s trade-
mark igni-of1I. 
Friend! \ sta \ ed on at Cliti  e\ enttiall\ ser\ - 

ing as president for h\o \ ears. N%atching and e\ abl-

ating some of the ke\ political figures and e‘ etas of 
the sixties. 

Television is not an X-ray machine. It can't see my ribs, my 

heart, my lungs—but it can see truth. It can tell when some-

body is a liar. It can measure integrity. It's not foolproof, but 

most of the time it will determine whether somebody is lying 
or not. 

For a long time Richard Nixon fooled the camera. When 

he made his speech in 1952, when he was running for vice 

president, and it was reported that there was a slush fund. 

He defended himself, not by talking about the issue, but by 

appealing emotionally: talking about the fact that he was 

just a plain man, he said, with a wife who wore a plain coat, 

and his daughters had a little dog named Checkers, and 
he wasn't going to give that up. 

He was making on emotional appeal to the American 

public. And because the American public loved Eisen-

hower and wanted him for president, they took Nixon as a 

vice-presidential candidate. He got away with it that time. 

But then in 1962, when he lost the California governor's 
race, he made his "You're not going to have Richard Nixon 

to kick around anymore" speech, which was another ner-

vous breakdown right on television. 

In the end, a combination of Watergate and his response 

to Watergate caused the American people to finally make 

the judgment that he was not the man he said he was. And 

when he said in that Saturday night speech, "I'm not a 

crook. I'm not a crook," I think the verdict of the American 

people, and of history, was the opposite of what he was 
saying. 

'Him. \ear-  of  r„in_ 

cided \\ ith the maturation of tele\ ision net\\ork 
ne\\ 

John F. Kennedy [had] a new, cool way of using television. 

He had great attentiveness; he could stand up in a news 





The power of demagogir Senator Josrph .11cCarth.v. as he spearheaded a ruthless 

search /or Communists in government. was challenged hv journalist Edward R. 

Murrow on a historic edition of his CBS Vett's series. See It Now. The 

program. which revealed the truth behind .1IcCartkv's accusations. was a major 

step in the destruction of .11cCankv's mign of terror. To .11cCartkv's  is 

voting stag' aOle Roy Cohn. 
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conference like a whiz kid and tell you all kinds of informa-

tion that no president and few politicians ever could. I re-

member him -nost from an interview that I produced that 

was on all three networks. It was just before the Christmas 

of 1962, in the Oval Office. He always looked younger than 

you thought he was going to look. I remember him being 

quite reflective but sayirg, "This job is tough, tougher than 
I thought it would ever be." 

I don't think anybody had ever thought of using television 

that way before. He knew that he couldn't kid the camera, 

that he had to be nimseff. And of course the Bay of Pigs in 

1961 taught him a little bit of humility. 

I think Kennedy was a television ncrural. At the beginning 

he was awkward, when  was a congressman reading off 

cue cards, eventually off TelePrompTers. He was so frigid at 
the beginning. Most people were scared of television, are 

scared of television. . . . 

If you had to say the moment television news became 

the way that people got their news, I suppose you would 
have to say it was the early sixties, when nightly news first 

went to a half hour. Martin Luther King and the civil rights 

marches in Montgomery and Birmingham, children being 
barked at and bitten by police dogs. 

And then the Vietnam War, the living room war. "War is 

hell," General Sherman said after the Civil War. Those were 

mere words until Vietnam—you sow that war. I think if Britain 

had seen World War I on television, it might not have lasted 

as long as it did. The television war went on for twelve years, 



Television helped destroy the political career of Senahn. Joseph McCarthy in the 

fifties. after he launched a crusade against alleged Communists working in the 
United States government. The televised .4rmy-MrCarthy hearings in 1954 
revealed McCarthy's shoddy tactics in unrelenting detail. He was censured by 

the United Slates Senate and died three years later. 
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CBS Arm's Correspontbmt Ihtwnrd A. Smith does a lice report from Central 

High School in Little Rock. •Irkansas. in September 057. when Federal troops 

were sent to enfo re(' a Supreme Court ruling against segregation in the public 

schools. .1 reporter (loin,: a lice stand-upfront the .4te of hreaking  as 

complicated technological novelty then. Today. it's standard procedure. 
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and half of it was on television every night, half of those 

years. The war became an electronic war; the television 

became an electronic soapbox; the presidency became 

electronic, for better or worse. The electronic hearth was 

where history was being made, and this country will never 

be the same again. I don't think the world that has television 
will ever be that way again. 

Coverage of the assassination of President 
Kennedy was equally critical. Friendly said. 

Those four days of massive television coverage of the 

Kennedy funeral held the nation together. A nation which 

had a forty-year-old president shot from under them was in 

danger of disintegrating in an emotional tantrum. It could 

have happened—riots in the streets. Lyndon Johnson, to his 

great credit, stepped into that vacuum. 
I think it was broadcasting's finest hour. And I think it may 

have saved this country; at least it got us through that pe-

riod, until we had a succession to the next president. There's 

no way of understating what three commercial networks— 

and public television, having just come into the world—did 
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during that time. People at all three networks made the 

decision: no commercials, and more important, no enter-

tainment programs. Television was for those four days the 

sinew, the stabilizing force, the gyroscope that held the 

country together. This nation has its faults, this industry has 

not always delivered on its promise, but for those four days, 

after Lee Harvey Oswald pulled that trigger, television per-
formed as journalism very seldom in its long history has ever 

been able to. 

WALTER CRONKITE 

He began his journalism career working for the old 

United Press wire service, did his required time in 
radio news, and joined up with CBS in 1950. Now 

only semiretired, there has never been another an-

chorman like him —the avuncular presence that as-
sured audiences every night that the world was still 
spinning, if occasionally slightly off its axis. 
Walter Cronkite anchored the CBS Evening News 

for almost twenty years. He also served as the corre-
spondent who guided us through national events 

and crises —from political conventions to wars and 
assassinations.  His enthusiasm for America's 

manned-space-flight program was contagious ("Oh, 
boy!" he would exult at a lift-off or man's first trip 
to the lunar surface). It almost seemed that if Cron-

kite wasn't there to cover an event, the event just 

hadn't taken place. 
"There is a natural curiosity on the part of all of 

us to be present at the scene of great events," he 
said. "That is pure television; that is the one thing 

that is strictly unique to television —that ability to 
go there at the time it is happening. The satellite 
has given us that capability around the world. 
Whether it's a tragedy or whether it's pageantry, a 
scheduled event or an unexpected one, that is what 
we are about. . . . 

"I think the turning point was the return of 
MacArthur from Korea and his arrival at the airport 
in Washington. Those who had TV sets tuned in. As 

more and more people got sets, it became more and 
more the national phenomenon for everybody to 
tune into their TV set at the moment of crisis." 
At no time was that truer than during horrible 

days following the assassination of John F. 

Kennedy. 
"I was actually standing up and leaning over the 

teleprinter at the very moment that the bulletin 
came in." he remembered. 

The first bulletin was that shots rang out as the motorcade 

passed through Dallas. Then, of course, events began tum-

bling in on us: The motorcade had veered off and was on 
the way somewhere, and then the motorcade was on the 

way to Parkland Hospital. We got on the air very shortly 
thereafter. 
We got on with audio bulletins on the 1V network within a 

very few minutes, just whatever it took me to run around the 

corner into the audio booth. We did not have a warm cam-

era in the newsroom. Ever since then, we have always had 

a warm camera there. 
I was on audio only for maybe ten minutes until we got 

the camera warmed up and in the studio, and then we got 

onto TV. My first reaction was "Good God1"—for humanity, 

for the American people, for John Kennedy. I didn't have 

any idea of course in the first moments how badly he might 

have been hit. The second reaction was: We have got a 

terrific story—we have got to get mobilized, get going. 
I think that we all sense constantly a responsibility for our 

words, particularly when it's all extemporaneous, as this 

was. There was no script for any of it. It was all ad lib; it came 

as the pictures developed. 

How can one keep ad-libbing over so many 
hours? "We have a superb research department at 
CBS News," Cronkite said. "They develop material 

very quickly overnight. There was a lot dumped on 
my desk about previous funerals of heads of state, 



Jacqueline Kennedy at the White House entrance with her children, John junior 
and Caroline, waiting to join her late husband's funeral procession. Behind 

them are the president's brother and sister, then—Attorney General Robert 
Kennedy and Mrs. Ethel Smith. Tke Kennedy assassination led to some of the 
most extraordinary moments in television history. The networks suspended all 

regular programs for four days, covering the biggest news story of them all. 
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previous assassinations of heads of state, the way 
the funerals were handled, the presence of family. 

members. and so forth. There was a lot of research 
material available —not written in a form to be 
broadcast, but I went through the material when-
ever I had a moment to get an idea of where we 

might go with something. So I wasn't led only by 
the pictures. 

—We have a very close liaison between the an-
chorperson and the producers and directors of the 
broadcasts: if I have an idea of something W e might 
pick up that either has occurred to me at the mo-
ment or that I have from the research material, we 
work together on that. So its not just following the 

picture and doing cut lines. There is an integration 
with production to give it a rounded essence.'" 
Cronkite's ability to reflect the emotions of the 

American people also came int() play in his report-

ing on the Vietnam War. As our attitudes toward 
the war were changing. so were his. 

I think that the first impression I had that things weren't quite 

what they were represented to be in Vietnam was on a visit, 

I believe in 1963, when I went up to Cam Ranh Bay and saw 

the vast effort being made to build a port at a time when 

we were being told that the limit of our involvement would 

be—and I don't remember the numbers exactly, but let's 

say 110,000 men, or something like that. Well, clearly, the 

facilities at Cam Ranh Bay were meant to take care of a 

half a million men or more. Checking back, I found that the 

supply line was being filled all the way back for a huge 

buildup. That's when I first realized that we were not getting 

the full story from our administration about our intentions in 

Vietnam. My doubts began at that point. 

The other impressive thing was that as you got around 

Saigon in those days and talked with the officials in-

volved—the pacification officials or the military officials or 

the AID [Agency for International Development] officials, 

you got different stories from each group. There wasn't a 

single cohesive story about what was happening in Viet-

nam. That made you wonder on what basis Washington 



During the November /963 weekend of the Kennedy assassination. one 
unhelievable event J'alhowed another..-Is Lee liarcci 0.wysh/_ the accused 
assassin (!f Kennedv_ was being moved from the Dallas Oh Hall. he ,vas shot 

and killed be/re television cameras by nightclub owner Jack Rubt. llithin one 
hour of the shooting. four out of every jive television sets in 'lmerica were 
turned an. 
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was making its decisions. Up to that point I had felt we were 

right in being in Vietnam; I felt that it was a case where we 

had come to the aid of a nation that, while not a democ-

racy at the time, had hopes of becoming one, and if we 

were going to preserve the ground for a democracy there, 

in an area of the world that was threatened by an imperial-

ist takeover by another ideology, we had to be there, had 

to give them some help. We then got desperately overin-

volved. The American people were not told the extent of the 

involvement. 

As it was with so many !Americans. the l()68 Tel 

O ffellSiVe WaS critical iii affecting Cronkite's \ ie\\ of 
the fighting in Southeast Asia. 

Here was a major offensive that we had been told they [the 

Vietcong and North Vietnamese] were not capable of 

mounting, and they did mount it, and at first it was very 

effective. So as soon as it broke, we [at CBS] discussed the 

matter, and we decided we would do something rather 

unique and rather daring and risky. I would step out of my 

role as an impartial newscaster and go out there and do 

a sort of first-person impression of Vietnam and attempt to 

cut through all of the confusion of the moment. 

It may have been a very immodest and egotistical exer-

cise for us at CBS News to assume that anybody could or 

should do that, but when I got out there I felt that this did 

indeed show that the Vietcong and North Vietnamese sup-

porters had a lot more strength left than we had been led 

to believe. It was obviously a much longer war than we had 
ever dreamed it would be, it was going to require more 

forces and a greater American commitment than we had 

ever been told it might take. 

I came back and made some rather strong conclusions 

about it. I concluded that we ought to say that we had 

done the very best we could, we tried, it didn't work, and get 

out.. . . 

I learned only later that Lyndon Johnson apparently said, 

"Well, if I've lost Cronkite, I've lost middle America," or 

something of that kind. I don't believe that was the deciding 

matter at all. I think it was just another drop of water in a 

great torrent that was overwhelming Lyndon Johnson at 
that point. 

\Ian\ \\ mild disagree. 

A fe‘s \ ears after Ili] resigned. Cronkite inter-

\ iev,ed Ili] for a telex ision special looking bark at 

the Johnson  toresidenc\ . Johnson remembered 

(!rolikite's To broadcast. —Ile said I \%a,  rong. of 

course. Ile belie eil lie \\as right all along. . . . 

There '.'ere smut.. moments \\ lien lie grabbed in\ 

lapel and pulled III\ 1141st. CIOSe to Il k. alld \‘ lieu  \ oil 

get our t\\41 noses together. \  'nue quite a feat! 

lie felt that I had gone o\erboard. — 

Cronkite's position brought him into contact \\ ith 
man\ of our leaders. Nimada\ s_ he can afford to be 



!falter Cronkite accompanied prmer President Dwight D. L'isenhower back to 
Normandy Beach in I96-1 fin- the production of 1) Day Plus 20. a 
documentary that captured Eisenhower's memories of' his role as the Allied 
supreme commander in charge if the invasion (y. Europe in /944. 
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a little more candid about some of them. -Richard 
Nixon looked on television as he was seen to be by 

so many Americans, a little devious,- he said, 
-lacking perhaps in sincerity. It came across as 
hiding something, telling you one thing while doing 

another with ulterior motives perhaps. I don't think 
this is just hindsight that makes inc say this. I 
believe that that's how he was seen at times, a little 

shifty-eyed. . . . 
-In one-on-one, he wasn't quite that way. He was 

much more direct and much better than he was in 

an attempt at a public speech —far better.-

Interviewing politicians like Nixon was one of the 
hardest parts of Cronkite's job: 

They are going to do everything possible to avoid their 

erro:s showing up on camera or their indecision showing up 

on camera, so its not easy. You just have to keep digging 

and try to be as conversant as you can with the subject, so 

that when you don't get an answer, you know it and can 

come back at it from another angle. 

Port of the problem of interviewing politicians on televi-

sion is the time element. You're covering a lot of ground, 

and you just don't have the time to keep coming at him or 



aber Cron kite's prominence as -1 merica's number one anchorman du rinp the 

secenties brought him into contact with the leaders of the world. including 

Egiptian President  n war .sa/at. That led to Cron k i te'spla ing a role in the 

bringing together of Sadat and Israeli Prime ;Blaster Vernally'', Begin via 
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her at enough angles to get the facts, where you really can 

achieve something. 

I think another aspect of it is that we have become a little 

too confrontational in our interviews, so that the subject is 

ready to be combative and, by gosh, isn't going to let the 

interviewer in there. I think if you approach this differently—if 
you are trying along with him or her to help the public 

understand what the problem is, you are likely to be more 

successful. That's been my policy, and as a consequence 

of it, I've sometimes been referred to as a sort interviewer. 

Politicians recognized Cronkite's power, not onk 

as a newscaster and opinion leader. but as a poten-
tial candidate himself.. 

I've been visited by official delegations from both parties, 

as a matter of fact, both wings of both parties, for all kinds 

of offices, everything from mayor to Senate to the presi-

dency itself. 

I don't think I could be elected, because I've got very 

strong feelings, positions that people wouldn't know I have 

until I get out on the campaign trail, and then it's a little 

late—you are going to lose awfully large segments of the 

population. 

Besides that, what really bothers me is that not one of the 

delegations that has ever called on me has ever asked me 

first what I stand for. They've never presented me with a 

menu of major items that election year and asked my posi-

tion. They've only talked about how easy it would be to get 

me elected. My name is already well known; the fund-rais-

ing would be simple. They go into all the technical details 

of getting elected, but never what I stand for. Now that is 

highly cynical. It indicates one of a couple of things that 

annoy me a great deal. Either they think it's not going to 

matter what I think—they'll handle that part of it—or they 

don't think it matters what a person stands for as long as 

they are popular and have some of this thing called cha-

risma. That's terribly cynical. That can't lead to a very effi-

cient democracy, it seems to me. 

What can help lead to an efficient democracy is 

the reporting that Cronkite and his colleagues. at 



7'om Brokaw worked his way up from local television news to the post of White 
House correspondent. host of The Today Show, and now. one of the three top 
correspondent jobs in the country: anchor and managing editor of The NBC 
Nightly News with Torn Brokaw. 
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their finest, can provide. The best informed of the 

men and women who work as network correspond-
ents can shed light on events and issues, even under 
the enormous time constraints of the evening news. 

TOM BROKAW 

On the day Richard Nixon resigned the presidency, 
August 8, 1974, a network correspondent was 
standing on a box in Lafayette Nark, the White 

House over his shoulder while he talked. 
It was Tom Brokaw, doing his job and doing it 

very well, telling the nation what was about to hap-

pen —just the facts. 
Now, Brokaw is one of the Big Three —the an-

chormen of the commercial networks evening 
newscasts, watched by some forty-four million 

Americans every weeknight. In his position as an-
chor and managing editor of the NBC Nighilv News 
“'ith Am Brokaw, he finds himself in one of the 
most visible positions in the country. 
Brokaw worked his way up through the ranks of 

local and national television news and has one of 
the strongest journalism backgrounds and reputa-
tions in network news. He was born and raised in 
Yankton, South Dakota. . . . "I grew up in a part 
of South Dakota where we didn't get television 

until —well. I didn't get television until the mid-
1950s. I was in high school by the time I saw it on 

a regular basis.-

Brokaw began working in broadcasting at a local 
250-watt radio station: 

The signal reached just about to the end of the street. 

. . . I started when I was fifteen. It was magical to hear the 

sound of your own voice and a better job than sacking 
groceries. I learned a lot there. I have given credit for what 

skills I have as an ad-libber—for being someone who does 
not panic—to that station, because there I was at fifteen, 

with fuses falling out of the transmitter, things breaking 
down, having to gab my way through all kinds of experi-

ences. 
It was very instructive, and also. I suppose, the beginning 

of my addiction. I thought more conventionally, and I think 

my parents did as well. I came from a working-class family. 
My parents wanted me to go to college. I think they ex-

pected—and I expected—that I would grow up to be 
something conventional, like a lawyer, and have an office 

and do a nice white-collar kind of job. But it was that early 
experience with the radio and the news ticker, the chance 

to share with people in the audience what was really going 
on .. . 



In August 1963. two hundred thousand demonstrators—and millions more via 

television —watched as Dr. Martin Luther King declared from the steps of the 

Lincoln Memorial. "1 have a dream. — Television coverage of King's speech and 
the entire civil rights movement was an es.sential element in the fight for racial 
equalitv. 

226 



Television was an invaluable ally of the civil rights movement. bringing the 

story of the elfos of Martin Luther King and other civil rights leaders to the 

entire country. T1 - captured such moments as the climax of Dr. King's march 
from Selma to Montizomerv. .4Iabama. in March 1965. 
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College did not go as smoothly as Brokaw ex-
pected. "I had a meteoric high school career. I was 
a high school star. I went off to college and I found 
out that you couldn't get along on just a smile and 
your easy charm. 
I kept drifting back into radio and television 

because I could always get a job there. That was a 
problem as well, because it was an easy out." 
Brokaw dropped out of school. "I went to work 

for a television station full-time when I was twenty 
years old, and I discovered how desperate life would 
be if I didn't get my ass back in class. So I went 
back and got squared away, completed my political 
science requirements for a degree, and worked at 
the television station in the meantime." 
Brokaw got married and graduated from the Uni-

versits of South Dakota. He and his wife, Meredith, 
headed for Omaha, Nebraska, and a job at station 
KMTV in 1962. "I landed in one of those rare 
places in the American television spectrum where 
the newsroom was run by a man of old-fashioned 
news values. He kicked my copy back to me and 
looked over everything we did. We were wholly 
competitive with the newspaper in that town in 
terms of breaking stories and knowing what was 
going on. It was very exciting. 
"I think some of my friends from college would 

come down there and wonder, 'What the hell is he 
doing there? He's making no money and is out 
chasing fire trucks, going to City Hall, staying up 
half the night, working on stories. I learned a great 
deal there. It turned out that that station cranked 



In June 1963. Buddhist monk Quang Due doused his robes in gasoline and set himself on 
fire to protest alleged persecution of Buddhists by the South Vietnamese government. 

Horrible pictures such as this, transmitted to America by television. slowly fed increasing 
American discontent with our involvement in Southeast Asia. 

In 1975, shortly before the fall of Saigon. American television viewers were horrified by 

footage of Vietnamese children burned and running in terror from •bomb attacks during the 
final days of fighting. 
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out a lot of very good people who are in the system 
around the country now." 
The station was small enough that everyone did 

everything, including run the camera. "I was terri-
ble, awful," Brokaw said. "It was a sixteen-milli-

meter Bell and Howell. The running gag is that 
Brokaw got to be an anchorman because he was so 
rotten with a camera." 
From Omaha, Brokaw moved to Atlanta and 

fifteen months as the anchor of the late evening 
news at WSB-TV. During Brokaw's brief time there, 
Julian Bond was denied a seat in the Georgia House 
of Representatives, the Klan marched in Atlanta, 
and Martin Luther King, Jr., was preaching at his 

father's church. "It was a real privilege to have 
lived in Atlanta in those days, because you really 
saw the best and the brightest of the South coming 
to grips with this terrible, terrible problem of rac-
ism in a courageous fashion." 
In 1966. NBC sent Brokaw to KNBC-TV in Los 

Angeles. He was the anchor of the late evening 
newscast there, as he had been in Atlanta, but he 
was also carving out a reputation for himself as a 
good political reporter. One of his first assignments 
was Ronald Reagan, then running for governor 
against incumbent Democrat Pat Brown. "I used to 
ride around on the bus with Lyn Nofziger and Rea-
gan out in Orange County, which is a sanctuary of 
conservative thought. He'd speak at coffees and teas 
and so on. . . . 
"They kept him carefully sealed off from the 

press, by and large. You couldn't get very close to 
him. He was not at ease as a candidate in those 

days. He had a real mean streak about him. He 
really felt that he was on a crusade. The fact of the 
matter is, in fairness to him, I think the press in 
California was pretty much loaded against him. Pat 
Brown was very popular, particularly with report-

ers. And Ronald Reagan, actor —he got no respect, 
as they say. He really didn't, and I think that it 

irritated him. Moreover, he had come from an envi-
ronment in which he had been pretty well protected 
by studio press agents. . . . 
"All that happened in the sixties came to rest in 

California,- Brokaw said, explaining why it was an 

exciting place for a TV newsman starting to hit it 
big. Brokaw covered everything from the free-

speech movement at Berkeley to the assassination 
of Bobby Kennedy after the California primary in 
1968. His politically savvy coverage of the Califor-

nia delegations at both the 1968 and 1972 Demo-
cratic National Conventions helped him win 

attention from the network news bosses. He enjoyed 
working the floor at the conventions. "1 think it's 
the best job in the world," he said. "It's better than 
being the anchorman in the booth, I think. It's 
jungle rules, you live by your wits, and it's physical. 
I think if there is one job for which I am suited, it 
is that job. 
It was Brokaw's work at the 1972 Democratic 

convention that led him into national big time. 

I really had the California delegation wired. I was feeding 

stuff up to the booth all the time, and we were getting one 

beat after another on CBS and ABC. I just kept cranking this 

stuff out for them, having a lot of fun. At the end of the week, 

we had this big party, and John Chancellor took me aside 

and said, "You know, you're going to have to decide one 

of these days whether you want to keep that good life in 

California or be a grown-up and come back and be a 

network correspondent." 

[NBC News President] Dick Wald came out at one point. 

We had a long lunch, and he said, "What do you think 

about the White House?" 

I said, "I hink that's very fast water to jump into." I felt 

confident I could do it, but, you know, Dan Rather was a 

.400 hitter there. 

Wald said, "Well, why don't we send you to London for a 



411 .41' photographer and a Vietnamese cameraman working .1Or VIC News were 
present for one of the most horrible and indelible images of the /968 To 

111fensice in lietnam: 4 1 ietcong suspect was captured and summarily executed 

in .front  the cameras hy .South lietnamese Vaional Police Chitf \gu.ven 

Agoc Loan. 

230 

year and then bring you to the White House? That will get 

you some credentials as a network correspondent." 

I said, "That makes a lot of sense. Besides, Meredith will 

move real easily to London from the beach. I'm not sure 

she'll move so easily from the beach to Washington." 

Then they called back and said, "No, it doesn't make any 

sense; you're going to do the White House thing or not. You 

need it; we need you there." 

In 1 982. he became co-anchor of the ABC 
Night/v- News with Roger Mudd. Mudd left a year 
and a half later, and Brokaw has held the sole 
anchor spot ever since. 

What's a typical day like in the life of a network 
anchor? —There isn't a typical day, first of all.— 

Brokaw said. 

I suppose that a day here begins at home at about six-

thirty, when I get up, reading into the day by listening to the 

Today show and Sunrise and National Public Radio and 

then going through The New York Times, The Wall Street 

Journal The Washington Post, and USA Today. 

I try to get some thinking done at home. I check with the 

news desk, and then I get in here by nine-thirty. For much 

of the morning, I do what I call the business of being an 

anchor: correspondence and speaking and being inter-

viewed. 

About eleven-thirty in the morning, I begin to shift into a 

different gear, to start thinking in a more focused way about 

what we're going to do that night. At noon, I do a little 

promotional piece, and then I generally go off for a walk, 

go buy a book, run. I try to do some exercise every day. 

I come back at about one-thirty and then wade into the 

minutiae of the news—not so much the bigger stories, be-



Telecision brought the I %el/1(1M  our  rooms On II 

liglatVeigill cameras could go afl ywhere. ille.t• produced close-up. 

sontelinies sensational images of tvar_ images that would be a factor in 

gradually muting inlet-lean public opinion front general support of Ihe war lo 
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cause I have a good sense of where were going with 

those. I try to get a sense of what else we ought to be 

dealing with to flesh out the evening program. 

At about two o'clock or two-thirty, the executive producer 

and I will sit down and say this is what the day looks like. 

We have these fragmentary conversations in code most the 

day through, so by the time we get to that meeting, we have 

a pretty strong sense of what shape the program is likely to 

take that night. 

I should also add parenthetically that on most days I will 

have looked at two or three things that have been pre-

pared—longer features, longer investigative features, sto-

ries that are going to fit with something that's breaking in the 

news that day. 

We assemble everybody around four o'clock, and we 

say to them this is the fashion in which we are going to do 

the program tonight; this is the rundown; these are the pro-

duction values. I hand out the writing assignments. I write 

two segments every night, and the writers write the other 

three. . . . 

Then we all go into what I cal: the crash-landing mode. 

We start banging away at it, and the copy comes through 

me, and then it goes through a news editor. I'll make 

changes and catch things, and he'll make changes and 

catch things. He'll catch things in my copy as well. 

Then, at six-thirty, we go on the air. 

The Statue of Libert‘ iiiiiears on the screen. a 

John Williams theme song swells. and the title — 
The NBC .Vight/v .Vews with Tom Brokaw— appears 

on the screen. Still as calm and modulated as that 

1974 (la  \ standing on a box in front of the Nixon 

White Ill ((N?'.  Brokaw delivers the news. 



Television covered America's involvement in Vietnam right up to the bitter end 
in April 197.5. when helicopters airlifted personnel from the roof of the 
American Embassy and the last Vietnamese evacuees crowded onto ships at the 
.s'aigon waterfront. 
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LAWRENCE GROSSMAN 

Larry Gro,-inan was focused mainly on advertising 
until 1976. %% hen he became the president of one of 
his major clients, the Public Broadcasting Service. 
In 1984, in a move that surprised a great many 
people. he became the president of NBC News. It 
wasn't the first time that someone without a journal-
ism background has wound up as the head of one 
of the major network news organizations. '1 got a 
wonderful note from Dick Salant, who had an ex-
traordinary run as the president of a news division 
ICBSI," Grossman said. "He said that when he first 
got the job at CBS, he had been a lawyer and not 

a journalist, although he had always been interested 
in it. 
'When Frank Stanton and Bill Paley asked him 

to take on CBS News, he was sitting there holding 
his head in his hands. Ed Murrow came in and 
patted him on the knee and said, 'I didn't have any 
background in news either, when I started being a 
correspondent. The most important attributes are 
concern about public service, caring about people, 
and a determination to do the job. Don't let anybody 
put you off in terms of, Why aren't you a newsman?' 
I was mightily comforted by that." 

Like Salant, Grossman has always been inter-
ested in the news —fascinated by it, in fact. "As a 



Hundreds of antiwar demonstrators were injured in clashes with the (lticago 
police and the Illinois National Guard at the 1968 Democratic National 
Convention. ir ise to the power of the television medium that was covering the 
violence. the demonstrators chanted. The whole world is watching! The whole 
ti.orld is watching."• 
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young man working in advertising at CBS News, I 
used to go up every week and ask Fred Friendly for 
a job in the news department. That's the only thing 
I really wanted to do, and he always turned me 
down." 
As NBC's vice president in charge of advertising, 

he was in steady contact with NBC News from 1962 
until 1966, when he started his own agency. And 
as the head of PBS he demonstrated the manage-
ment skills necessary to administer a news division 
of some twelve to thirteen hundred people and a 
budget of between $250 million and $300 million 
a year. 
Indirectly, it was Grossman's involvement with 

public TV that led to his job at NBC News. He knew 
Grant Tinker from the days when they both worked 
at NBC, Grossman in advertising, Tinker in pro-

gramming on the West Coast. When Grossman be-
came president of PBS, Tinker was busily running 
MTM Enterprises. 

A couple of years after I started at PBS, I was really dis-

mayed by the fact that we could not get any of the major 

Hollywood figures to produce programs for public televi-

sion. While there was always a lot of handwringing in public 

about how terrible commercial television was in terms of 

outlets for creativity, and "If only we had the freedom blah-

blah-blah  .," the fact is that none of them were offering 

any of their stuff to us. We didn't have any money to speak 



Just moments after the networks reported Senatar Robert I'. A enno/Cs ciciary 

in the 1968 California Democratic Presidential primarv. Mei were back on the 

air to report the shocking news that the senator had been shot. 
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of, but we created an atmosphere, or tried to, in which the 

best programming or the best experimental efforts could 

go forward. 

I was coming out to Los Angeles, and in desperation, I 

called Grant and said, "I want to talk to you about what we 

can do with public television." We went out to lunch, and 

all the two of us talked about was NBC and how sad it was 

that it was such a mess and how great it had been for us 

as young people growing up in the business. I came back 

and told my wife that if anybody offered Grant the job of 

program head at NBC, as long as Fred Silverman was gone, 

he'd probably lecve MTM to take it. 

(hi the daN that the announcement of Tinker's 

appointment as '14  chairman came. In. called 

Grossman. -111 e sta\ed in touch from then on.— 

(;rossinan said. 

Every time I got really depressed about problems at PBS, I'd 

come in and find he had more problems than I did. . . . 

One day he called up and asked if I'd come over to see 

him. He knew of my overall abiding interest in news, even 

though I had never worked in it. But certainly at PBS, we put 

a lot of emphasis, at least in the years that I was there, on 

public-affairs and news programming. 

I guess they were having problems with news. Grant 

asked if I would come over to NBC News, which was flatter-

ing and exciting. Something I'd always dreamed about, but 

a wrenching choice, because by then. PBS was in very 

good shape. 

There were a lot of agonizing questions in my own mind 

about leaving public television, but I had been there for 

eight years. It had been a tremendous struggle, but very 

satisfying. 

G r(e .11111.111 )ieellte(J ti) III()% e 

HUN% (1111 he learn the ropts? —I came oxer a 

twilit!) or so ahead of time and %Notched a 14)1. %%en! 

around. asked a lot of pit.stions.  isited the affili-

ates. asked \N hat their priorities %Sere.  the 

bureaus before I actualk took 1111 the responsibilit \ 
made it IIIN 1111:-,Ille!,!, to talk to all the keN people in 

ne.\‘s. The ‘'re Ners good people her('. I just \\ (irked 

MN  %Nil% 

II(' described his responsibilities. —'11\ job is not 

t41 product. programs.— in' said. —That". \hat 

ha \ e producers for. I do I1(kt determine the lineu p 

Of each program. '11\ job is to help set the priorities 

in terms of \% hat our co\ erage  hat the emphasis 

of our pnigrains slnuild be. ;11141 ti  l Mintage the IleNN!, 

11.1%1S11111., 1111111 III terIlls iii  the personnel and the.. 

budget. (fii the programming side. it's to make sure 

that %\e're operating according to appropriate) priori-

ties. to critique and to figure out \‘ hat our ne\% 

initiati \ should be in programs and )•o\ erage 

themes. specials —that kind of thing.— 

(;r))ssman \% holeheartedl \ belie\ es that his ne.\%, 

iii ision is doing it better 111;111 the competition. 

But I don't think there is a fundamental differentiation in 

three very good, very strong, very expensive, and very dedi-

cated news organizations. I say that without meaning to 

sound Pollyanna, but it's true. 

We have some things that I think characterize what we at 

NBC do. For example, a very fundamental belief that if a 

reporter is reporting a story he should be where the story is. 

Otherwise, the anchor reads the information. Our corre-

spondents actually do the reporting and the on-the-scene 

work—as opposed to the kind of parachute journalism that 

goes on sometimes. 

I'm sure you'll hear the same thing from the others, but we 

place a strong emphasis on the basics: Get the story, the 

coverage, in a very aggressive, competitive way. 

At least in the years that I've been here, we have made 

a staggering investment in new technology—satellite, com-

puterization, half-inch videotape. I think we're way ahead 

of everybody on all these scores, with a view toward being 

able to move where the news is—whether it's the Philippine 

revolution, or week-long trips to Australia, China, the Soviet 

Union and Vietnam [as the Today show has done]. We take 

advantage of the new technology to get out of the studio 

and move close to where the news is happening. That has 

been. I suppose, a kind of trademark of what we have done 





iolence spread from the streets of Chicago to the inside of the contamtion 

during the 1968 Democratic .National Cont'ention. Set.eral journalists. 

including CBS's Ilike Ii allace. were roughed up on the cancentian floor. 
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in the last couple of years, a lot of it stemming from my 

background in satellites at PBS. PBS was in the forefront of 

using satellites to transmit network programs. 

The fundamentals remain the same: clarity, good writing, 

fairness, and a sense of doing what's important. But with the 

new stuff, we can bring the world onto the screen. 

Grussman's  presideurN  at NBC  News has 

brought about a fundamental change in the wav the 
net  covers news. —There are two philomo-
phies.— Grossman said. 

My predecessor, Reuven Frank, who is one of the great 

news people of television, came to it as a producer. His 

philosophy, which is a very legitimate one, is that each 

program is its own entity and enterprise and should be 

allowed to do its own thing. If you don't like the program, 

you change the producer. The executive producer is king 

of that domain. 

My philosophy is more of a teamwork news division, an 

NBC news-wide operation. Programs are very separate, 

but there is also a great deal more integration. We don't 

have a specials unit that is separate from the rest of the 

enterprise. If we're going to do a special, the theme should 

be integrated as much as possible into the Today show 

and the Nightly News, so that the special doesn't get just its 

one hour on the air, a blip of critical acclaim, and then 

disappear. 

A s another example. he cited NBC's trips to the 

Soviet [Mon and China. —We put together our trav-
els so that e‘ervhodv participates —the effort is to 

elarik and open up. provide a greater understand-
ing throughout the NBC News s(•hedule.— 

Ns far as hical news competing with the network 
goes. Grossman said. 

Everybody's got that completely cockeyed, in my judg-

ment. To understand what's happening, you have to know 

a little bit about the history of television news, which is not 

all that long. I would divide it into three eras. 

The first era was totally network news. That's all there was: 

Ed Murrow, Huntley-Brinkley. You knew more about what 

was happening in Moscow, Paris, Rome, London, and 

Southeast Asia and Korea than you did about what was 

happening in Queens, Manhattan, or Newark, New Jersey. 

There was no real local news. 

Illustration: 1968—after the race riots broke out in New 

York City, Paterson, Newark, New Jersey, and Bridgeport. 

Connecticut—I had my own company, and I put together 

a group of television people, an integrated group and 

some Wall Street people, and challenged the license of 

WPIX, Channel 11, which was owned by the New York Daily 

News. They had no TV news there of any respectability. We 

said that we were going to have a station in New York that 

would explain New York, that would have an hour of local 

news every night. The first issue raised against us at the FCC 

was the unreality of our news-programming proposal. Ev-

erybody knew that if you did an hour of local news a night 

you'd go bankrupt, because nobody would watch. 

Then, starting in about 1970, you had an era of a tremen-

dous explosion in local news, as stations realized that it was 

cheaper than buying entertainment programming, more 

reliable, important to their image, and very commercial. 

Advertisers would buy it because people would watch it. 



North Carolina Senator Sam. I.:1.0in. chairman of the Senate Watergate 

Committee. formally opened the If'atergate hearings on May 17. / 973. 
Gavel-to-gavel coverage of the hearings throughout the spring and summer 

taught a remarkable television civics lesson. The hearings provided an 
unexpected boost to public television. ‘4.hich .succes.sfullv rebroadcast the 

hearings at night. 

237 

You had a very quick growth, which accounts for the 

twinkle, blow-dried stuff. There was no tradition, no journalis-

tic background, no sophistication. 
Now, in the .1980s, which I would describe as the third era, 

oddly enough you have a much greater—and I think much 

healthier—balance between network and local. What's 

happening on the local side is not expansion, which is over, 

but a consolidation of local news. 

He points to a decision by WABC in New York 

to move the network's World News Tonight with 

Peter Jennings from seven P.M. to six-thirty, replac-

ing it at seven with the game show Jeopardy. The 
significance of that decision was, Grossman said, 
to cut out a half hour of local news.... In most 
markets, the concentration is on improving the 

quality of local news, developing a journalistic tra-
dition —a tabloid tradition. but a good tradition. 

what we're seeing now is a much healthier 

balance, an expansion of network news and a sort-
ing out of what our roles are... He referred to the 
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White House chief of staff until his resignation in 
197.3, H. R. "Bob — Haldeman was one of the many 
witnesses whose testimony made the 197.3 Senate 
Watergate hearings the most compelling daytime drama 
on television. 

News Mission Study, an NBC-commissioned re-

search paper on what people want of local and net-
work news: the networks for national and 
international reports and local stations for local 
news and national and international headlines. As 
a result, Grossman said, the networks' job is to get 

away from being a headline service. "What we have 

been doing over the last couple of years, which is 
one reason why I think we've been succeeding, is 

to provide more insight, perspective, and context 
with the major stories —fewer, longer stories, with 

a leading correspondent reporting on the scene." 
That, Larry Grossman believes, is part of the 

reason why NBC News has been number one in the 
ratings. 

ROBERT SIEGENTHALER 

Over his twenty -seven years at ABC News, Bob 
Siegenthaler has held a succession of jobs and been 

an eyewitness to much of our modern history. Cur-
rently, he is the vice president of news practices, 
which he describes as "a multi-umbrellaed title. I 

suppose the most analogous parallel would be in-
spector general in the army, somebody who looks 
independently into situations to see whether policy 
is being followed in the way we gather and report 
news. If I detect we are departing from policy, 1 can 
take some action to correct it." Siegenthaler tries to 
head off trouble before it happens and investigates 
alleged transgressions in ABC News's reporting. 
His mandate includes everything from making sure 
that investigative reporters are not "pursuing a trail 
that is not well-substantiated" to explaining to a 

producer covering the Jim Bakker story the differ-
ence between a tryst, an encounter, a liaison, and an 
affair. He is a stickler for the proper usage of the 
English language. 

Siegenthaler was born in Pennsylvania, but con-
siders himself an Ohioan. He grew up in Cleveland 

and attended college in Cincinnati. He was inter-
ested in journalism right from the start. "I was 

always on the school papers," he said. "I was editor 
of the high school and college papers, and I was 
very interested in radio. I wanted to go into radio 
reporting." After he graduated from college, he got 
a job as a reporter on the Cincinnati Times-Star and 
did some free-lance work in radio. 

The service intervened. "When I came back from 
the army, television was dawning, and I figured that 
it was the coming force. Also, the newspapers were 
going out, one by one, including my own. . . . So 1 

moved into television." 
He got a job at WIIC, the NBC affiliate in Pitts-

burgh, now WPXI. He was there for three years. "I 
started as a writer. Then 1 was a street reporter, and 
I produced the six and eleven o'clock news —the 
standard local experience." 

He left Pittsburgh in 1961, moved to New York, 
and joined the staff of ABC News as a writer. It was 
at a point when ABC News was undergoing major 
changes. ABC had been "languishing" as a news 
organization, Siegenthaler said. Jim Hagerty, who 
had just finished his job as White House press 
secretary to President Eisenhower, was hired to 
take over. "He hired a whole bunch of us," Siegen-
thaler remembered, including John Scali, Bill Law-
rence —who was hired away from The New York 



John F. Kennedy and Richard ,Vixon were both confident as they shook hands 

&Jire the first televised presidential debate in 1960. but once they got in front 
of the T1 . cameras. Kennedy's assured perprmance and Nixon's discomfort gave 

the Kennedy campaign a powerful boost. 
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Times—and Paul Greenberg, who is a vice presi-
dent at NBC News. Hagerty "got the management 
to make a commitment to upgrade the news. 
"In the formulative stage, we had a lot of people 

who were yery bright. but there was no infrastruc-
ture. as at CBS or NBC. Our library was nonexist-
ent. The camera crews were contracted out from a 
company called Telenews for the first couple of 
years. We had a reputation for being slow off the 
mark. 

"That changed rapidly as we got going." With 
the Kennedy administration in office, there was a lot 
of news to cover: Kennedy's trip to Europe in the 
summer of 1963, for example. including his famous 
"Ich bin em n Berliner- speech. "I was on that trip," 
Siegenthaler said. "We had extensive coverage 
there. The first time, really, that anyone could re. 
member ABC as a full participant in the traveling 

circus." 
Siegenthaler believes that a watershed moment 



Then—NBC News correspondent Edwin Newman Ithe host of the Television 

series) moderated the lira of the televised debates between Pre.sident Gerald Ford 

and Democratic challenger Jimmy Carter in /976. The debate will probably 

best be remembered far a television accident —the failure of a twenty:live-cent 

piece of equipment knocked out TV audio of the debate for several minutes. 
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for ABC News had come almost a year earlier %% itli 
the Cuban missile crisis of October 1962. "We re-
ally had it in place by that time," he said. He 
remembers preparing graphics about the radius of 
missiles launched from Soviet submarines off the 
East Coast. 

At the time, Siegenthaler was working on an 
eleven o'clock national newscast that ABC pro-
duced. In spite of the possibility of nuclear war, he 
said, "We were totally focused on the job. I never 
remember being concerned for my safety. I don't 

think it occurred to me at the time we were discuss-
ing nuclear threats. Unconsciously, I must have 
thought if they blew up New York, somehow net-

work headquarters would be spared," he said, 
laughing. 

Siegenthaler was working with ABC News's spe-
cial-events unit on November 22,1963. When news 
of the Kennedy assassination arrived, he and Paul 
Greenberg were dispatched with correspondent 
Roger Sharp to Dallas. "We were told there was a 
plane leaving at four o'clock. We made a pell-mell 

drive to Kennedy [then Idlewildl Airport, driving 
on the median of Queens Boulevard. We made the 
plane. The president was dead. We did not know 
that Oswald had been captured. I think that must 
have happened while we were in the air. 
-We got into this maelstrom in Dallas. Police 

headquarters was full of reporters. We were doing 
stuff at the scene. They were parading Oswald back 
and forth in the jail." With President Johnson and 
the body of Kennedy back in the capital, Siegen-
thaler was sent on an overnight flight back east, this 

time to Washington. Like the other two networks, 
ABC had decided to undertake nonstop coverage. 
"I remember landing in Washington, going into 

the bureau, and somebody said, 'We're going to 
start broadcasting right away.' I said. 'Broadcasting 

what? They said, 'That's why you're here.' We got 
guests and began." He worked all Saturday, into 

the evening. Then, for the next forty-eight hours, 
producers spelled each other in the Washington 

control room, a few hours on, a few hours off. On 
Sunday, Siegenthaler was on a common phone line 
shared by all three networks to exchange informa-

tion and coordinate "pool- coverage,* when news 
came that Lee Harvey Oswald had been shot. 
"Somebody on the circuit said, 'They just shot Os-
wald!' I thought, 'That can't be —on a weekend of 
strange things, that can't be.'" His disbelief disap-
peared as he hastened to get pictures of the shooting 
on the air. 

Siegenthaler's final memory of that bizarre four 
days in November: The ABC Washington news bu-
reau was right on Connecticut Avenue, just around 
the corner from St. Matthew's Cathedral where 
Kennedy's funeral mass took place. ABC's control 
room faced directly onto the street, and Siegen-

thaler vividly remembers the sight of the world's 

leaders walking from the White House up Connecti-
cut Avenue to the church. "We all stood up and did 
our best to peer between the people on the side-

*Pool coverage is the way in which the three commercial 
networks. PBS. and CNN often cover major events, such as 
congressional hearings and inaugurations. Logistically and 
economically. it would be a nightmare for each network to have 
cameras covering the exact same events. The networks take 
turns providing the cameras and engineers and the other partic-
ipants share the cost in exchange for the pictures. 
When a huge event covers a lot of locations, responsibilities 

are divided up. For example, when Pope John Paul II visited 
New York City in the fall of 1979, each New York television 
station had specific assignments: The ABC, CBS, and • NBC 
affiliates provided cameras for certain stages of the trip; WPIX 
provided the coverage of the Pope's mass at Yankee Stadium, 
where their cameras were already in place for the Yankee home 
games. 
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walks to see de Gaulle, Haile Selassie, the king of 
Spain. . . . It was quite an emotional experience, 
being in the control room, switching, and actually 
watching it out the window, simultaneously." 
Siegenthaler was the pool producer for several of 

the flights in the Project Gemini series, including 
the mission when astronauts Neil Armstrong and 
David Scott went out of control and were forced to 

make an early landing in the Pacific. That was an 
exciting evening. . . . They had docked with an 
unmanned Agena rocket and suddenly went out of 

control. Armstrong undocked, thinking the Agena 
was the culprit, but the Gemini capsule was still 
spinning around. He blew the retro-thrusters in 
order to stabilize it, but he then had to land, because 
he had no backup, no way to get out of orbit if he 
didn't get out of orbit then. There was no recovery 
vessel except some destroyer that was on its way 
with the mail to Wake Island. 
"I always thought that was one of the reasons 

they chose Armstrong for the first moon landing, 
because he was so cool in sizing up that situation. 
As I remember, he had only a matter of a few 
seconds to make a judgment before he blacked 
out—they were taking so many rolls and such G-

forces." 
Siegenthaler worked coordinating ABC coverage 

for the moon missions. He and his opposite num-
bers at NBC and CBS spent a lot of time in Houston 
to get "book learning" on the Apollo missions. "I 
can read an Apollo flight plan like a real expert, 
because we went to a lot of trouble to learn about 
the experiments and the time line of the flights and 
the orientation of the spacecraft toward earth views, 
so when they turned the cameras on from the space-
craft, we could put in the proper graphics.... It was 
a very, very challenging time and rewarding. I felt 
I was involved in a worthwhile project and I learned 
a lot. I learned a lot about celestial navigation, for 
example." He said that many of the astronauts and 
the flight controllers helped the producers under-
stand every step of the moon missions. 
He was also on the scene for many of the events 

in the civil rights movement. "I produced the cover-
age of the 1965 march from Selma to Montgomery, 
Alabama. We did the daily report, feeds to the main 
newscasts, and then it culminated in three hours of 
live coverage as the marchers reached Montgomery 
and went up the hill to the Capitol. George Wallace 



President Jimmy Carter and Republican presidential candidate Ronald Reagan 
shake hands before a nationally televised debate in 1980. All too often. the 
substantive discussion of issues in these debates has taken a backseat to the 
candidates' TV images or their ability to make a quick quip. 
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was up in the statehouse." Siegenthaler had been 
expecting support from production and engineering 
staff who were at Cape Kennedy for a space launch, 
but the launch had been delayed. "Nobody from 

Florida ever came up, including the mobile unit. We 
got a very mangy rented mobile unit somewhere and 
put it on the grounds of the statehouse." Ever will-

ing to experiment, he tried to get a microwave shot 
from an airplane of the marchers entering Mont-
gomery. "It was successful —that's the good news. 

The bad news was that it was successful for less 
than sixty seconds." 

There are two assignments of which Siegenthaler 
is particularly proud. In 1972, he was the pool 
producer for Richard Nixon's trip to China. "Sixty-

six people were assigned to the pool —twenty-two 
from each network." To keep a mob scene from 
engulfing the Chinese, the two governments and the 
networks agreed that all state events and other 
scheduled parts of the \ ixon trip would be pooled. 



.1 ruled police drop into position la the (HI tapir I Wage in II u ie/i. 1972. The 

hostage  k inf.: of mem bers of the Israeli  Fill/IC Team at the I 9T.2 Nu miner 

()Iv in pie Games  their subsequent massacre was one of the most gripping 

ecru is in ielet'iSi ffil  . ABC. which had the TI rights to the games. 

rallied its spurts and flews (hymn-mews together to rul'el the towed v as it 

unfolded. lice. 
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The beauty of 't was that because everybody wanted to go, 

we got the cream of the three networks' crops. It was like 

Noah's ark, and it's always very satisfying to have an all-star 

group. 

There was o certain exotic quality about going where no 

Westerner had been since 1949, and there was the chal-

lenge of going to a place where broadcasting was not very 

far advanced. We were there five weeks prior to Nixon's 

arrival, and we built a television station. A CBS designer 

designed the layout, NBC or whoever designed the inside 

stuff, and an ABC guy was the chief engineer. 

We flew a 707 full of gear in and set it up. You could have 

run it as a TV station in any of the top-hundred markets in 

this country. It was worth millions of dollars. We used it for 
Nixon's five-aay visit, took all our equipment, put it back on 

the 707, and left. The building still stands. I don't know what 

they use it for. 
There was a real sense of pride. Everything worked. Nixon 

arrived, the press plane, all the people came in, the corre-

spondents, and here we had delivered unto them a broad-

cast point. They went out and did whatever they wanted to, 
brought it in, and transmitted it. The station ran twenty-tour 

hours a day for those five days. 

The other a,signittent that he recalls as !wing 

particularl% challenging ‘‘a:.- the House .luiliciarN 

Committee's  impeachment  hearings  in  I 9.71.. 

kgain. he ser% ed as pool producer. In order to get 

from behind the committee members. he said. 

e built a tret•hutist• outside,  e hail a hide trou-

ble con\ incing Congress that it ‘‘asii-t a bad dream 
of ours. \\ e put the ,-keletion ‘‘iirk tip the outside of 

the building. toiik the glass 11111 of the 

pointed the cameras in. ,-Iiielded them in black and 

iiuuluuoI  kite‘N the  ere back there. It viorkeil out 

prett‘ 
The potential challenge. %\ ere inure t•ilitorial 

than technical. 

I was determined that there would be no influence on the 

coverage. Everybody was very sensitive to the historical 

SAjaliii 111111  

nature of it. We were going to cover the Rodino impeach-

ment committee whatever they were doing. 

There was a school of thought that television had gotten 

Nixon, and so I remember telling my director, "You've got 

to be careful of the editorializing of shots. We're going to 

play it right up the middle, not have a shot of anybody of 

one camp or the other going, 'Tsk, tsk, tsk . . .' or clapping 

his forehead in disbelief." This was going to be done in a 

decorous way. I gave that speech every day of the cover-

age. "Let's not be a part of the story. Let's just cover what's 

going on." 

I was also very, very attuned, unnecessarily so, to undue 

pressure on us from the White House or Congress. We had 

a disagreement over whether somebody would be in the 

truck with us as a technical adviser. I had a strong rule that 

there was not going to be anybody in the mobile unit who 

wasn't in the pool. I was all fired up to do my [John] Peter 

Zenger number, but everybody took no for an answer right 

away. It surprised me. I must have expressed it forcefully. 

In 1971). %%heir Iranian students ,eized the 
American Embassy in Teheran. Siegenthaler ‘N-as 

director of planning at NUL  —It's a terrible 



The -I44-day Iranian hostage crisis led to such an increased demand for news that ABC 
News developed a late-night program. America Held Hostage. just to cater the ongoing 
story. The program evolved into .4BC:s popular Nightline. anchored by Ted Koppel. 

The students who seized the American Embassy in Teheran in November /979 knew how to 

use television to their adiyintage. The militants bargained with the networks for interviews 

and film of their .4merican hostages. Friends in the Vnited States monitored how the story 
was being covered by American television and reported back to the leaders q' the takeover. 

244 

job, because you make plans and everybody ignores 
them." ABC News President Roone Arledge came 
up with the idea of doing a nightly newscast on the 
hostage crisis. "They said, 'Bob, you do this for a 
while,'" Siegenthaler recalled. "I did seventy-
seven straight nights." The series, titled America 
Held Hostage. became the successful news program 
Nightline. 
"It was a lot of fun, because with no mold and 

no expectations, we did whatever we wanted. I used 
to wait until nine o'clock to make up my mind about 
what we were going to run at eleven-thirty. My staff 
hated that. 

"Since there was no group in place, I picked 
veterans I'd known from various years, and we 



An ABC News camera sty's present in June if 1985 to capture a horrifying 

image. An armed terrorist held a gun on TWA pilot John Testrake during an 

interview from his plane. o'hich had been hijacked to Beirut. Although one 

passenger svas murdered. Testrake. his crew, and the remaining passengers were 

eventually released after days of negotiations and intensive television news 

coverage. 
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formed this little band for a short period of time. 

Little did they know . . ." 
He enjoyed doing the show —it was a break from 

his planning job, for one thing, but it also offered 

an opportunity to do more than simply report the 
news. "I really am hung up on the idea that televi-
sion can be a force for illuminating —I shy away 

from saying educating —but certaink illuminating 
facts and illuminating viewers on a subject. I 
thought we were doing that." 
He thinks a lot about the need for television to 

present the news with a little more depth. 

The focus pieces on the Brinkley show and some of the 

focus pieces on Nightline that set up the discussions are 

good. 

I think there's a hunger in the viewership to be informed. 
Instead, it has now become the television wisdom that it 

has to be entertaining, and so entertaining it's not informa-

tive anymore. The scenes change rapidly to "hold your 

interest." I think there's going to be a time when the pendu-

lum comes back to a more discursive style. 

Reuven Frank [of NBC] is one of the few practitioners who 
still does a sixty-minute documentary with a story line, 

where it unfolds and it's interesting; you're learning things, 

and you have to bring something to it in order to see it. It's 

not going to be flash and dash and glitzy, and it won't have 

a rock track, but it will tell you something. 

Like Fred Friendly, Sieg,enthaler vehemently be-

lieves that television is much more than a visual 
medium. "Any fool can point a camera at some-
thing." he said. "That's why a good correspondent 



Coverage of the space shuttle program had become so routine that the Cable 
News .Network was the only 11 news organization On the air live when the 

spare shuttle Challenger exploded just seconds after its launch on January 

28. 1986. killing all seven astronauts on board. Within minutes. the networks 
suspended daytime programs to bring news of the tragedy to a shocked 
American audience. 
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One ',fib of the imdsrs population -720 million people—ivatched live as 

American astronauts Neil .4rmstrong and Edwin ,41drin set .fiwt on the surface 
of the moon in Jul). 1969. a remote broadcast from 250.000 miles in space. 
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People all over the world have marveled at the televised pageantry of royal 
events in Great Britain. an undying vestige of a once glittering empire. The 

1981 royal wedding of Prince Charles to Lady Diana Spencer broke the record 
for the largest international television audience: 7.50 million people in 
seventy-four countries. 
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is necessary. You need somebody to say what the 
significance of the picture is, or you'll never know. 
One picture may be worth a thousand words, but a 
picture without any words is not necessarily condu-
cive to understanding." 

BILL MOYERS 

Of all the journalists working in television news 
today, probably Bill Moyers comes closest to follow-
ing in the tradition of Edward R. Murrow: in-depth, 
thoughtful reporting and analysis that respect the 
intelligence of the viewer. Journalism that is not 
afraid to take a stand. A voice of the television 

industry, sometimes supportive and laudatory, at 
other times critical and discomforting. 
Like Murrow, Moyers never anchored a nightly 

television newscast. In order to achieve the kind of 
serious journalism at which he excels, he has moved 
restlessly back and forth between public and com-

mercial television. A former theology student, he 
sees television as a bully pulpit for ideas and opin-
ions but has grave reservations about how it is being 
used today. 
Moyers was raised in Marshall, Texas. He 

worked his way through college at a number of jobs, 
including newspaper reporting. He went to work for 
Senator Lyndon Johnson, and when Johnson be-
came Kennedy's vice president, became involved in 
the creation of the Peace Corps, eventually being 
named deputy director. 

Moyers was in Texas when Kennedy was assas-
sinated in 1963. Rushing to Dallas, he got a note 

to Johnson saying, simply, 'l'm here if you need 
me." Now the president, Johnson got Moyers on 
board Air Force One and into the White House. 
Moyers served in a variety of posts during the 

Johnson Administration: special assistant, speech-
writer, chief of staff, and finally, press secretary. 
The experience gave him an insight into the ma-
chinations of American political power unparalleled 
by any other television journalist. 
Moyers left Washington in 1967 to become the 

publisher of Newsday. His on-air career began four 
years later in 1971, as the host of a public television 
series called This Week. A year later, Bill Moyers' 
Journal began. 
It was in the course of working on the Journal 

that the distinctive Moyers style emerged: a combi-
nation of documentary essays on subjects ranging 
from racism in a New York City neighborhood to 
the immorality of Watergate, and "conversa-
tions" —one-on-one, lengthy interviews with such 
people as Archibald MacLeish, Barbara Tuchman, 

Henry Steele Commager, and Robert Penn Warren. 
Bill Moyers left public television twice in his 

career to go to work at CBS News; the first time was 
in the mid-seventies, when he was named chief cor-

respondent and editor of CBS Reports. He came 
back to public TV in time for the 1980 presidential 
campaign and returned to CBS in 1981, working on 
the production of several fine documentaries (in-
cluding the extraordinary The Vanishing Family: 

Crisis in Black America) and providing commentary 
on The CBS Evening News with Dan Rather. 
Although Moyers was making a salary some ten 

times greater than what he made at public TV, he 
was only getting about a twentieth of the airtime. 
The dilemma was multifaceted: A major commercial 
network offers much more exposure for a reporter's 

work than PBS does, but the network is disinclined 
to give that time—talking heads and full-length 
prime-time documentaries draw neither big profits , 
nor large audiences. What's more, Moyers was dis-
turbed by the turmoil at CBS News; the budget 





Charles Kurah anchors the CBS weekend newscast Sunday Morning, but he is 
best known for his On the Road reports. For more than twenty years. Karat( 

has traveled all over the country, seeking the offbeat stories that say something 
telling about the American character. 
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Ever since it went on the air in 1952. the Today show has used television technology to 
take its early-morning viewers around the nation and the world. Anchor Bryant Gumbel and 
co-anchor Jane Andel- have taken the show to China. the Soviet Union. Australia. and on a 

2500-mile train ride through the American heartland. 

In January. 1972. a confident Richard .Nixon talked with CBS News rhite House 

correspondent Ilan Rather. During the course of the If atergate affair. Rather would become 

most visible and outspoken network-new.s adversary. 
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The executive producer Don Hewitt (center) and the reporting team that has 

made CBS's 60 Minutes the most successful and profitable news program in 

television history: (clockwise from kli) Mike Wallace. Ed Bradley. Morley 
Safer. Harry Reasoner. and Diane Sawyer. 
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..111C's Barbara If 'alters is known for her ability to snag an interview with 
virtually anyone in the world. Particularly noteworthy have been several 
conversations ,vith Cuban Premier Fidel Castro. 
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cutbacks and layoffs taking place in the wake of Ted 
Turner's unsuccessful CRS takeover attempt and 

changes in leadership at the network. 
Finally, Movers was unhappy with %% hat he saw 

as an increasing tendency at the network news divi-
sions to opt for the flashy image or the punchy 

one-liner rather than comprehensive reportage that 
attempts to place a news story in its proper context. 

—I came into the fishbowl, which is the command 
post of the Evening News. one afternoon, and I 

noticed the producers and executives were watching 
a satellite feed from abroad,— he said. 

One of the foreign bureaus was sending a report, possibly 

for use on the broadcast that evening. A producer looked 
at it and said, "That's not news." Another producer said, "But 

it looks like news." The executive producer said, "Then we'll 

use it." And they did. 
Now what's wrong with that? First of all, it wasn't the best 

essence of what we could get about reality. More impor-

tantly, certain people might look at that and make up their 

minas as to what to do as citizens about what they saw, or 

what to do as government officials about what they saw. If 

you pass off news that is not news, you're as guilty of de-

frauding the public as somebody who sells a can opener 

that doesn't have a point. 
That's the danger in letting the manipulative techniques 



While working for LAS \ews. Bill .Ilovers was invoiced in Me creation of 
seceral notalde news documentaries. including the CBS Report: The  anishing 
Vamilv— Crisis in Black America. 1/overs went into the swets of ‘ewark. 
Veit fers('.v_ to talk with unmarried fathers and mothers about the deterioration 

af Mick fianilv life in America. 
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of entertainment and show business decide what you're 

going to put on the air as news. The willingness to fall back 

on the picture alone is at the heart of the malaise that 

afflicts commercial television. A picture by itself explains 

nothing. Journalism means going back, looking at that pic-
ture and finding out what it means. 

Journalism is about things that are important. It requires 

analysis. It involves interpretation. It's not just simply show-

ing us what can be shown. It's trying to help us understand 

the meaning of it. There ought to be ten minutes of reporting 

for every minute you show on the air. You should spend a 

lifetime at the Pentagon if you're going to explain an arms 

proposal. Reporting is not just getting a picture and writing 

a catchy, cutesy caption for it. It's connecting seemingly 

unrelated events. 

There is a fundamental fallacy in the network news. The 

reason that they're all suffering and losing viewers is not 

because of the rise of local news, but because they haven't 

come to terms with that fundamental flaw that exists at the 

heart of the seven o'clock newscast. "Beware the terrible 

simplifiers," as one historian said. They have twenty-one 

and a half minutes for the news reports, not thirty. Commer-

cials take almost a third of the time. You cannot deal with 

the complicated issues of our day in two and a half minutes 

of a tightly compressed, highly edited, flashy report in which 

the basic assumption is that you've got to keep the audi-

ence beating along or they won't stay with it. The cost of 

that fallacy is that because they're trying to do so much in 

such limited time and keep it hustling that they are oversim-

plifying and underrevealing the importance of what is 

being reported. 

The other fallacy with the news is that if you operate 

wholly in a commercial environment, in which the purpose 

is to entertain people, then you reduce all subjects and all 

talk to the level of entertainment. Sports become entertain-

ment. Religion becomes entertainment. Politics become 

entertainment. And the purpose of entertainment is to 

please and amuse people, to keep them moving and not 

thinking. So you have evening newscasts which are treating 

everything as conflict and entertainment. You get people 

speaking in "sound bites." Politicians learn to speak not in 

terms of issues or ideas but in terms of "what will get me 

seven and a half to thirteen seconds on the evening news." 

When that happens, you begin to get God as seen by the 

tele-evangelists. You begin to get great issues of arms con-

trol and civil war in Central America as interpreted on the 

evening news. You don't really get a complex view of the 

reality that we must think ourselves through as citizens in 

order to cope with the accountability and responsibility 

that democracy demands." 

\lovers believes that the problems be sees in the 

network news are endemic of all commercial televi-

sion. —FA ery manager or owner I know in commer-

cial television now simply accepts television as a 

by-product of the merchandising process.— \lovers 
said. 



I graduate  the Chicago school ol tough. slreel-smarl journalism. Frank 

Bel HONS. the blle I BC Nelv.s unl horimin.  high14 regarded for his reporting 

skills and passion for a Aff Pod 'UM'S sty  . 
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That changes how you regard the people for whom you're 

producing or creating television. They're there to be hus-

tled, to be seduced, to be sold something that somebody 

wants to sell. It changes altogether your sense of your mis-

sion, your purpose or your obligation to the viewer. You're 

not thinking of that person's imagination, that person's spirit, 

that person's soul. You're thinking of that person's income 

standard ard status in life, his or her ability to buy what it 

is you're selling, not of that person as a thinking, authentic, 

seeking, inquiring human being. He or she becomes just 

one more cbject manipulated for the sale. That changes 

the environment in which you create as well as what it is you 

create. That's the way commercial television is being run 

today. 

Flip from one channel to the other and you will see there 

the results of people who sit back in advertising agencies 

and corporate boardrooms trying to imagine what it is that 

will allow them to reach the largest possible audience. 

America's full of entrepreneurs and hustlers and merchants 

and salesmen and others trying to give people what they 

want. There is too little in America of the creative artist, the 

creative journalist, the person who's willing to take a risk 

and fail, to give people what is good, what is excellent, and 

what is necessary. I was raised on a little newspaper whose 

editor said, "We're paid every morning to come to work 

and try to help people know what's important in the world. 

We try to get it from the wires and from our own reporting 

and we try to put it together so that busy people have a 

sense of what's important. What they don't know could kill 

them—whether it's the Nazi invasion of Belgium and Poland 

or the Japanese invasion of Manchuria and the Philippines. 

Journalists are supposed to do that." 

There's a certain amount of elitism in this. I apologize for 

it, but I accept it. Every society needs a disinterested class 

of people who try to say: This is important. We'd better all 

think about this together or we're going to wind up in a 

dead-end tunnel on the way to nowhere. 

This same society needs a group of creative people who 

have the freedom to take the risks that give people the best 

in entertainment, the best in the performing arts, the best in 

diama, the best in thought. Otherwise, we'll accept the 

proposition that the way to make America great is to level 

it down, not to level it up. You must find a way to give the 

cranky and eccentric artist, the intuitive journalist, the writer, 

the producer, the creator of unusual, thoughtful, daring, 

and challenging television occasional outlets, or our soci-

ety will simply sit back, amused and entertained, a vast 

crowd of passive spectators. 

riot to -.a\ that \lo%  not keen mu% ell 

If 1111)111ellit, 011 !Vie\ 1, 11111 -110111  1/111)111 . all(' (11111-

111errial.  greatl% enhanced 1)% much 
that-. been on commercial tele\ kion (i\ ('I' in\ life-

time.— he •-•aiti. 

When I was a young man in college, I remember seeing a 

documentary on NBC called The Tunnel. It was about the 

effort of some citizens of East Berlin to tunnel under the wall 



Robert MacNeil (left) and Jim Lehrer, the co-anchors of public television's 
MacNeil/Lehrer Newshour, broadcast TVs first nightly, sixty-minute news 
program. Their emphasis on in-depth coverage of the news and use of live 
interviews has been widely credited with influencing commercial network news 
programs. 
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that the Russians had put up to divide the city. It paid tribute 

to the desperate yearning for freedom, the human spirit 

daring death in order to be free. That stirred me in a way 

that I have not forgotten these thirty years later. 

Because of television I've been to a World Series and 

political conventions that I couldn't attend. I was intro-

duced to the ballet on television. I've watched examples of 

human heroism—we were all watching when that Air Florida 

crash occurred in the Potomac River a few years ago. We 

watched as some young man standing on the bank of that 

icy river dived in and swam out to rescue strangers. 

Television subpoenaed the conscience of the nation, as 

Martin Luther King said in the sixties. It showed me Bull Con-

nor's dogs. • It showed me how people then were willing to 

put themselves on the line for their rights. It's taken me to 

distant lands that I would never visit. It's brought into my 

home minds alive and alert that have touched my soul. 

The root word of television is "vision from afar," and that 

is its chief value. It has brought to me in my stationary mo-

ments visions of ideas and dreams of imaginations that I 

would never personally experience. It has put me in touch 

with the larger world. 

Despite all of the things that commercial televi-
sion has the potential to provide —and has from 
time to time —Bill Moyers's continuing disillusion-

ment with its current state led . him to leave CBS 
News once again in 1986. Before he left, Moyers 
told Newsweek he put forward a proposition to CBS 
Broadcast Group President Gene Jankowski: resur-
rect the title See It Now (the Morrow series), give 
him a fifty-two-week commitment. CBS's worst time 

slot, and the best producers and reporters at CBS 
News. "At the end of one year, you decide the 
success or the failure.- Moyers told Jankowski. -If 
it fails, send me a dollar in the mail. If it succeeds, 
give me any payment \Ho want —no agents.— 

*T. Eugene  Ginnur was the safety emimmissiimer of 
Birmingham. Alabama. N him used police dogs and high-pow-
ereol %sitter lumses ,111 i ii rights dennmstrators in 1963. 

Jankowski declined and Moyers returned to pub-
lic television, setting up a company, Public Affairs 

Television, headquartered at New York City's pub-

lic television station WNET. Moyers's projects have 
been appearing at a fast-and-furious pace: a series 

of conversations about the Constitution, three-min-

ute reports on the history of the Constitutional Con-

vention, programs with Mortimer Adler and Joseph 

Campbell. documentary essays on God and politics, 
and an essay on the Iran-contra scandal. On public 

television, Moyers said, "if you can raise the funds, 
there's almost no limit to the kind of artistic or 

journalistic endeavor you can attempt. It's been a 
place where the creative journalist or the creative 

artist could run to the limit of his or her imagina-

tion. I think the most important part of public 

broadcasting is that it assumes the best about the 

viewer. It treats you as if you were a citizen, not a 

consumer. It assumes that you have an imagination 
and want it stoked, that you come to the experience 

of television to be engaged and not just indulged." 

There is still a great deal lacking in public televi-
sion, Moyers said. 
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We're a young medium and we are fragmented into hun-

dreds of stations. Public television is like an army without 

tanks or troops. You can't go very far, very fast. Public 

broadcasting has not had that centralized, fundamental, 

perpetual source of funding that enables the artist, the pro-

ducer, the journalist to plan far ahead and to promote so 

that we can reach a larger audience. 

On the other hand, I don't think public broadcasting 

ought ever to aim for the large mass audience. Once you 

go for the largest possible audience, you go for the lowest 

common denominator, and you start thinking of the country 

the way commercial television thinks of it—as one great, 

mass homogenized audience—instead of thinking of 

America as it always has been, a variety of constituencies, 

each of whom is looking for something authentic which, in 

its total, adds up to a sum greater than its parts. 

Public broadcasting is designed to serve the person who 

discriminates. Notice I didn't say the schooled or the elite 

or the educated or the privileged, but the person who dis-

criminates, the person who knows "I need news for one 

thing and entertainment for another," who knows "I like 

drama for one reason and documentaries for another." I 

think public broadcasting is suffering because it's now in 

search of the largest possible audience, instead of seeking 

out those people at every level of our society who are 

discriminating in the use of their leisure time. 

Let's face it! Television is for leisure time. There's nothing 

wrong with sitting back and being passive about your lei-

sure time and wanting to be entertained. But the word lei-

sure is at the root of our word education. There are many 

people out there who want to use their leisure time for their 

own edification and their own illumination. Public broad-

casting had better serve those people who use their leisure 

time to improve their lives and their minds and their roles as 

citizens, or well be failing our main purpose, which is to be 

an instrument of education in the best sense of the word. 

The proWenis of funding and the dangers of the 
lowest common denominator ha \ e created a pro-

gramming paucity on PBS in precisely the area of 
Nlovers's greatest interest: news and public affairs. 

Is he ‘yould iultiiit. it allows a big-name journalist 

like himself to produce a Yen special kind of pro-

gramming. but few others get that same ()prow 
nit \  \\ e're not doing enough public affairs 

pr4)g,Tainining.— he said. 

WNET, the flagship station of all public television, no longer 

has a public affairs department. It has a performing arts 

department, a drama department, an acquisitions depart-

ment but no public affairs. That's because public affairs, 

the free and open exchange of ideas, opinions, values and 

conflicts are very controversial. 

When's the last time you heard the people speak on 

public television? When's the last time you heard a really 

good debate on immigration from the people who are 
living with it down along the border of Texas, instead of from 

sena-ors and congressmen with ties on, being very careful 

to select their words wisely? The great, raucous mob that is 

democracy rarely gets heard. There's too little of the con-

versation of democracy. There's too much that's about 

other countries and not enough about America, too much 

that's produced in other countries, not enough produced in 

this country. You can't get a sense of the vast and vagrant 

currents that run in this country by watching public televi-

sion. 
There's this great chasm between those of us who are in 

the industry and those people who depend on television as 

their window to the world. They often are invited to look 

through the window. They rarely are invited to come in the 

door and participate, to make public television really pub-

lic. 

\limy are ly an of public affairs programs. —Real 
journalism and real public affairs iirograms ha\ e an 

edge to them.— \lovers said. —The\ tell us what we 
don't %%ant to hear. They show us under the rocks. 

they let the light shine in. Corporations don't want 
to pav for them. The\'re controversial. I kno‘% of 
we corporatiim that pulled its funding from in\ 

series because I did a debate on Rig-liusiness Da‘. 
%N hen big business was being challenged a few ears 
ago. I know another corporation that threatened to 
bring the himse down on W NET for an unfair -1i\ 



Newsreel film of the quadrennial Democratic and Republican presidential 
nominating conventions was broadcast on television as early as 1944. Bi- the 
fifties and sixties. guvel-to-gavel coverage WaS the norm on the three commercial 
networks. In 1980, hotvever. they decided only to provide live coverage qf 
convention hiA,,hlights. 
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its definition —picture of its operations in a foreign 
countn.--

Neither, Moyers said, is the money for such pro-
grams forthcoming from other sources —including 
the viewers. "'Too many viewers are getting a free 
ride on public broadcasting," he said. -You 
wouldn't think of stopping at a kiosk on the corner 
and picking up a magazine without paying for it, 

would you? And yet people are tuning in to public 
television all the time, bringing that video magazine 

into their homes without paving for it. We don't 
have a central source of uncontaminated funds, 

funds that come with no strings attached in order to 
provide the journalism and public affairs on which 

a free and informed citizenry depend. That's a real 
failure on our part." 
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It is the way of people like Moyers to call us out 

on our failings, to remiml us of how much there is 
to do. the broken promises and the unfulfilled pos-

sibilities of television. When V ou have a vision of 
what could lie, it's hard to accept what gets by on 
a day-to-day basis. —Saul Bellow's character Herzog 
says in Bellow's novel that the people who come to 

evening classes are only ostensibly looking for cul-

ture.— Movers said. —They're really in search of 
clarity. meaning. and truth. People out there, he 
said. are hungry.. they're dying.— its no metaphor, 
he says. —They're dying for want of something au-

thentic at the end of the day. Television can give 
them something authentic. It can put them in touch 
with other. real human beings. Out of this society 
of individualized atoms —all of us living inside our 

own walls. behind our own doors, watching our own 

screens —it can create a sense of community. It can 
empower us. energize us. make us see that we, too. 
are a part of the whole enterprise and have a place 

in it. 
There's reason for optimism. Moyers said. —Most 

of the time, commercial and public television hasn't 
lived up to expectations. But you know what? We're 

only sixty years old, twenty-five years old in terms 

of our knowledge of the techniques. I think we're 
probably just about twenty-five percent down the 
road to our maturity. I still believe that in response 

to the driven urges of people, television will rise to 
the iwcasion of becoming a theater of the imagina-
tion. of civic acts of imagination. that make us all 

part of the play.— 
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In Me enrIt (hip nflele‘'Ision. terlinolna) was% limited. 71 tvos more suited to 
.sports action on o smell/ scale. /faring and ivresIlinl,r were idenl colas In roccr. 

ronl  flu('  \  beginning -sports ha\ e 

been  enurinous.1\ important to tele\ I-

-ion. and television ha, had a decidt•d 

impact on sports. e\ en dm% n n)  the 
color of the uniform!'. Tele\ ision ‘et-

eran Burke Crott\ remember, persuad-
hug the bo\ing commissioner to lia‘e 

one lio\er \% ear %%hitt. trunk, \\id) black !stripes and 
the other black trunk,  liir% bite stripes. so that the 
earl\ . primiti‘e camera, could get a decent picture. 

14:\ en then. tele\ ision could get ill the ‘‘a\. 

recall doing a track meet.— Croft\ said. 

We didn't have enough light to get a picture with the icono-

scope camera, so I had spotlight operators go to work in 

all the spotlight baskets in Madison Square Garden. They 

focused on the runners, and we discovered that as the 

lights came up, the runners speed up and the timing of all 

the races went to pot. We had to cancel the races, put out 

the lights, and let them run them all over again. We never 

did cover track until we got better cameras and we could 

function without having that extra light. 

In the early days, the cable that runs to the camera was 

almost two inches around. There were thirty-one conductors 

in there, and the slightest strain on that cable would break 

one or more of those conductors. We rarely ever went out 

to what we called a setup, to put out the cables and so 

forth, without breaking some of these conductors. We'd 

have to sit down, find the breaks, patch them, and put them 

back together. 

It was especially troublesome at the horse races. At Bel-

mont Park, we were not allowed to lay a cable on the 

ground. They had to be run through the trees to the camera 

positions and back to the truck. We always had broken 

cables. The result was that we had to be there at three 

o'clock in the morning to set up to do a job at three in the 

afternoon. Many's the day I started with one camera be-

cause that was the only camera cable they had that was 

not broken. 

Criitt\ ako clailw- at It..a!,t partial credit Till- (we 

of tele\  popular sports. —I made an ar-





Two NBC cameras side by side rover a football game during the early years of 
the network's sports coverage. Breakdowns were common. According to director 
Harry Coyle, You always had to haw two cameras on the fifty-yard line 
because the equipment was unreliable. You had to protect your basic shot, 
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rangement to put wrestling on television one night 
in 1940." he said. 

The chap I worked for in those days was furious when he 

heard about it. He walked up to my desk and said, "How 

many of these did you agree to do?" 

I said, "Six." I had agreed to do six nights of wrestling from 

a hall out in Brooklyn. 

He turned to me and said, "Get out of it. I won't allow it 

on my air." 

Well, I didn't know it was his air, but he made that pretty 

clear in a hurry. I went out to the promoter, who looked at 

me and said, "I will let you out of five, but one you will do." 

I said, "I won't do it." 

He said, "You go talk to your lawyers." So I went to the 

lawyers, and the first chap said to me, "Well, who was there 

when you agreed to do this?" I told him, and he said, "That 

settles it; you had witnesses. You will do it." And I did it. 

It was going to be on a Thursday night. Thursday noon, 

the man I worked for came to my desk. He said, "You do 

a nice job tonight, and don't come in tomorrow." 

I said, "What do you mean?" 

He said, "You're fired after this show." 

So I went out and I did it, and the next morning I was 

sitting at home, and after a while the phone rang. It was this 

man. He said, "The least you can do is get in here and 

answer some of the phone calls!" It was the most successful 

thing we had ever put on the air, up to that point, and so 

we wrestled for ages after that. For five or six years, wrestling 

was one of the very favorite programs on television in Amer-

ica. 

Many people bought their first television sets just 
to watch wrestling and other sporting events. Local 
saloonkeepers installed TVs to lure sports fans as 
customers. There was another reason why sports 
were so common on television. "Sports weren't very 
expensive in those days," CBS chairman William S. 
Paley said, succinctly. "We had to be very careful 
about how we spent our money. We weren't over-
burdened with money, so we did a lot of sports." 
Today, televised sports are a bigger spectacle 

than ever, a staple of the networks and cable, with 
entire channels —ESPN and SportsChannel, for ex-

ample —devoted to nothing but sports program-
ming. The technology has become astoundingly 
sophisticated. Tiny cameras and microphones can 
be placed on the yachts competing for the America's 
Cup, inside a car racing in the Indianapolis 500, 
even on the head of a runner in the New York City 
Marathon. Freeze frame, slow motion, instant re-
play, colorful graphics —many of the techniques de-
veloped by television sports producers, directors, 
and engineers are now used by television news divi-
sions as well. 
This increase in technology and the depth of 

coverage are two reasons that the costs of sports 
have skyrocketed. Another factor is the cost in-
volved in buying the rights to professional games. 
In 1987, the three commercial networks and ESPN 
paid $1.4 billion for the rights to carry National 
Football League games through the 1989-90 sea-
son. 

We may have reached the point where we are 
oversaturated with televised sports. The network 
sports divisions are not the profit centers they once 
were —the audience is becoming fragmented —and 
advertisers who used to depend on the sports audi-
ence —car manufacturers and breweries, for exam-
ple —are looking elsewhere for places to sell their 
products. Beer drinkers watch MTV too, and cars 
aren't bought only by guys sitting around watching 
the ball game. 
But the confrontational, black-and-white, good 

guy/bad guy nature of a game means that sports 
will always be a part of television. Television critic 
Ron Powers said, "Sports is the most successful 
programming on American television," because "it 
has all the elements of drama, of storytelling. It taps 
into a very ancient and primitive hunger on the part 
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of the audience.- Sports producer Don Ohlmeyer 
added, -Sports is entertainment. Sports is not the 
Holy Grail; it is not doing brain surgery; it is not 
wiping out hunger in India. It is flat-out entertain-
ment.-

HARRY COlfLE 

Images emblazoned in a baseball fan's memory: 

• The Yankees beat the Dodgers in game five of the 
1956 World Series —Don Larsen pitches a no-

hitter, and catcher Yogi Berra jumps into his 
arms. 

• Carlton Fisk hits a twelfth-inning homer in game 
six of the 1975 Series, giving the Red Sox a 7-6 
victory —he watches the ball in flight and waves 
his arms, willing it into fair territory. 

• The incredible comeback of the Mets in games 
six and seven of the 1986 World Series. 

If you watched these games on TV, the images came 
to you courtesy of a director named Harry Coyle. 
Coyle has worked in the TV business for more 

than forty years. NBC Sports Executive Producer 



huh just a handful of cameras transmitting to a .1e.w thousand viewers in 
homes and submits. ,VIIC broadcast a baseball game from New krk's Polo 
Grounds. 
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Michael Weisman describes Coyle as the -Abner 
Doubleday I if televised baseball.- lie said that 
(o le has -set the standard by which all baseball 
coverage has been measured and will continue to be 
in the years ahead.-

Baseball is Covle's specialty —he was made 

NBC's coordinating producer of baseball in 1984 — 
but it is only one of the man  kinds of sporting 
events he has covered. He has directed twentv-six 

Rose Bowls, twelve U.S. Open golf tournaments, 

and twelve NCAA basketball championships. 
He was born in Ridgewood, New Jersey, and 

raised in Paterson. He was working as a project 
engineer at Wright Aeronautical when World War 
II began. He enlisted and became a bomber pilot 
with the Eighth Air Force. based in England. He 
flew B-24 Liberator bombers on over thirty-five mis-
sions. bombed Berlin, and was shot down twice. At 
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the end of the war. he went back to his old job. 
Television was something new. —I saw an occasion-

al telecast.— he said. —Of nkurse. nobody had sets. 

They were all in bars. It was still experimental.— 

A friend who had been registered 4-F during the 
war had a job at the Allen H. Du Mont Laboratories 
in Passaic. New Jersey. At night. he worked at 
WARD. Du Monts TV station in New York. Six 
months after Covle had returned to work, his friend 

told him there was a job open at \\ AHD as a cable 
pusher. Coyle took it. His parents weren't crazy 

about the decision. —I was making $150 a week in 
my job at Wright Aero. and I went to work in 
television for $41.40. But the job I had was going 
no place up, maybe down. in fact, because Wright 
was a war contractor. It was obvious that television 
was the thing of the future.— 

It was a rolugh-and-tumble time. —Everybody did 



Even though he was at the game. veteran NBC sportscaster Lindsay Nelson kept 
his eve on the TV monitor as he telecast basketball coverage live from 
courtside. 
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everything. There were no firm jobs. Advancement 
could be overnight.— Coyle worked on the crew for 
about eight months and then went into production. 

He had a lot of studio assignments, but primarilv it 
was —remote production —outside work. I covered 
MacArthur's return to New York. when he had the 
big parade. the 1948 political conventions in 
Philadelphia, inaugurations in Washington. If the 
Knights of Columbus were having a big affair at the 

Waldorf, we'd go there and cover the speeches. We 
used to cover the Easter parade up Fifth Avenue. 
Put a mobile unit out, interviewed people, things 
like that —man on the street." 
And sports: 

Sports is very important today to the network but it's only a 

part of the network. You have prime time, news telecasts, 

Today shows, Tonight shows, soap operas, sports. In the 
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early days, sports had a much larger function. Sports was 

the main factor to entice people to buy sets. That was due 

to the Joe Louis fights, the Army-Navy game, and in 1947, 

they started with the World Series. 

People thought we were wonderful just to get a picture 

from Yankee Stadium to New Jersey. It was the crudest thing 

you ever saw. If you tried that today, people would say, 

"What are you, nuts?" As the equipment changed, people 

got more demanding as to what they'd accept as a good 

show. 

Today, you hardly ever see a show lost. There might be 

a microwave or satellite failure or something like that; but 

to see a show go to complete black is unheard of. Well, in 

the first year we were doing remotes, if we were doing a 

two-hour boxing match, we'd be in black or have a slide up 

with two boxing gloves half the time while we tried to repair 

the equipment and get back on the air. 

Coyle was not a huge sports fan. but he chose to 
concentrate on sports television for two reasons. For 
one, he missed the excitement of his war experi-
ences: "It was hard to settle down.'' Television was 
"action and aggressive and everything else. It 
wasn't a nine-to-five job. 
"Second, I noticed even in the early days that 

there were phases. Western shows were popular for 
a couple of months, then history shows. I felt sports 
would altvays be important, like the news. It would 
be a sure thing. 
"It paid off. I've been in the business forty-one 

years. Never lost a day's salary." 
Coyle became a director at Du Mont. "I'd say the 

first directing I did was boxing and wrestling. From 
there I went on to baseball and football and every-
thing else." 
In the beginning, he said. 

Creativity was just as important in sports as anyplace else. 

Only it wasn't recognized like it is when you see a play or 

a movie. Actually, the innovation and creativity in sports 
were more demanding because nobody had set up any 

procedures. Who knew what to do? What kind of camera 

shots to take, what procedures, what sequence of continu-

ity? It was all trial and error. 

You were working with a lot of equipment that was put 

together with rubber bands and gum. To try something new, 

you had to create the ability to do it. Don't let appearances 

on screen fool you. There was a lot of blood behind it and 

thought and long hours. 

We had a lot more injuries, because we did everything 

ourselves. We climbed up on roofs, we did our own mi-

crowaving. 

Coyle remembers pieces falling off buildings and 
hitting crew members, feet going through tar-paper 

roofs, ladders falling: "One time, we were over at 
Seton Hall University doing a basketball game, and 

a bunch of us were going to put a microwave on top 
of the gym to send the signal back to New York. We 
asked them how to get to the roof." They were 
pointed toward a door. "Actually, what we were 
going into was a huge exhaust thing. Two of the 
guys almost passed out. . . . Everything we did in 
those days was rickety and temporary." 
Cameras were on the primitive side, too. "In 

boxing, in the old days, we usually used two. Maybe 
three, if we got extremely lucky. In baseball, we 

started out with three, went to four. Originally, foot-
ball was three. You couldn't extend your cameras 

too far in those days. We didn't have boosters or 
stuff like that. If von extended the cable too far, the 
signal would get too weak. So you could go maybe 
three hundred feet. Today, you can go three thou-
sand feet. In fact, that's what held up the position-
ing of the center-field camera in baseball. I wanted 
to put a center-field camera in maybe a year or two 
before we actually did it in 1955. We didn't have 
the ability because the mobile unit most of the time 
was behind home plate. That was too far a run." 
The same applied to fmaball: 



Below: i'l sports coverap'. Niu— lltd) Mize. the sports director of CBS's New 
ork aJliliate. then called It CBI/ . provided the mammalian ra a basketball 

game broadcast live limn lhalison Square Garden. 

*1.5  leCh Milog.1 improved. the cocerve of sporting events could become 

-up close and personal. - allowing ciesvers lit .see athletic performances as lItTer 

lie/ore. 
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We started with two cameras on the fifty-yard-line. One 

camera maybe on the left, one camera maybe on the 

right, depending where you were. You couldn't be too ag-

gressive in spreading your cameras too much. You always 

had to have two cameras on the fifty, because the equip-

ment wasn't reliable. You had to protect your basic shot. 

Many times, you'd start with four cameras and end up with 

two. Emergency procedures were not emergency proce-

dures—they were commonplace! 

That's the way it went for years and years. Then you'd add 

a piece of equipment, the lenses would get better. The 

original remotes we did with one camera and one lens. We 

nicknamed it Dr. Cyclops. When we sent him out to do the 

first boxing and wrestling, we didn't fill the whole screen with 

a picture. It was just a circle. Then we went to the turret 

cameras, with four lenses on them. And the next move was 

to get the Zoomar lens. The pictures got better and better. 

CON 1(' 11111\ed l  \ RC Sports as a staff director in 

1955_ and he continued to ‘‘atch the e\traordinarN 

•Iiiinge:- in sports co‘erage. As far as cameras go 
lie  ,aid.  e lidS  e an  unlimited  amount _  

depends on 5% hat's needed. Each one of otir nuMile 

units. has tuu %s here from sex en to ten cameras on 

hoard. If ue need t‘‘ent\ or thirt‘  ‘‘e itist 

bring in three mobile Unit!, and inarrs  then].  IC!, 
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When commercial television went into Jilll swing in the late forties. one if the first sports to 

become a hit was the roller derby. It was a reliable source of cheap. popular entertainment. 

especially for the then-impoverished ABC network. Few knew how it was played or scored. 

but like TV wrestling. the game provided nonslip action. violent contact. and mock 
theatrics, with players like Hatpin Mary and Taffy Brasuhn fighting it out to become queen 
ql the track. 
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easy to get up to twenty-seven cameras, doing a 
pregame, postgame this and that. On the World 
Series, counting the dressing rooms, the blimp, and 
stuff like that. I get as many as eighteen cameras 
and twelve tape machines. Plus a million other toys: 
electnmic graphics,  . . . 
"I counted —on most of our larger trucks, when 

the director sits there, he is looking at fiftv-N(, 
monitors. When I do a World Series, all fill\ -tvm 
are filled." 
How does he keep track? "Have you ever looked 

in the cockpit of a big airliner?" he asked. 

There's instruments all over the place. When I would walk 

into the cockpit of a B-24, there were about a hundred 

instruments, on the ceiling, all over. You learn with experi-

ence that with one sweep of the head you can tell which 

instrument is out of place. The same thing goes with fifty-two 

monitors. You don't ever try to look at fifty-two monitors at 

one time. But you know the monitors you're going to look at 

in a given situation. 

When you direct a large show, especially in sports, you 

don't really have time to make a decision in a lot of cases. 

It's got to be an instinctive call. And you always put the 

same cameras in the same spots, whether it's fifteen or four. 

You start with your basics. When you do a World Series, 

maybe you add a lot, but your basics are still in the same 

spot. 

We had about fourteen cameras working on game six of 

the World Series in '86. People don't realize it, but the instant 

live stuff was pretty much the same as a regular game of 

the week. I don't care if it's thirty cameras. 

Baseball, Coyle said, is "a director's game for 
coverage, but it's the producer's job to follow 
thnmgh and come up with the insight and the inside 

stories, see all the little things. work with the an-
nouncers. They're equal responsibilities. The direc-
tor has to be quick and take the right shots. But 
without a good producer. you're not going to get the 
great success. 
"Some producers can find a story and see what's 

happening, little things like what's happening on 
the bench, the theme of the game, the reason why 



.4 key behind-the-scenes ,,,an.  Roone Arledge came to .4BC in the early sixties and helped 

turn that network's .Torts diyisiun into the linest in commercial television. As the 
sophistication of television techniques increased. .4r/edge was one uf the first to realize how 

they could he utilized to the advantage of Ti sports. Slow motion. instant replays. isolated 
cameras. computerized graphics —all are essential to the Arledge philosophy of sports 

television —coverage that gives both /?ins and the uninitiated an unprecedented view of the 

action. 
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Professional sports commentators team up with professional athletes to provide 
etpert coverage and analysis. (From II  ,411Cs fin, McKay and Howard 

Cavell had the assistance of champion jockey Eddie .4rcaro fipr their broadcast 

of the 1978 Ikentoorliv Derbv. 

Ii iii, jockey Chris MeCarren in the saddle. .41vsheba wins the 1987 Kentucky 

Derby. Horse racing is a TI sport in which the actual contest is so brief the 

bulk of the program is devoted to the pregame show and the victory cereMony. 
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the game's being won or lost —or maybe one of the 
truys is having a rough time with the manauer. With . •  r • 
some producers. that goes right over their heads. 

Being involved in sports television means a wea-
rying life on the road. "Tor a period of my life. I 

traveled every week. except vacations. You're on 
the road a tremendous amount of time. Because you 

have to give these figures on New York State in-
come tax. I can remember out of three hundred and 
sixty-five days in a year. working maybe forty-eight 
days in New York. 

-It's 114 it had now. Last year. I had a humired 
days out of the state.-

Coyle admires the new technology but believes it 
can get in the wav of the game. 



-1 jubilant Chris IleCarrell after hi  Won Ihe  11 3 1/1 

lior the rONeN —ridin g  -Iltshelni in 198T. Telecision 

beco me so M A W need.  cietvers could see and hear an 

he 'vas still riding back froni the .linish line. just s, 

A eriiiir .k.1  ././fr.1—the run 

spons lechnol op hos 

lerc few with 

'Co wls after his cirtarl. 

For every producer and director, that's one of the greatest 

pitfalls you have to watch out for. We can do anything you 

want to the picture. We can put twelve pictures up on one 

TV screen. But what for? You know what I mean? We can do 

anything, but the only way that a new innovation should be 

applied to iive sports is if it's a plus factor for the coverage. 

If it's just done to show the people that we have this piece 

of equipment. it's the wrong approach. 

I'm not saying not to use it. We can put mikes on every 

ball player there is. We've got cameras the size of your 

thumb we can put in the catcher's mask, if they'd allow us. 

We can spin the picture; we can turn it upside down; we can 

use more special effects than you ever thought of. But how 

far can you go before you're losing what you primarily 

should be thinking about? 

You must remember the basic reason you're out there: 

You're out there to bring all the action of a ball game in 

correct continuity to the public. That's the basic reason for 

being there. When you do a ball game, you're not doing 

Star Wars. 

—The  Harr\ Cm\ h. ,a‘,.  In the 

I ii 

ROONE ARLEDGE 

linnne  impact mi tele\ i,ion 

,port,....'N'porh Illustrated rmiimentol.  It  11)1 too 

!midi lit !•zi‘ that 1rIedge  T\ 

an iiiiitvstrN.— 

NI)  hall a greater impact on the ‘‘aS ii 
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The ESPN sports cable network provided insomniac TV sports fans with a 
bonanza in 1987: live coverage of the l'nited .States • victory over Australia in 
the America's Cup .varht race, returning the trophy to America. 
Camera-equipped helicopters and tiny cameras and microphones placed on 
board the contenders—Dennis Conner•s Stars and Stripes and Australia's 
Kookaburra III—gave T1' viewers a view of the competition unlike anything 
they had ever seen before. 
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see TV sports today. ABC Sports was not the first 
network to employ such technological innovations 
as —slo-mo.' or instant replay, but under Arledge 

the network became the acknowledged leader in 

using the —bells and whistles— of video wizardry to 
create a greater understanding of the game. 
It was Arledge who thought to point the cameras 

into the stands from time to time, to give the viewers 

at home a sense of kinship with the fans at the 
stadium; Arledge who developed the up-close-and-

personal theme, creating a stronger viewer bond 
with the athletes they were watching by telling them 

something about the players' personal lives; and 
Arledge who turned television coverage of the 
Olympic Games into an art. 

He has been with ABC since 1960, first as a vice 
president of the sports division, then as president, 

and finally as president of both the sports and news 
divisions. Since the Capital Cities takeover of the 
network. Arledge has relinquished the sports presi-
dency, but he retains the title of group president of 
ABC Sports and News and responsibility for the 
news division. 

Among his many programming innovations at 
ABC Sports were The American Sportsman and 
ABC's Wide World of Sports, which began in 1961. 
"Wide World of Sports grew conceptually from 

necessity in those days," he said. 

Baseball, always a fairly but not universally popular sport 

on television, was on all three networks, but because of the 

baseball league rules only forty percent of the country 

could see it. So we were looking for a better, year-round 

activity. Wide World of Sports grew out of that. The basic 

concept was that around the world people go to see 

events in large numbers and get very emotionally involved, 

but in many cases Americans either know very little about 

them, or have very little interest in them. 

Our thought was that if, through a combination of techni-

;rni— • _ 
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47,7 

Bjorn Borg sinks to his knees as he wins his .Nih successive men's singles tide 

at If imbledon in 1980. One of the primary ;owls of II sports producers today 

is to capture emotional and diantatic moments like this one. moments that once 

were solely Me domain of sports pholographv in newspapers and magazines. 
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Players like Billie Jean King helped turn tennis. ance aSidered a game for 

the elite_ into a popular 1.1. sports attraction. Telecision attracted many new 

players to tennis and opened a second career to competitors like A ing. who is 

an articulate and intelligent 71 sports commentator. 
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cal ability and reportorial skills we could define what it is 

that they're attempting to do in sports around the world, as 

well as why it's important to the fans of these sports, then the 

American people would become interested. 

That was proven to be true. In fact, techniques such as 

slow motion, stop-action, instant replays, and freeze-

frames, which today are universally part of sports television, 
grew out of that period of trying to explain some sports that 

we didn't think people would understand and attempting 

to make the television screen have the capability that the 

motion picture screen and the magazines have to capture 

and freeze a dramatic moment—or to discover whether 

someone's foot was in or out of bounds, safe or out in a 

baseball game. 

As familiar to the American public as the phrase 

up close and personal- is Ifide If Urbrs opening 
montage.  ith it, pledge to bring us the thrill of 
victot  y. the agom of defeat.-

To some extent, we were in the storytelling business when 

we wrote the opening of Wide World of Sports. We talked 

about the human drama of athletic competition, which ba-

sically was what we set out to capture. Our theory was that 

it is just as important if you're a young Russian high jumper 

trying to reach a certain height, or a water-skier trying to 

jump farther than anyone has ever jumped before. In your 

context, in your life, and to other people who are interested, 

that particular event is just as important as Jesse Owens 

trying to get four gold medals in the Olympics. 

We had to identify that drama and make the viewer un-

derstand the context in which it takes place—something of 

how it feels to be there and what kind of person is attempt-

ing to do this, whether we like him or don't like him, whether 

we hope he makes it or he doesn't make it—what is it he 

is trying to achieve. And if the viewer has all of that informa-

tion, then he is ready to experience the feat itself. 

Another Arledge idea ‘‘a• AFL 1/0/o/n.1 
taothall. 

h 

We were very interested in having professional football as 

part of our sports presentation. At one point we had broad-

cast the American Football League, which we had helped 

to establish. But then it got a huge offer from NBC, so we 

were out of professional football for a while. Pete Rozelle, 

who was then and still is the NFL commissioner, and I had 

talked about the possibility of playing on Monday night. 

The idea actually came from baseball: A man named John 
Fetzer had tried to sell us a package of Monday night 

baseball games. However, we didn't think baseball had 

enough universal appeal with regular season games. But I 

was very taken with the Monday night idea, and Pete was 
determined to make it happen. 

He had a problem: Both the other networks had to pass on 



Ti  broligh  el popnlaritI to professional football that it had net•er below 

vxperienced. lltc horizontal. across-the-field maitre of the game. along with its 

coliSlei II  0//en  (e'en  eiel lull. Made it el Mineral leir the  screen. 
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it before we could do it. It came down to the final day, and 

NBC decided to pass on it. Over the objections of our affi-

liated stations—who thought it was going to cost us college 

football, which they thought was more important—and over 

the skepticism of most of the advertisers, we went ahead 

with it. And it was successful almost from the beginning, 

partly because we treated it somewhat as entertainment. 

We knew that going in on a regular weekly basis for a 

football game—opposite, at the time, CBS's very, very 

strong Monday night schedule and NBC's movies, which 

were then at the zenith of their popularity—you couldn't 

compete wit') just a sports event itself. You couldn't depend 

on every game having great significance. And you cer-

tainly couldn't depend on having every game be close 

and highly competitive. So on those other nights, we had to 

have something to make people stay tuned and be inter-

ested. 
The first person I hired for the games was Howard Cosell. 

Howard, a very controversial character, had done radio 

interviews, boxing, including Olympic boxing for us, but he 

had not done football. And he didn't fit into any of the 

standard categories: He was not a play-by-play an-
nouncer, nor was he an expert commentator who, having 

played the game, could articulate its nuances. He was a 



'AC SUper 11114VI is super in 1110re ii, s lhall one. Not on!; is ale piffle ale 

i,Iii,naie event in the prolessional Jimtball season. it is television's most 

expensive advertising buy. Thirty seconds of commercial time, during the 1987 

championship. when quarterback Phil .tiimms led the Ned' Fork Giants to a 

39-20 win over the Denver Broncos. cost $600.000. 
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cameras following ecert 'mourn' of Ihr  bolh on tile field ((nil in 

the StillidS. 14  spurts producers hilempt Iii Iurn each eceni  h  Willi a 

beginning. middle. ond end —the  dcleht fir Me  of orlon —in 

this (ase. ihe iriumph of ‘ett.  orh Giants Briol Henson (number (d)). Phil 

Ninuns. (Ind their teammates ocer the Denver Itroficos iii the 191C .tiuper 
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reporter and a columnist, a dispenser of opinions, a motiva-

tor of discussion, and a stirrer-up of action. 

In combination with him I hired Don Meredith, who had 

been a quarterback of some distinction with the Dallas 

Cowboys, but not one of the all-time great players. He is a 

man of a southern, country kind of humor; he and Howard 

were natural foils for one another. That provided an ele-

ment of entertainment to tune in for, regardless of how 

good the game was. 

It worked. It was the third or fourth game in the season. 

which should have been very competitive: St. Louis and 

Dallas at that time were the two best teams in their division; 

they were playing in Dallas, and the Cowboys were just 

awful. Don Meredith, describing what it was like to be a 

losing quarterback in Dallas, became the butt of Howard's 

sarcastic humor all during the game. The badinage be-

tween the two of them became something that the Ameri-

can people really loved. The chemistry worked. I recall the 

game ending something like thirty-three to nothing, and it 

was up against a big Johnny Carson special and some-

thing else. It should not have done well at all —but it did do 

very well. We knew from that time on that it was going to 

work. 

ft•It that the Arledge flair \%as 

being flashed a little too far. %s ill] co\ erage of 

called —traslisports— awl such —none‘ents— as The 

/;(//t/e o/ the \ettvork .s'irsrs. Arledge denies this. 

e  er accepted trash as a alid adjecti‘e to 

app!‘ to sports.— he said. 

These events grew from a competition that we had on the 

air for a while called The Superstars, which started off as fun 

and ended up as fun. It was never intended to be taken 

seriously. We took away the seriousness by not allowing 

athletes to compete in their specialties. 

To take such activities as serious sporting events and to 

compare them with anything else misses the point. It's like 

comparing a soufflé with a roast duck. We weren't pretend-

ing it was anything other than what it was. I was troubled by 

people judging us by the fact that we would put on a 

program like that. That's analogous to criticizing a great 



When batting superstars Mickct llantle and It //lie  vs joined the major 
leagues in 195/. tenni owners were alarmed at the effect telecision was &icing 
on stadium attendance. 'bubo. -interim', and \ntional League owners and 
players are dependent on the twenties generated by the .sale of broadcast rights. 
Games are scheduled around the demands of 7'1 . and teams hate even (hanged 
cities to take adcantage of hieratic(' teleci.sion package deals, 
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newspaper for running recipes and crossword puzzles on 
Sunday. 

We think of such programs as a little garlic in the stew. The 

Wide World of Sports includes crazy little nooks and cran-

nies where people do strange things. For example, the 

demolition derby, where people bang cars into each other 

until only one car was left standing. It was a crazy, foolish, 

but interesting little event that we'd devote something like 
ten minutes to out of an hour and a half once a year—or 

arm wrestling, where literally the strongest men and women 

win. You could see the same thing in a barroom. 

lie ako ‘eheineritl‘ reject, the thought that the 

thrill of \ ictor‘. the agon\ ct defeat — iihrzu.e might 
he  ,n,i(kred merldm•n. 

I think it's an apt description of the emotional clash that 

takes place in a sporting event. I do think that if we hadn't 

come along with it someone else would have. However, all 

around the world others have contributed, with us, to this 

"we're number one" kind of attitude that anyone who 



ii ilk the close.up camerawork and storytelling abilities of 1.1. Sports. viewers 

could share N en' Fork Vet Ray Knight's excitement and elation as he hit a 
home run in the final game ,!/. the /986 florid Series. 
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finishes second, no matter how nobly, has somehow failed. 

I think it has gone far beyond anything that I approve of, 
recommend, or admire. I particularly find that with the 

Olympic Games. I don't know how you deal with it. It's one 

thing at a college football game, with two traditional rivals 
cheering and yelling and ridiculing each other and waving 

banners and all that. Carried over into the international 

field in the Olympics, where nationalism plays such a major 

part and potitics is so prevalent, I think the elements are 
there for all sorts of dangerous things we can't even imag-

ine today. 

Arledge is fully aware of the effect television has 

had on sports financially. —American football could 

survive without television coverage. but it would 

have to restructure itself financially from top to 

bottom.— he said. —although I don't think we've 

done very much to the game itself' by televising it. 
that is. any structural changes in the game. But 

certainly the financial and economic structure of all 

sports —the Olympics are probably the most dra-





College basketball. like the 198T  championship in which Indiana boa 
.SYracuse hi one point, has become a smple  the TI  spirrls schedule, but 
according to WIC Simrts Etecutice Producer llichael It eisman, the pvularity 
of sports is (yclical. \CI I basketball is nm as big a ratings success as in past 
years. That could easily. change. II eisumn said. Professional \BA basketball 
tiYIS in a slump just a .kw .years ago. \ow it is wire again popular. 
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!limit. example —have been affected by television 

far more than they should. If television money was 

suddenly extracted from sports around the %%Add. 

the whole edifice would collapse. On the other hand. 

it would rebuild itself. There'd just be lower sala-
ries, and they'd start all over again.' 

What's the appear? 

I think the fundamental appeal of sports on television is the 

same as it is in the stadium or anyplace else. It's an artifi-

cially contrived set of circumstances designated to test 

people under pressure, to do feats that in themselves are 

not worth very much, but which given a set of rules, become 

very important. Television particularly magnifies the human 

dimension of these people's achievements under those 

stressful conditions. 

In terms of impact on viewers, sports on American televi-

sion is incredibly important. Something like the recent 1984 

Olympic Games probably moved more Americans and 

were seen by more people than almost anything I can think 

of. And that's been true of prior Olympics. These are periods 

in which sports has a universality. There's a large and con-

tinuing audience of Americans, as there are people all over 

the world, who watch sports almost as a tribal rite. 

MICHAEL WEISMAN 

Michael \\ i-man is very young to have done all 

that he ha- Thirty-seven, he has risen through the 
ranks of NBC Sports more rapidly than a Sid E'er-

nandez fastball. Ile was NBC Sports's youngest pro-
ducer at the age of twenty-seven and was named 
executive producer at the age of thirty-three. He is 

a child of televisitin. not afraid to use the latest 

techniques to tell a story.. 
His first memory of television sports is "'running 

home alter school at three o'clock, all the was down-

hill- to get home to watch the World Series. Esti-
ally. he made it in time for the fifth inning. 

Directing those games was Harry (•,11\  \'‘ 111)1 \\ CHI \ 

Years later would become his colleague. 

Sports was always an interest. -Like most young 

kids. 1 %vas a ball player,- Weisman said.  played 
Little League and enjoyed sports, like most of the 

kids in the neighborhood.- But television was an 

even bigger interest, especially because Weisman's 
father had started out as a reporter with the Reuters 

news agency and then moved to ABC-TV as a show 
publicist. "Lie had shows in the early sixties like 

The 1 'atouchables. The Pal Boone Show. and .14th.ed 

(itt% I remember in the fifth and sixth grades. 
Itringing in eight-k -ten ghissies. It made me a little 
hit of a celebrity in my neighborhood. St) it was 

glamorous for me growing up to be somehow as-
sociated with television.'" 
Weisman's first job at NBC Sports was in a 

newly created position. assistant to the producer: 
the sear was 1972. -At the time, we had Saturday. 
I aseball, Sunday football. and Monday night base-
hall. Each of those shows had a separate producer. 
But there was only one assistant. So what would 
happen was that I'd be assigned to the Saturday 

baseball game: after the game. the producer of the 
show would go home. but 1 would go from the 

Saturday game to the Sunday football game. The 
producer of that would go home, and then I would 
go to the Monday night baseball game.'" It was the 

kind of grueling schedule you can only keep up 
when you're young. -It was great.- Weisman said. 
was twenty-two years old, traveling from city to 

city., going to all these games. and Ii iv i lig  His 

energy and skill led to a rapid series of priuno-
lions: associate producer. producer. coordinating 

producer of baseball, and finally, executive pro-
ducer of NBC Sports under NBC Sports President 
Arthur Watson. 
Being an sports aficionado is an enormous plus 



The sports broadcasters who report the action can be just as tt.ell known and 
sometimes as controversial as the players themselves. :the acerbic Howard Cosell 
and the athlete Who provided Cosell with many of his biggest stories, former 
“,orld heativweight champion Muhammad Ali. 
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for Weisman, in more ways than one. —Enthusiasm 
is a key element of what we do,” he said. —We even 

tell the announcers sometimes: If the announcers 
don't seem to care, why should the viewers at home 
care? If they're sitting there on the fifty-yard line 
and the feeling is conveyed to the viewer that they'd 
rather be someplace else, the viewer is going to 

think, 'This couldn't be a very important game. 
Why should I watch this?' 

—I also think that when you're a fan, you're curi-

ous about things. A lot of the so-called innovations 
that I've brought to our telecasts were largely be-
cause of the fact that I'm a fan and I'm curious. We 
know that there are assistant coaches tip at the top 



Black .-imerican athletes at the 1%8 Summer Olvntpics in Metiro City used 

the internationally televised stage of the games to make a dramatic protest. 
.4fier winning- medals in the 200-meter event. sprinters Tommie Smith (renter) 

and Juan Carlos mounted the winners plathrm and stood with their heads 

bowed and their jists clenched in the Nack-power salute during the playing of 
•The Star-Spangled Banner. 
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Personalities are as important 10 television sports as flashy technology. In 

appeuling competitor. Soviet gymnast Olga A orbut pa s' a perfin-maacc  the 

1972 Summer Olympics in Munich that brought new ptpularily to the spurt of 

women's gymnastics. But leledSion sports can capture the tears and tension as 

well as moments of athletic triumph. Here. korhut is corn/oiled by a coach 

after a disappointing petlarmance cost her an Olympic medal. 
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of a fimihall stadium sending plays down to the 

field. \\ c know they exist: iye've seen a million 

shots of them. But what pies on up there? I said. 
'I'd love to put a microphone and a camera and see 

what goes on up there.' Sure em nigh. we did.— 

Another key to success: —I care about the sport,. 
If there's a sports-journalism stor‘ to do. if there's 

something that's a little upsetting to the viewer. it 

going to be upsetting to me as a fan. So we're going 
to do a story about the lack of black coaches, or the 

fact that franchises are nuiv Mg too easily. or that a 
player is unhappy and perhaps not performing 
well.' 

'You also need a touch if the showman. 

Basically, what we do is entertainment. It's relaxation, esca-

pism. When we're doing a Saturday afternoon baseball 

game in the middle of July or August, people are watching 

it because they're fans. Very often, it's on as background 

noise. I picture these people sitting in mid-America: It's 

ninety degrees wherever they are, and they're watching the 

game of the week, half-snoozing on the sofa, maybe a can 

of beer in front of them, reading the newspaper as the 
game's going on. Or maybe it's the Sunday afternoon foot-

ball game: It's bitter, bitter cold, and the game is on. People 
are huddled up in their houses, looking at the game, cheer-

ing and eating lunch. 

So it's mostly entertainment. I don't kid myself. That's the 

primary reason people watch it. But I do have a sense of 

responsibility that there are certain stories—no matter how 

unseemly, boring, or negative—we have to address. We 

have an obligation to address issues. There are people at 

home who would rather just see the highlights of the week, 

the great catches and the errors and the funny things that 

happen in baseball. But we have an obligation to do what 

we think is right. 

I asked Weisman about his reputation for innova-
tion. the best type of innovation is one where 
everybody wins.** be said. 
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People recognize that it's something different, and they 

also recognize that it makes the telecast better, and the 

production people recognize that it makes their jobs 

easier. 

An example is the ten-minute ticker. We started that in 

football. For as long as I can remember, the big complaint 

from our football audience—as at all the networks—was 

that there were not enough other game scores. We would 

tell our producers every year: more scores, more scores, 

mole scores. It used to frustrate me that you'd see a score, 

10-3, in the second quarter, and the next time you'd see 

that score it might be 48-47. What happened? 

In the truck, the producers would be turning around to the 

production assistants and saying, "Have you done the 

scores? Give me the scores." 

So I came up with the system called the ten-minute ticker. 

As close to every ten minutes as possible, the guys in the 

truck know to update the scores—made their lives easier, 

and it made it better for the viewers, because they know 

that every ten minutes they will get all the scores. 



"No words necessary—just pictures" twre all a TV sports commentator had to 
say when millions of American television viewers shared the joy of the United 

States hockey team's victory over the Soviet Union at the IMO Winter 

Olympics in Lake Placid. The win came at a time when American morale was 
low; the nation was mired in the Iraniun hostage crisis, and the game took 

place just weeks after the Soviet invasion of Afghanistan. 

292 



It lien the »inv. inexperienced South African runner Zola Budd tripped 

Amerimn Mary Decker at the 1984 Slimmer Olympics in Los Angeles, she 
shattered Decker's hopes Pr a gold medal in the women's 1.500-meter race. The 

agonizing manual was seen over and over again in slow motion and freeze 

frame as 71 . sports analysts tried to determine how the accident had occurred. 
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I.,ou 1?etion won four gold medals at the 1981 .Suininer oh mines. 
including the lust indicidual ocerall gold ecer awarded to an -Imerican.  III 

skill and smile. lietion moced from the role of all, I vie  TI spokeswoman. 

'Inoiher,lirst: She was I he fil'sl .fivila le spoils slur to appear in a TI commetrial 

for II heroics. —the breatlasi of champions. --
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!, 1111111(' !...11111i11111 and 1111(' that ha, caught on. 

Another intimation of A ei,inan', got him 1111 )re 

than he bargained for. A ei,inan an-

nounced that (hiring the neNork•, co\ erage of 
110‘‘I \\ that there %.0111i1 Ire  minute 

!-.ilenee (hiring the pregame ,hom. 

There's such a lot of hype about the Super Bowl. It's such a 

long sports day. We had a two-hour basketball game, a 

two-hour pregame show, the three-and-a-half-hour game, 

and then a half-hour postgame. I said, "God, that's a lot of 

sports in one afternoon. It would be kind of nice after all this 

selling and all the hype coming up to the game, if we could 

kind of take an intermission. Relax and let everybody catch 

their breath." So I said, "I'm going to do that. One minute 

of just nothing." 

We didn't even put out a press release, but it made front-

page news. They called it "the bathroom break" or "the run 

for the toilet." Then people got outraged: "Nobody's telling 

me when to go the bathroom." It's kind of upsetting to me 

that after fifteen years in the business and all the Emmys 

and stuff, when my career's finally written up, t will be known 

as the Minute Man. 

I think the reason it got played up so big was probably 

a combination of factors. One, it was the Super Bowl, and 

anything associated with the Super Bowl was going to be 

played up very big. Two, some people thought it meant one 

less commercial. Anything to do with commercials gets 

people excited; they have strong feelings about them. 

Three, there was probably some bathroom humor there. 

Those things combined to make it a much bigger story than 

we imagined. 

I, there a thin line bet‘‘een  zind 

We did a show last year on our football pregame show 

called "Surprise Saturday." We said, "We don't want the 

producers or anybody to know who the guests will be on 

the show. The four announcers will bring in their own surprise 

guests." You can call that gimmickry, but t call it fun, interest-

ing. Sure enough, a lot of people tuned in. 

We prefer the word innovation. I find that usually the peo-

ple who call it gimmickry—particularly at the other net-

works —are the jealous ones who just do the same thing 

week in and week out. They think that's the only way you do 

television. One of my mandates as executive producer is to 

challenge people to look at how to do things differently. 

Don't accept the status quo. 

In boxing, for example, we started a gimmick or an in-

novation that t think is a public service: It struck me that 

whenever you go to a fight, you're constantly concerned 

with how much time is left in the ring, particularly if your 

guy is getting beat. The way the networks handled fights 

for years was to put the clock in to start the round, and 

then take it out. I said, let's leave the clock very small in 

the lower right-hand corner and just let it count all three 

minutes. People said, "You can't do that. It's too disiract-

ing." But it worked. 

We started something called "Due up Next" in baseball. 

We thought, hey, who's coming up next inning? Put it up as 

you go into the commercial. Now, every local station, every 

network does it. When we first did it, it was a gimmick. But 

television is very much a copycat business. 

Not all if  ‘‘ork. !-;(11111(111iii!r diddled 
fur  \ amide. that ‘‘ri!, tried (hir-

ing an Orange Rim I game. 

I said, "Hey, let's tell the viewer before the play" —thus, "pre-

play" —"who the isolated camera is going to be on." If we 

told them the isolated was going to be on the linebacker 

number fifty, they can choose to watch or not watch the 

linebacker in the wide shot, as they wish, knowing they're 

going to see a replay of him afterward. So in the wide shot, 

the actual play, you could kind of keep one eye on number 

fifty and see him get knocked down. It makes the viewer 

more involved in the broadcast—"I can't wait to see this 

replay." They're curious now on the close-up to see how 

blocking techniques took the guy out of the play. 

It was misunderstood by the press, because after the 

T h e  NAll at e d  P. a  ealli era  Ili at  1111 11.1 , III  a  •111 .eifie  pla‘ er 

•11- part  the livid dtit.iii;4 Ow pia\ . ii .1"it't 

during actual pla‘. Ii -Attret1 ttit itlentapt• awl it,t.t1 ti-tiall‘ fur 
ail itt-iatit  p1,1‘. 





Some would argue that attending an athletic event in person is the next best 
thing to seeing it on TI .o one in the stands could witness a moment like 

Greg Louganis•s back three-and-a-half sommersauh at the 1984 Summer 
01vmpics as they could via television —augmented by extraordinary close-ups 

and slow-motion instant rep/ay. 
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Orange Bowl, they said, -NBC guessed right on only thirty-

three percent of their instant replays." That wasn't the object 

of it: to guess who was going to be involved in the play. It 

was to let the viewer in. But we never did it again. 

Weisman wants his viewers to see and hear ev-
erything. —We sometimes feel frustrated. because 
the technology is there to let us mike people and to 
.et cameras everywhere. but obviousl‘. t he leacrues., 
to protect their sports. put limitations on us. We 

approached major league baseball about miking the 

umpire and putting a camera on the umpire's 
mask —small cameras here and small cameras 
there. The leagues stop us. maybe correctly so. I 
think if they would allow us to do some of these 
things. it would remove some of the mystique, 
which may or may not be advantageous. It depends 
on how you look at it.' 
Ifs all part of the process of telling a story in 

sports. 
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I try to remind people that doing a sports telecast is not 

unlike writing a story: the tease being the headline, the 

opening camera shot as the opening paragraph, and then 

you close it in the end; you finish the story. I tell our people, 

whatever you started with at the beginning, make sure you 

go back and conclude it. 

I'll give you an example. CBS did the first fight with convict 

James Scott tram Rahway Prison in New Jersey, a maxi-

mum-security prison. He was an undefeated light heavy-

weight. He won; CBS closed the show by saying, "So James 

Scott is now 17-0, the fight was in the prison, he's that much 

closer to winning the championship." 

I produced a James Scott fight. The day before, we went 

to the prison. I asked James to put on the robe he would 

be wearing and the shorts. He threw the hood of the robe 

up on his head. We taped him walking through the corridors 

of the prison and into his cell and slammed the door. So we 

had that piece of tape. 

When the fight ended, [NBC Sports commentator] Mary 

Albert said, "James Scott is now 18-0, but for inmate num-

ber 642-849" —we're showing the barbed wire, tne police 

and guns, and the walls—"it's back to cellblock D, building 

three." Here's James, slow motion in the corridors of the 

prison, music, back to his cell, cell door slams. We went off 

the air. 

That was the essence of the story: This is not just another 

fighter who won at Madison Square Garden or Sunnyside 

or wherever. He won; that's great; he's on network IV, but 

now he's back to that cell, and that's where he'll be. 
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particularly when you compare it to the winter games, 

which ABC bought. The Calgary [Alberta, Canada] games 

went for $309 million, and they will have approximately sev-

enty.five hours of programming. We paid $300 million or less 

for the summer games and we will have 179 hours of pro-

gramming. So there it is. We paid relatively the same, but 

we'll have at least twice as many commercials and oppor-

tunities for commercials. Plus, most people would say that 

the sports that you have in the summer games, by and 

large, are more attractive to the American audience than 

the winter sports and get higher ratings. The other benefit, 

of course, is that it's a springboard, an opportunity to high-

light your new fall programming and personalities. That's a 

tremendous advantage. 

The projection is that NBC, although not making a fortune, 

will make a profit on the '88 Games. So it was a good 

acauisition. 

\\ \ \\ere the\ aide ti get it  \  \ (.1\ 

The market has changed. Historically, I think the summer 

games every four years have tripled in rights. That wasn't the 

case with this one. It was closer to double or less than 

double. I think it was just a matter of all three networks 

recognizing that it had gotten so expensive not only to 

produce, but with the rights, it was strictly the economic law 

of supply and demand. It's carefully planned what you can 

take in from commercial revenues and sales of miscella-

neous properties relating to the Olympics. 

It's still a lot of money! We're talking like it's chump 

change. It's $300 million just for the rights. It's another $100 

million or more for us to produce it. When you make that 



The dosing ceremonies of the 198-1 Summer Olympics in Los .-IngeieN. -111!: 

Sports paid $22; million fin. the T1 . rights to the games. For two wrl 

weeks. 188 hours ,!/. Olympics coverage filled the television screen. 
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kind of bid, you're gambling on the strength of the dollar, 

gambling on the American economy. NBC has economists 

and money people who make those kind of projections: 

what the dollar will be worth, how much sales people pro-

ject, how much per commercial they can sell, what kinds of 

ratings you will have. 

He doesn't think there's a glut of sports on televi-
sion. 

You go through cycles. The NBA is a great example. Eight 

or ten years ago, people said the NBA was dead. The NBA 

didn't have a contract with any of the networks. It wasn't 

getting good ratings, so you didn't see the NBA. Four years 

ago or thereabouts, CBS started producing the NBA games 

again. It's a huge success, terrific ratings, terrific profits. 

College basketball has now gone through a period 

where most people feel there's too much on. All three net-

works and cable are doing it. Ratings are going down. 

What's going to happen with NBC is we'll do less college 

basketball. What happens when you do less college bas-

ketball is that eventually people want to see more. 

You try to stay a step ahead. But really, the marketplace 

and the public determine how much sports there is, and if 

there's too much. For me, there's never enough. 

Weisman does not believe that professional 
sports would collapse without television. —What 
would happen is that the players would certainly 
have to make a helluva lilt less money. Rut profes-
sional sports existed before television. Instead of 

making two million dollars, players would have to 

make thirty thousand. And they would get by just 
on people coming to the games. 

—Newspapers are a major source of interest. In 
s011IV Was . s, more so than television, because von 

read your daily newspapers abinit the Yankees and 

Mos. If there wasn't television. as long as the news-
papers and magazines were still around. You'd still 
go to a Yankee or Met game. I don't think sports 
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The raising of the Olympic flag was one of the simpler events qf the Hollywood 

.spectacle that opened the 198-1 Summer Olympics in Los Angeles. Television 
executive producer David It .0/per put on an extravaganza that featured 

thousands 1?/. balloons and streamers. hundreds of singers and dancers, and 
eighty-four pianists pkving George Gershwin's "Rhapsody in Blue. -
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would fold. They were there before television and 

they'll be there after television.— 

Rut without television. Mike Weisman would be 
very unhappy. For him, the attraction of televised 
sports is that —it's live and unpredictable. with real 
elements of human drama and emotion that you 

don't necessarily get in scripted, preplanned shows. 
We go into every telecast as if it won't be like 
anything we've ever done before. We're always on 
the edge of our seats, getting ready to react to what-
ever happens live. I'm obviously a fan.— 

Obviously. 
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As the coolly logical Science Officer Spode, a citizen of the planet l'ulcan 
(although his mother was an earthling), Leonard Nimov was one of the most 
popular characters on the science-fiction series Star Trek. 
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hen television people talk about the 

-creative end" of the business, 
they are usually referring to the 
producers, writers, directors, and 
performers. But there are hundreds 
of people necessary for the success 
of a television show —all those 

names you see rolling by during the closing credits. 
Craftspeople with vast technical expertise —from 
cinematographers and production designers to the 
people who create the music, costumes, hair, and 

makeup. It is a collaborative medium, and each is 
responsible in one way or other for the overall look 
and feeling of a show: the plush legal firm of L.A. 

Law, the music-video look of Miami Vice, the peel-
ing paint and soiled walls of the station house on 
Hill Street Blues. 
Much of their jobs immerse these people in the 

day-to-day tedium associated with any kind of work. 
There's an old Hollywood joke: The most exciting 
day in your life is your first day on the set; the most 

boring day in your life is your second day on the set. 
But whether these people are working on the num-
ber one series in the country or on a pilot that's 

headed for the network slush pile, they take enor-
mous pride in what they do. They are eager to talk 
about what they are responsible for and how they 
fit into the complicated production machine that 
cranks out hundreds and hundreds of hours of TV 
every year. 

GERALD FINNERMAN, ASC 

Gerald Finnerman, ASC (American Society of 
Cinematographers), is the director of photography 
for Moonlighting, a show that spares no expense to 
get its very special look. Finnerman is a man who 





(From left) Leonard Nimoy (Science Officer ?pock). William Shainer (Captain 

James Kirk). and James Doohan (Chief Engineer Montgomery —S(otty — Scott) 

were leading cast members of the science-fiction series Star Trek. It de eloped a 
cult following that made it more successful in syndication and as a popular 
series of motion pictures than it had ever been as a network show. 
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Cinematographer Gerald Finnerman became totally involved in virtually every 
aspect rf the program. including the scripts, the series unusual lighting. and 
the set design. 
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was brought up in the old schmil of cinematogra-
phy, and he's proud of it. He brings an artistry and 
a meticulousness to his work that has been one of 

the key factors in making Moonlighting successful. 
—I'm second generation,— he said. —My father 

was one of the original members of the uniiin. Local 
659, International Photographers Guild. He came 
into the business in 1928. I grew up in the business. 

Since I was five or six years old, all I can remember 
is the motion picture business. 
—Although I didn't major in photography in col-

lege. I always wanted to be a cameraman.— Finner-
man attended Loyola University and majored in 
abnormal psychology. In 1950 he to44: a job at 

Warner Brothers, where his father was on contract 
as a cinematographer. Soon, he was working as his 



One ingenious episode of Moonlighting was filmed in black and “•hite. In 
'The Dream Sequence Always Rings Twice. — shot in the style of a forties .film 
noir. stars O M! Shepherd and Bruce Willis imagined themselves as a big 
band singer and trumpet player. In unusual circumstances like this, details like 
makeup and lighting—very different flit- black and white than fin- color—are 
more important than ever. Mo(mlighting's cinematographer Gerald Pinnerman. 
who tiyis trained in the old school of black-and-white moviemaking. received an 
Emmy nomination for his work on this episode. 
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father's assistant. When his father (lied at the age 

of fifty-five, Gerry Finnerman found a mentor in one 
of Hollywood's finest cinematographers. Harry 

Stradling, Sr., who had been a close friend of his 

father's. He worked for Stradling for eight years 
and was his camera operator when Stradling won 
the Academy Award for My Fair Lady. From Stra-

dling, Finnerman learned the old-fashioned style 

that has served him well in creating beautiful televi-
sion pictures. -Color wasn't %Try popular in televi-
sion until the sixties.- Finnerman said. 

At that particular point, everybody said, "Well, you have to 

take a light over the lens and flat light color. Light every-

thing." Even the networks wanted you to light everything. 

Color would take care of itself—the shades of reds, greens, 

and blues would all take care of themselves and blend, 

and you'll have a nice-looking picture. 

But the old timers, like Harry Stradling, James Wong Howe, 

Ernie Laszlo, Charlie Lang would always go back and say, 

"In the forties, when I was shooting black-and-white, you 

could only get dimension one way." And that was by cross-

lighting and halftones. They stuck to the ways of the thirties 

and forties and still continued to light color as they would 

black-and-white, which wasn't as safe, but it certainly was 

pretty. They were the ones who were getting the dimensions 

when everything else was being flat lit. . . . So I pretly well 

stuck to the theory of cross-lighting, trying to get dimension. 

. . . That's the way I was taught. 

That style is passé. There are very few cinematographers 

today who could light a black-and-white show. 

Significantly. Finnerman was nominated for an 
Emmy for Moonlighting's black-and-white episode, 

-The Dream Sequence Always Rings Twice... 
Finnerman's first television series as cinematog-

rapher was another landmark television show —Star 
Trek. He got the job by default. Stradling's son, 

Harry Stradling. Jr.. was also a cinematographer. 
the directs sr 4,1 photography on Gunsmoke. Star 

Trek's producers unsuccessfully tried to persuade 

him to join them. When he refused, they asked 
Stradling senior to try to convince his son. Stradling 

knew his son's decision was firm. He suggested they 
promote his camera operator. Gerry Finnerman. -I 
went over for an interview with Gene Roddenberry 
'Star Trek's executive produced. They said. 'We'll 
give you one show to do. and if we like it. we'll give 
you another show.'  Finnerman was hesitant. but 
Stradling senior was reassuring. He was about to 
start sluu)ting the motion picture Funny Girl. with 

Barbra Streisand. If Finnerman didn't succeed at 
Star Trek. he could rejoin Stradling on the Funny 

Girl set. 

-He said, 'You're a smart boy. You know what 
to do,'  Finnerman recalled. -So I went over in 

May, and I started. I was on the show one week, and 
they were oohing and ahhing, and at the end of the 
week, they came down anti offered me a three-year 

contract at. I think, eight hundred dollars a week. 
That was a lot of money in those days. I couldn't 
believe it." 

Finnerman approached Star Trek's unusual sci-
ence fiction format with a basic philosophy: ''the 
idea or vision of that third dimension. That was not 
seen on any of the other shows.- It was difficult at 
first. 

I did have trouble with the network [NBC] at the beginning. 

They were hesitant to accept the fact that people were in 

shadows, or half-lit or silhouetted, or that colors were used 

on the hair. But Mr. Roddenberry was very nice and support-

ive, and said, "I don't care what they say. I know what I'm 

seeing on the screen, and I like it. You just keep doing what 

you're doing." 

A lot of it came by accident, because in those days I was 

searching, and a lot of it came from a certain amount of 

ego or arrogance. When somebody tells me I can't do 

anything, by God. I'm going to do it! The network would say, 
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"You're not to use any colors." We were on a different 

planet every week, and I would look at this huge set that 

was supposed to be the planet—I couldn't envision a differ-

ent planet without a certain warmth or coldness, depend-

ing on the script. 

It's like music. Photography is like an opera or a sym-

pnony. We all know that when we're tired and we sit down 

at night and we start listening to Wagner or Tchaikovsky, 

how involved we get, and how the juices start to flow. That's 

how I feel about photography. Certain romantic scripts, I 

make romantic with color and shadows. We had some 

sclipts that were brutal, and I made them brutal —cold. 
Whateve. was in the script, I tried to encompass. I took my 

time. I real the scripts. I tried to know the characters as well 

as the actors did. Finally, you really do know them almost 

as well as maybe the actors and the writers. A director will 

come through, and he's there for a week or two, and he's 

gone. But we're there all the time, you know, and pretty 
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soon you get to know Captain Kirk or Spock or whatever 

show you're doing.... It's a feeling you get that comes out 

on the screen. 

Another program for which Finnerman won an 
Emmy was a TV movie based on the life of show 

business impressario Florenz Ziegfeld. —It was re-

ally a woman's show,'" Finnerman said. —In real 
life, Ziegfeld was a womanizer, and we had four 

beautiful women in the show.— As a result, Finner-
man gained a reputation as a —women's camera-

man,— much as George Cukor had a reputation as 
a women "s director. It helped lead to Finnerman's 

current job with liowilighiing. What does women's 
cameraman mean? —In this day and age, it's very 

important for every star to look as good as they can 
or better,— he explained. —There are techniques 

whereby they can look better. As cinematographers, 

we approach each individual like a plastic surgeon. 
Each one has flaws; each one has scars. . . . 

—Each one has a different kind of nose. Cybill 
IShepherdl, for example: She can look very bad if 

you put the light on the right side of the camera. 

She has a slight indentation in her nose, and when 
you put the light right of the camera, it just bends 
her nose like a banana, so you just have to watch 
It. 

—It's sometimes difficult for the men to under-
stand, because it seems like we take so much time 

on the women. But everybody on the set is treated 
equally."' 

Finnerman was not involved with Moonlighting's 
pilot. but shortly after it was completed, he was 
approached by the show's producers. 

They came to me and said, "We have a show that is unique. 

We want a different look. We want the look of the black-

and-white of the forties." We all sat down and had a meet-

ing, and they said, "We want this incorporated and this and 

this. Can you do it?" 

I said, "Yes." And then I said, "It would be nice if we could 

maybe get away from those lousy-looking zoom lenses. 

They suck the background of people to you and not you to 

the people." I also said, "It would be nice if we could go 

through long master shots [the wide shot that includes all 

the characters in a scene], seven, eight, nine pages, like 

Hitchcock." We're throwing ideas back and forth. We sat for 

about two hours, discussing the concept of the show. I 

mean, I'm still discussing, and I didn't know whether I had 

the job. But I threw everything I had into it, saying, "Yes, I saw 

your pilot. I think I can do a better job on the lady. I think, 

overall, I could give you what you want." When we finished, 

there was satisfaction on everybody's part. Right away, 

we're saying, "Hey, let's get rid of all the television gim-

micks." 

I went back home and they had already called my 

agent. I was tickled. This seemed to me to be a terrific thing. 

I signed to do the series, and it started. 

Finnerman"s background and training appealed 

to executive producer Glenn Gordon Caron, who is 
a certified movie nut. Finnerman cites Hitchcock, 

John Ford. Fred Zimmerman, and Preston Sturges 

as primary directorial influences. Moonlighting is 

shot more in movie style than television style. The 
long master shots, for example: —They don't do that 
in many shows that I've seen,— Finnerman said. In 
other programs —it's a lot of quick cuts. Bring the 

characters in and three close-ups. Take them out 
and three close-ups. Take them over, sit them down. 
and talk for eight pages. We don't do that. This 
show never stops moving.— 

As for his own role: 

Without a doubt, the cinematographer on a television se-

ries, dealing within the parameters of a producer's wishes 

and specifications, not only sets the style, but he sets a 

show—sets the movement, sets the lenses. And usually the 

directors who come in will adhere to the parameters of the 
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show. It is not very easy when the star of the show is as 

knowledgeable as Cybill Shepherd and is saying, "I don't 

want the camera dropped on me. Don't shoot up on me." 

She's absolutely right. You don't do low shots if you want 

a lady to look pretty. She's very camera-conscious. I know 

she likes to get her coverage done first because she gets 

tired in the afternoon, and it shows. You put makeup on 

during the day, and you add to it. You don't take it off and 

put it on and take it off and put it on. So by the end of the 

day, after twelve hours, we watch her very carefully. We use 

different diffusion; we use different lighting if possible; we go 

from hard lighting to soft lighting. 

Diffusion. the process by which you film through 

a somewhat opaque filter to ,often hard edges. is a 
minor s,ire point on the Moonlighting set. Cy bill 

Shepherd's shots are diffused. and if oil look 
closelv at Uoonlighting. you can see the difference 

between the way she is filmed and the way ....star 
Bruce \\ illis is shot. According to Finnerman. 

-Women have to be diffused. I don't care who it is 

... Somebodv took a pretty good shot at me in a 

magazine articlel for oyerdiffusing Cybill. I went to 

n"  Immincers• and the  aid. .Y" jti.t  keel' doing 
what You're doing. We lo y e it, the network loves it, 

and she loves it.' I can't go by the opinion of one 
man who may. need new glasses. I have to defend 
myself b‘  saying. 'Yes. we use diffusion —we use 
heay Alirtltil011 -1 Mt I don't consider it jarring.' 

Case (losed. 
Finnerman sees his relationship with the director 

as key. lounger directors often have not been ex-
posed to the old techniques that he learned: big 
dolly shots. cross-lighting. etc. -It bewilders them.-

De feels that unlike other series. 

there's no formula for this show saying that somebody walks 

in the door, we take them over to here and then over to 

there. I approach the directors and I say, "You work with the 

people, and you get the performance, and I will give you 

the look of the show you want." Basically, they are much 

happier that way. It takes the pressure off of them. 

They rehearse a scene with the people, and then they'll 

turn the set over to me. Then I will block the shot. I'll go so 

far, and if it works the whole way, I'll say, "Okay, we can do 

the whole eight pages." If there is a problem, I can stop and 

work it out—I feel I have omnipotence in that area. 

We get directors who are not what you would call strong 

camera directors. Many of them have not done film, or 

many of them have done only two- or three-camera com-

edy shows. Sometimes they're not as confident or cogni-

zant of screen direction, cuts, overlaps. It's my job to protect 

them, and I do. 

It's different from doing a three- or four-camera comedy 

show on tape, where you can see the monitors and say, "All 

right, cut from the close-up to an over-the-shoulder, or cut 

back to the master." You don't have the ability to do that 

on film.... There are a lot of critics here checking perform-

ance and angles. It's a lot different, a lot scarier. 

The cinematographer ,.en es other functi.ons with 

the director a yell. l'innerman's college psycho!- 

.  •wy training ...Ines in handy. -We deal with an 

awful lot of ego. especially on a show that's as hot 

as this one is.- he said. -You have to remember that 
Von are the therapist between the director and the 

stars. There comes a point where the stars know 

their characters better than anybody else. They 

sometimes frown on a director coming in and trying 
to direct them before they've had a rehearsal. 
... This has happened a couple of times. and I can 

see the sparks start to tiv. 
-I try to be the buffer. I'll take a director aside 

and try to explain to them that its best to isatch 
what they lthe actors' do. get their feel or their 

input. and then go from there. rather than come in 

and demand this or that.'' 
Problem solving comes relatively easy to Finner-

man: -I learned through a long period of going to 

a I's\ chiatrist that there is more than one alterna-



Miami Vice's art director fifrey Howard applied his background in painting to 
the special look of the series. The .fashion shim of stars Don Johnson and 
Philip Michael Thomas were only a part of an overall show design that was 
influenced by art. architecture. graphic design. and even music videos. 
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tive. Its never either/or its this and this and this. 

There are so many different ways to approach even - 

thing, whether it is photographY. directing, acting. 
that nobody should be pinpointing one little thing. 

Give me a problem. and I'll change it. That's the 
way you have to think.— 

JEFFREY HOWARD 

Art direct4w Jeffrey Howard studied theater design. 

but he primarily sees himself as a painter. His art-
ist's eve was in full evidence when he served as the 

art director for the first two seasons of Miami lice. 
Say what you will about that series' purported 

violence and overemphasis on the drug culture. I ice 

set a visual style that was unlike anything ever seen 
on television before. Working hand in hand with 

executive producer Michael Mann. himself no 

slouch when it comes to color and design, Howard 
helped devise the look that was copied in fashion. 

advertising, and graphic design. For his work on 
the series, Howard received the 1985 Emmy for 
best art direction. 

He has distinct ideas about what makes his de-
signs special. —1 have a background in the fine 
arts.— he began. —1 started out as a painter. but I 
got a master's degree in theater arts because 1 de-
cided that 1 wanted to do something other than 
paint to make a living. 1 decided to become a stage 

designer.— Howard got his master's at Brandeis 
University. He moved to Hollywood in 1975 and 
got a job at CBS Television City working as an 

assistant art director on several Norman Lear come-
dies. such as .411 in the Family. One Day at a Time. 
and Mary Hartman. Mat:v Hartman. Then. —with 
two Years' experience in videotape. 1 was aide to 

jump into film and started working as an assistant 

art director in movies. But I did several television 

movies along the way.. so 1 was always maintaining 
my involvement with TV.— 

In 1980, Howard became a full art director on 
the movie Pricate Benjamin. Following that film. 

there was an actors strike. and Howard found him-

self back in the television business, working on 
commercials at EUE-Screen Gems. 

I did hundreds of commercials for Screen Gems over a 

period of about four years. At the some time, I was also 

doing a lot of painting in my studio at home: abstract paint-

ings, concerned with breaking down the surface into col-

lagelike pieces to create a sense of space, using color to 

play with emotional and psychological responses. 

Doing the commercials, I was working with a lot of young 

directors, because frequently that's the only kind of work 

open to them until they can prove themselves. Some were 

from Canada, some from England—they were a new wave 

of directors who were interested in combining the beat of 

rock and roll with motion pictures through fast editing, quick 

cuts. 

There was a tremendous emphasis on spectacle in com-
mercials, a tremendous explosion in what computer ani-

mation could do, and growing appreciation for what 
television can do. 

There was also at that time foment in the art world. Paint-

ing made a resurgence, the Bauhaus architectural style. It 

was also the beginning of postmodernism, which wants to 
throw out all the cool geometry in place of a collage 

effect—disparate things being mixed together in almost a 

haphazard way to create something unexpected. 

So there were a lot of things happening in the arts and 

in the media. Television was ripe for something very special 

to come along. In fact, I think that in those early days the 

commercials really looked better than the prime-time pro-

gramming. Programming had stopped incorporating any-

thing other than the mainstream kind of information that 

was shared by all. It left out so much of the fringes in music, 

in design, in fashion and architecture—all that was sort of 
percolating on the side, waiting to be recognized. Televi-

sion was playing it safe—the old lowest common denomi-

nator. 
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Graditall‘. in the earl\ eightie,. there \\a, 

a recognition on the part of the networks that they were 

losing aJdience for the first time. They were losing audience 

'o cable TV. They were losing audience because people 

simply weren't watching TV. 

Michael Mann certainly has to be credited for recogniz-

ing what a great world of culture was out there being un-

recognized and not brought into television. The music has 

got to be one of the most important elements that he has 
been able to incorporate into prime-time programming— 

the combination of music and drama. 

When you add music, you set the drama free. It becomes 



also an operatic kind of statement. And it allows you to take 

license with the visual part of the show. It allows you to 

stylize in a way, because the music sets you free and puts 

you on another plane of representation. 

Thus began Miami I ire.  -The show offered a 

‘yonderful package,- Howard said. -It brought 

something to television that was simply lacking. 
something that was out there that everybody. was 

aware of. certainly. Everybody was listening to the 
radio. following their favorite rock musk. buying 

crazy clothes. but you didn't see it on television.-

Michael Mann would certainly agree with How-
ard's assessment and his belief that Mann's special 

knowledge .of the criminal world was another reason 

for rice's success. "'Michael Mann tapped into a 
whole world that hadn't been exphored Yet.- How-
ard said. 

The Mafia underworld was almost a cliché. In Miami Vice, 
Michael Mann was able to bring stories of political intrigue 

that were right out of the headlines and the biggest story of 

all right now, the huge traffic in illicit drugs. He was able to 

make an interesting equation between illicit activity and an 

illicit life-style—these criminals with unbelievable wealth 

and luxury. This was something that was very tantalizing, 

because the show is set up in such a way that we can 

participate in it through Sonny Crockett [the detective 

played by Don Johnson], who's only playing at being a 

criminal. It's a wonderful tease—bringing an audience into 

a world that they've never seen before. That's why the show 

looked different, because we tried to create a world that 

looked like you have to leave the earth to visit it. It was like 

another planet. 

Of course, design is a critical part of that. We wanted to 

create a world that was new and alien and slightly threat-

ening, but mysterious and beguiling and seductive at the 

same time. A world that was not completely Sonny Crock-

ett's—he, after all, is a simple guy who was thrust into this 

unbelievable labyrinth of illicit behavior.... The dread and 

alienation which is a by-product of that look is something 

that gives him the feeling that nothing lasts, that everything 

is surface, everything is illusory. 

Miami Vice broke ground in the sense that it revealed the 

tremendous depth possible in visual language. Our culture 

is very visual. We are attuned to things and their importance 

as symbols. Miami Vice tapped into this language that 

speaks in terms of what people wear, what people drive, 

what people surround themselves with, and the effect that 

this might have on a person. It was a conscious attempt to 

funnel into mainstream television some radical positions. 

Howard explained the relationship between what 

he was doing in his painting and his approach to 
Miami I ire. -I began to see the similarities between 

a TV screen and a piece of paper.- he said. 
-They're In Rh tw(t-dimensional surfaces, and they 
both ran be manipulated in a very graphic way. The 

collage-style paintings that I was (king could be 
translated directly into a use of design across the 

screen, by creating contrasts in the sets. I no longer 

began to think of a set as something that actors 

walked around in, but rather something on the 

screen that only had reality on the screen. Of 

course, et dors played a tremendous role in allowing 

me to achieve that str(mg. graphic kind of' presenta-
titm on the screen.... I remember wincing at one 

thing in particular in those old. hoary guidelines for 
art directors and production designers: lie very re-

strained in color: always use nothing but beiges or 
neutral tones.-

Jeffrey Howard may not think of the set as some-

thing the actors walk around in. but he does feel 
that its important that -every designer should be 

an actor in a wa‘. because there has to be a motiva-
tion for the physical universe that', filmed, a !mai-

yatitm for the ambience, for the mise-en-salne. It is 
Vers much similar to the way an actor creates moti-
vation flu- the way he enunciates his lines. and the 

Way he nulves his body. Anytime I get invillyed with 



an actor's or a character's space. I'll studs- the lines 
like I'm the actor studying his lines; I'll look for the 

clue to why this person is the way he is. That's the 

beauty of our business —that technicians can also 
savor a little bit of the magic by becoming actors 
themselves in order to interpret a script. Every good 

designer di )es this.-

Howard believes that Miami I  like the holly-
wood films of the tssenties. has made its design 

mark. -I see the impact just driving around major 

cities. One of' the most gratifying things about MN' 

two years was to see it in Miami —I was able with 

this show to hold up a mirror to the city's own 

renaissance.-

When Howard worked on Miami lire. the pace 

was frenetic. 

It was tough to have concept meetings on every show, 

because at any given time in episodic television, you're 

working on three shows. You don't have the luxury to sit 

down and thoroughly conceive every single detail, you 

know. It has to be done on the run, and it has to be done 

with a strategy—a total concept—completely in hand. You 

have to be able to invent on the spot, based on a gestalt, 

a philosophy that's agreed upon. The show is only success-

ful if everybody is in sync and everybody is sympathetic, 
because if you have to stop and explain, you're going to 

get in trouble. 
I was completely in sync with Michael Mann, so much so 

that I was able to carry on with very little input from him after 

the first couple of shows. The key thing was to set the whole 

tone, and that was done through discussions about aes-

thetic approach. 

The pace is very difficult. That probably has very little 

bearing on the ultimate apprehension of the show by the 

audience. They don't see what went into making it. It's just 

part of the economics of the situation. The show is only 

licensed lor so much [the license refers to what the network 

pays for it], and it requires that you work very hard to get it 

done. It happens to be the kind of pace that causes peo-

ple to bum out after a couple of years. I don't think you can 

do it for longer than a few years running. You have to be 

replenished in some way. 

For llossard. replenishment comes from his art. 

One might think that he takes the aesthetics of 

television production design too seriously. But what 

is encouraging for the television industry is that 

there are people like him who are willing to devote 
their ideas and creative energy against often horrific 

deadlines to make a TV show look different. 

CANDIDA CONERY 

Candida Loners got started as most hairstylists 
do —she went to a beauty school. After a brief stint 

syith the circus and a ten-sear career working as a 
hairstylist on various motion pictures and TV 

shows. she is miss the hairstylist for L.A. Law. 
-A girlfriend of mine in high school was going 

into beauty sch4)ol.- Conery remembered. -So I 

enrolled too, because I sort of idolized her. You 
know, von get these very strange friends when 
you're in high school: years later. you never have 

anything to do with them. . . 
Conery saw beauty school going hand in hand 

with plans for college. -I was going to college. and 

I was going to be a teacher.- She got her beauti-
cian's license. and the money she made helped pay 
for tuition and books. -I went to college for two 
years and stumbled.- she said. -I got bored. It was 
toward the tail end of the Vietnam War era. so I got 

involved in a lot of marches, and sort of forgot my 
schooling. I was also doing gymnastics at the time. 

-So I burnt out a bit. Holding down two jobs and 

an apartment, trying to go to school at the same time 
. . . just went a little nuts. I sort of left school and 
hair-t ling altogether. 



7'o the casual viewer. details like a star's hairstyle may seem 

unimportant —until somethin&r is wrong. It can distract from a TI show's Mon% 

or an actor's performance. For I,.A. LaW hairstylist Candida Conery. an 
inappropriate hairdo can mean calamity. 
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-I joined the circus. It was an all-girls flying act. 
Na contracts —it was absolutely hysterical. the best 
fun I ever had for about four months, all summer 
long. 

-I always wanted to be a Jill-of-all-trades.- she 
says, but hairstyling was one thing she knew would 
pay the bills, so she returned to it. She found a job 

in Beverly Hills and then rented space on Ventura 
Boulevard. -I was there for a number of years, 
really getting a good-sized clientele,- she said. but 
she left to take another crack at show business. 

I made up this incredible résumé that said absolutely noth-
ing. My mother was an English teacher, and with her help 
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we just sort of expanded it—hobbies, sports, education. I 

sent it up to Universal, and kept calling them. There was a 
woman up there, Florence Avery, who was their department 

head. She was so polite. She kept saying, "Well, there's 
nothing now, but do call back." And I'd say, "Thank you very 

much," in my best businesslike voice. 
The third phone call, she breaks down. She just goes, 

"Have I ever met you?" 
I said, "No, would you like to?" 
She said, "Yeah, get your butt up here." I went up to talk 

to her the next day, and we hit it off real well. I started 
working the next day and basically never stopped. 

Her audition was showing she was capable of 
putting a space helmet over the coif of a female lead 
on the Buck Rogers television series. -It was a little 
night shot out behind the amphitheater at Univer-
sal.- she said. -I put her hair in a bun, slammed 

the helmet on, and froze my patootie off—it was so 
cold up there.- She passed the test. The next thing 
she knew she was working on one of the Airport 
movies --twentv-fifth hairstylist down the road. 
-I had worked from budget shops to BeverlY 

Hills as a hairstylist, and now I was throwing myself 
into a completely new set of rules and standards,-

Cotten. said. -I was back at square one. I had to 
become humble real fast. That was a pretty rude 

awakening. 
It was surprising how much I didn't know, and 

how much I'd have to relearn.- Win is it different 
from any other kind of hairstyling? -Hair is hair. 
You come into in‘ shop for a haircut. I look at you, 

vbe talk. I cut your hair, we talk some inure about 
styling and how you wear it for everyday." 
Rut when working on a set with an actress, she 

said. -I've got to construct something that will last 
an entire day and look exactk the same. Six hours 
apart and possibk even two weeks apart. the actress 
could be walking from one room to the next and 

have to look exactly the same.- In other words, two 
parts of the same sequence might not be shot at the 

same time. but they still have to look as if* they're 
taking place in real time in the final product. 

-So we take a lot of matching photos.- Conery 

explained. -If we do it two weeks down the road. 
I've got to make sure son look exactly the same. 

That's the most difficult part of' the job. What I 
really had to learn was the matching.-

Mistakes can slip through. though. In an LA. 

Law scene with one of the series' stars. Susan DeV, 

-I parted the hair on one side for one scene, outside 
a door. Then when she came inside through the 
door to a bar. it was parted on the other side. It was 
shot on two separate days.- When the episode 

aired. she said. -I just gasped. My sister didn't 
notice.-

Cutlery. came to L.A. Law via a hairstylist friend 
who was working on the series' pilot. She joined 

him on the pilot. he left. and she was asked to stay. 
-They enjoyed my work. they liked me very much. 
and I enjoyed them tremendously.- She said it was 
a different work experience from most of' her previ-
ous movie and TV shoots. -The normal set of cir-
cumstances is us versus them, crew versus 
producers. above line versus below line. In this 
instance, our producers are wonderful people. They 

are thoughtful. kind, and appreciative. I think 

they're brilliant writers. I'm very pleased to be 
working with them. 
-This is an unusual situation for me. I enjoy 

being appreciated. On almost every production you 

work on. the only time you ever hear from a pro-
ducer, or anyone above the line, is when you're in 
trouble, when you've done something wrong. Other-
wise. everything goes along. and it's fine, hello. 
good-k e." 
As with the other behind-the-scenes members of' 
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a production team. Cullers works chisels. with the 
producers and the cast. Notes are written. and 
suggestions are made. The producers decide that 

Susan Dev's character should be a blonde -- \1 
take care of it.. . . Jill Eikenberry came in. and I 
had a few suggestions from working on the pilot. 

We put them on film. We put Jill on film in a couple 
of outfits and some hair and makeup. We ran sonic 
tests. ‘1 hich they always used to do in the old 

days —run screen tests for different looks. It's not 
done so much now. especially on television. You 
diin't have much prep time. 

-You are creating another person. a being. an 
ego. You want to make them look the best they 

possibly can, not only sidewise. but colorwise and 
coordinationwise.- In this case. Conery says, -I 

have to see the wardrobe, and I have to see the 
jewelry they're wearing. A lot of times. when I'm 
doing their hair, if the earrings aren't on, there's a 
balance that's ciimpletely missing. 

-Thev usually have them dress and come bark to 
me. so they're dressed when I do their hair. If 

there's a very high collar. the hair should go up. 
whatever is more flattering and natural. There's a 

360-degree silhimette that you have to work with. 
around and around. At the end. I usually have them 
stand up on eye level with me and turn around, so 
we can see all the angles —tilimething I had to learn 

real fast. When you're doing stills. you can place 
people in certain positions and angles. and you'll 
get what sou %yam. But film is N.ery 

She prefers negotiati4in to fighting when it comes 
to determining a style. but she has strong likes and 
dislikes. 

I will never force anyone to wear something that they truly 

aren't comfortable with, because first and foremost is their 

comfort as an actor. They've got to go out there and act. 

They've got this whole other thing going on with them be-

sides me. I'm a very small part of it. I'm there to support this 

person in their acting. There's a certain perimeter that I stay 
within. 

You work with that individual until you are both satisfied. 

I tell you, most people know their own hair better than any-

one else does. They've lived with it their whole life. When 

they say, "Believe me, my hair won't do this," I believe them. 

Sometimes I will go ahead and try it just for the heck of 

it to see what happens, because maybe my technique of 

doing something might be a nice surprise for them. But if 

they have definite ideas, I try to stay within the structure 

they're requesting. I don't need to upset them. I know there 

are people in my profession who do strong-arm actors and 

actresses. I don't. I think it's dreadful. 

She tries to be a diplomat. -The ultimate politi-

cian —there have been times when a woman said, 'I 
really want it up.' I have to look at her and say, 'I et 

me explain to you why this wouldn't look good up.' 

I put the feelers out to see how adamant they are 
about this. 

-Actually. men are more difficult.- she said. 

They want the attention. Actors' egos are very fragile, and 

you have to have a tremendous ego to be an actor. That's 

not being derogatory. They just have to—it's part of the 
process of acting. 

Men really want a lot of attention. It's more attention than 

anything else, because you don't have that much to work 

with—it's maintenance and upkeep. They have to be 
stroked and taken care of. 

I'll do little extras for them. I'll use some shiny hair spray 

for an older actor. Richard Dysart [senior partner McKen-

ziel—for him I use an oil spray because it makes his gray 

hairs shine through. And even as short as his hair is, I'll 

blow-dry it for him in the morning, because it does help. It 

keeps the fuzzies down, and it makes me feel good. The 

same thing with Michael Tucker [attorney Markowitz]. I've 

gotten him a special little hair treatment thing that makes 

his hair thicker. I like doing that for them. It makes me feel 

good. 
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But she tries not to get too close personallv. on 
learn Over the years to pull back.- Cotters- said. 

You don't give all. I'm a perfectionist to a degree. I want 

things to be right. I want people to be happy, and I want 

things to be logical. This is not a logical business. 

I am with the actors and actresses in the morning first 

thing, and part of the process of getting them comfortable 

and ready for the day's work is saying, "How was your 

night? How was your weekend?" If it was just dreadful, pos-

sibly you talk about it. But I try not to get too personally 

involved. That's protection for me and protection for them. 

I don't want to know too much about them. 
It's important that people realize the psychological im-

pact that we have in the morning. People are very vulnera-

ble at thcr time in the morning. We come in in the wee 

hours. We have prep time, the makeup people and hairsty-

lists, to get ready for the actors coming in. It's like taking 

them into your arms, judging their mood. They may come 

in boisterous as all hell, but most of the time they come in 

very quiet and sedate, and you work up from there. 

We prepare them for that day's worth of acting. If they 

have to do a scene that's just gut-wrenching, horrible stuff, 
you've got to know to definitely stand aside and let them 

have that space. Don't say a word. Maybe they want to talk, 

but most often not, because they've got to prepare. 

You've got to know that instinctively, because it's very 

uncomfortable for an actor or actress to say to you, "I can't 

talk right now," because they have to come out of them-

selves to say that. You run across a lot of Method actors. 
That is really one of our main functions: creating the char-

acter along with the actor in the morning, with the hair and 

the makeup and the wardrobe—putting it all together to 

present them on the set mentally and physically ready. It's 

very protective, you know. I have to keep people out of the 

trailer if it's not the right time for them to be bouncing in and 

out. It's an all-enclosed little atmosphere that you must cre-

ate. 
There are people who can throw actors off. I've witnessed 

it. A lot of the other crew members are not aware of what 

goes on in the trailer in the morning. Sometimes they'll 

come up and blurt something out. People will say things, 

not thinking. I just clutch my heart and go, "Oh, God." It's 

always a precarious situation. 

On our show, more often than not, we're dealing with very 
well-adjusted human beings. They go out and do their 

thing. But there are some very heavy scenes, and we have 

to be quiet. 

The actors are so damned good. 

Cutlery said that ssatching them perform. -the 

makeup art 

sels 

and  I aka%  s en d  ri.Sing our-

She %saws to stay in the business. but !BAN  be in 

another role. -flaying been at it for ten Years. I now 
feel accomplished. I feel secure. and I'm now just 

starting to wake up and see the other things around 

me. What does a producer 410. and what does a 

director do. from A III Z? I's e taken a couple of 

courses. l'm fascinated his the entire process. 
Maybe I'll branch out into one of the other areas.— 

Cullers. alreadv knows how to cope with pressure. 
-As far as disasters and crises go. we are used to 

having to just fix it at the last minute. \\lug it: get 

it done. Things will be thrown at sou left and right: 
'Listen. we has en-t got time for this. so sse.re going 
to switch On, scene. So that means sou've got to 

have those lifts Indian maids reads.' 

lye got to (Mai?' 
some b", cbnery  sa y,. Soil  carr y on.  --They ,a,„, 

You make an amazing amount of moues. I as. '"I e". 

it. going to pas for the most amazing funeral!' 

DAVE GRAYSON 

Dave Gra\  the makeup man for one of televi-

sion's most popular leading men —Bruce Willis. the 

hip-talking. wise-guy star of ABC's Momilighiing. 
-I've been around. and I'm sincere.- Grayson 

said. -I think Bruce Willis is a gigantic talent. prob-
ably. in my experience. an astonishing talent... 



Makeup man Dave Grayson might have become invoiced in television much 
sooner if his main client John Wayne had accepted a TI. role that was filtered 
to him in the mid-fifties: Marshall Matt Dillon on Gtinsiniike. Grayson went 
on to do makeup fiir one of the hottest stars on television. Nloonlighting's 
Bruce Willis. 
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When Grayson says he's been around, he's tell-
ing the truth. He has been a Hollywood makeup 
man since the mid-forties and has powdered the 

faces of everyone from the Three Stooges to Glenn 
Ford and Kirk Douglas. His film credits include The 
Blackboard Jungle (with Ford), aml Seven Days 
May, Lonely Are the Brave. and Town Without Pill-

(all with Douglas). For years, Grayson was John 

Wayne's makeup man. At first, he said. -1 didn't 
need TV. I did John Wayne on the road; I did his 
films, went to Europe with him, did his commer-
cials. He did a great many personal appearances.' 
In between Wayne assignments, and as Wayne 
worked less and less, Grayson got into television. 
In the early days of television, Grayson remem-

bered, -TV would have been like Devil's Island, 
compared to doing major films. I think the major 
studios all looked down on TV. They didn't get into 

it until it was well on its way. They thought it was 
a temporary phenomenon. They didn't see the po-
tential of talkies, either. There were sonic very, very 

confusing years before the motion picture studios 

saw the potential of TV. They wore blinder,. They 
tried CinemaScope. They had to divest themselves 
of theaters. . . . 

-They didn't see TV as a source of revenue in the 
beginning.- Grayson said, -but eventually, it saved 
their lives  Our unions —the makeup unions and 

all the film unions —signed a mntract to do TV, too. 
which was fortunate because it was a move from one 
type of filming to another. We lost not 

himself didn't really begin to get heavily 
into television work until the 1970s, when he began 
working on the series Police Story. -It was much 

easier to do film,- Grayson said. especially if' you 
were assigned to one performer. -There was a cer-
tain easy pace in doing a big movie. The schedule 

was long. and it was slow-oriented, and it worked 

around the star system. If a star wanted to go home 
at six o'clock, the star went home. A big movie was 
a luxury compared to TV.'' 

There is very little difference between movie 
makeup and the makeup used for filmed television. 
The big difference was between black-and-white 

and color film. -In the very sensitive early film they 
used a black-and-white powdered look.- Grayson 
said. -In my era, even in the early forties, in black-
and- w hite films. W e used a darker lipstick. essen-
tially a red-based lipstick that was darker and 
brighter. 

-As color film became more sensitive. makeup 

became much less difficult to do —it's a mire natu-

ral look. A woman's makeup for color TV essen-
tially is a natural makeup. If she wants to be 

stylized like the are in /Awash., that's the look that 
a lady would have going out to a high-faslii.m party. 
But essentially, it's natural. 

For a man. too. Doing a makeup on Bruce Willis 
is not complicated. It's keeping him clean. keeping 
him powdered, and keeping him happy.-

There are exceptions. of course. The stylized 

makeup Grayson mentioned —or prosthetics. the 
kind of' effects employed in movies such as Planet 

of the Apes. Grayson had some fun with character 
makeup when Moonlighting did -Atomic Shakes-
peare,- its Taming of the Shrew show. -We got into 
medieval beards and such things. It became more 
involved and more interesting.-

Television makeup is also quite different in live 
or taped television, where Grayson's son works. 
-Techniques are different from live and tape TV to 

film TV because they use a great deal of' light in the 
TV studios. They use much heavier makeup and 
more defined makeup —more highlights and shad-
ows to compensate for all that light being poured 
in.-





The brighter lights used fin. cideotape production require heavier makeup. For a 
series like the videotaped Gothic soap opera Dark Slia(hms. star Jonathan Fri(' 

(who played a 200-yrytr-old ,yunpire named & maws  needed especially 
dramatic makeup fli.cts. 
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Because modern lighting j'or film is not as harsh as it was in the early days of 
television. shows can now be shot in a more realistic way. Nrjarmers in filmed 
episodic series don't have to endure the horrors of incredibly hot lights and 
heavy make-up. 
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Grayson started helping out on Moonlighting and 
joined the show permanently in the summer of 

1986, working with the series' other makeup artist. 
Norman Leavitt. Given Grayson's background in 

the movie business and the Moonlighting crew's 
movie mania and their affection for the classics of 

the medium, it seemed a natural combination. —I'm 
not a TV watcher per se, but I watch this show.— he 
said. —I think it's just a great show, the best-written 

comedy show I've ever seen.— 

He and star Willis have a good relationship. too. 

—I think I'm always motivated to do the best I can, 
regardless of whose makeup I'm doing,— Grayson 

said. But he doesn't believe in —nurturing,— as 
hairstylist Candida Conery does. —I've never felt 

that,— he said. —Of course, I feel an empathy for 

people I enjoy. 
—After all. I have an ego, too. I've never felt that 

I had to nurture them and walk the dog or take care 
of the babies. I have a job, and I'm subject to the 

same pressures they are. They don't have to like me 
necessarily, but it helps. I don't have to like them, 
but it helps also. I've heard through the years — 

'You're the first person in the world to see them. so 

you have to make them happy. You have to give 
them a positive view on life.' 

—I'm sure a lot of makeup and hair people don't.— 

Television may be a collaborative business. but it 
doesn't have to consume your life. Dave Grayson is 

a pro. He just wants to get the job done. 
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In 1946. troops were still coming home from Ifarld liar 
II and WOMell remained the mainstay of the assembly 
line. With the ban on the production of commercial TI 
equipment lifted. RC4 went into ftill production of 
black-and-white receivers at its plant in Camden. New 
Jersey. 

he National Association of Television 

Program Executives (NATPE) came to 

New Orleans for their annual conven-
tion and took over the city as swiftly 

and thoroughly as a military coup. 

More than eight thousand people were 
in attendance. NATPE members are 

people it Ii a lot of clout; they're the ones who buy 

and sell television shows, the ones who determine 
what you and I are going to see. You could barely 

take a step without being reminded of television's 
power to involve just about everyone. On the back 

of the front seat of a taxi was pinned a note: -Atten-

tion NATPE attendees: Your driver is a songwriter 

looking for a publisher. Any contacts in the enter-
tainment field would be appreciated.'" Billboards on 
the way into town from the airport advertise a new 

talk show for the fall season with Gerald() Rivera — 
up for sale at NATPE. On the local broadcast of the 

lo(/ay show, mixed in with the commercials for 
used cars and cold cures, were spots for programs 
called The Christian Science Monitor Report and The 

Shriner Show: -Come see us at NATPE Booth 
848!" 

NATPE's convention brought $10 million into 
the city of New Orleans, according to outgoing 

NATPE President David Simon. But that's nothing 
compared to the hundreds of millions that change 

hands between TV stations and program suppliers. 

-Lees get out there on the exhibition floor and 
do some business!'" David Simon yelled at the open-
ing luncheon. Suddenly the theme from Star Wars 

pounded out over the public address system. 
On the exhibition floor, program distributors 

were pushing everything from The Best fy. the Na-
tional Geographic .Specials to GLOW.—The Gorgeous 
Ladies of If icsiling. 
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Many stars were there: the cast of ltho's the 
floss?. l'at Sajak and Vanna White from If heel of 

Fonune. Sid Caesar. Carol Burnett. Lorne Greene, 
Lloyd Bridges, Curl \eil from the Harlem Globe-
trotters. People were dressed up like Gumby. the 
Incredible Hulk, GoButs. and Transformers. Young 
women in bathing suits and police hats patrolled the 

zisking people. -Have you seen Calhoun r — 
a ne‘s cop show. Paramount had a huge display 

area. designed to resemble a set from their new 
series. Star Trek: The .Vext Generation. The Walt 

Disney Company had built a huge silver replica of 
the Disneyland castle. Free food and booze were 
everywhere. 

In many of these display areas. off to the side or 
behind a corner, there were tiny rooms, some not 
much larger than a telephone booth. used for poten-
tial customers to screen product. But these were 
also riooms in which deals were going down: Deals 

were being discussed and deals were being closed. 
executives in business suites were holding tight. 
little, intense meetings with station programming 
directors. 

Trends come and go at NATPE. -A couple of 
years ago. everybody was going crazy with court 

shims.- Hank Price, the director of programming 
and marketing at WUSA-TV. the CBS affiliate in 
Washington. D.C., said. -Court shows were hot: we 
had to have them. Year before that, it was game 
shows. We have a tendency to go in herds. Every-
body likes something. something's a hit, and they 

all do it. The big hit this V ear is The Oprah ff  et-
Show. So not only do you see everybody wanting 
Oprah Winfrey. you see a lot of the shows like 
Oprah Winfrev.-

The other noticeable trend is in -first-run- pro-
grams. especially sitcoms. First-run means shows 

that are produced specificalk for the local stations. 

shows that have not previously been seen on the 
networks. They are also called -off-network- pro-
grams. 

First-run sitcoms have their drawbacks: no track 
record. for one thing. -That puts the onus on the 
individual station to make a decision if it's going to 
be successful or not.- Bob Furlong, from WCVG. an 

independent station in Milwaukee, said. -and take 

a chance on a program that hasn't been proved i in 

the networks   its a test. and the station manag-
ers now have to make a serious decision.'" 

But there are advantages to first-run, too. 
K \IBC's Pat Patton said. -You don't have the long. 

run commitment to first-run.- meaning that a sta-
tion doesn't get tied down to something if it's a flop. 

-And, as a rule, the expense is not as great.-

The interest in first-run is just one indication of' 
the sweeping changes that have taken place in the 
way television is run as a business. -It has become 

a more competitive, more difficult business to make 
judgments in.- Bob Furlong said. -Previously, if a 
station made a mistake, it was easy to correct. Com-
petition wasn't as strong. Today, if you make a 
mistake, it turns into a serious situation.-

-You have to be a lot more creative these days 
!Ho  ou had to in the past,- Jill Koehn. from 

ISC-TV. the CBS affiliate in Madison, Wisconsin. 
,aid. -Now the sales force has to be especially crea-
tive. Where basicalk. they could stay in the office 
and answer the phone. now they have to do a lot 

more kniicking on doors. Yi in have to be a lot more 
creative to make money now.-

Commercial television is still a great business, 
from a moneymaking point of view, but the boom 
days are over. -We've been seeing a number of 
independents filing fir Chapter Eleven,- Hank 
Price noted. -But a well-run television statiim is 
always going to be a very good business.-
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Some see the current problems many stations are 

facing as a simple market shakeout. "From there 
on. it's very bright." Bob Furlong, said. "I just think 

that probably the industry is maturing:- Michele 
Ball. from K RI -TV, an independent station in San 
Francisco. added. "Stations can continue to do okay' 
for themselves. but the have to be well-managed 
and watch the bottom line." 
One of the primary concerns is the continually 

climbing costs of programs. "At some point. we're 
going to have to say. 'Whoa. Let's back off: ' ' Pat 
Patton said. —We can't keep paying the same incre-

mental price increases for programming year after 
year. The syndicators are asking for thirty. forts. 
fifty percent increases in license fees. It can't con-

tinue to happen. 
All of this. of course, is having an effect on the 

networks as well. Programming costs affect them. 
too, as do the encroachments of independent sta-
tions. cable and VCRs. "Barter" syndication is an-
other factor, a system whereby for a cheaper price. 
syndicators hold back a certain amount of the c(mi-
menial time in a show to sell to national advertis-
ers. When Viacom starts distributing The Cosby 
Show_ for example. it will do so by satellite, and will 
retain one minute of ad time for national sale, leav-
ing local stations with six and a half' minutes to sell. 
That's one less in  of national time that might 
have been bought fn urn the networks. 
Many of these new twists in the game are respon-

sible for much of the chaos and shake-ups we're 
seeing in the three networks, all of which have gone 
through corporate rearrangements —two being sold 
to other rompanies. But in spite of all the aforemen-
tioned problems and threats, the station managers 
and program suppliers I spoke with did not foresee 
any of' the three disappearing as some critics have 
suggested. Hank Price. at Washington's CBS affili-rt. • 

ate, has a certain interest at stake. .1 think the 

networks future is incredibly strong now." he said. 

"We were hearing three or four years ago that the 
networks were dead. Cable television was going to 

take over. The fact of the matter is, you have to be 

as big as CBS or NBC or ABC to have the national 

advertiser's base in order to make that work. You 

can't make it work if' you have only three hundred 

thousand households watching. So I think the net-

works will be with us for the foreseeable future:-

Michele Ball, an independent. agreed. "I don't 

think they're going to disappear. because they're so 
established, and they still command the largest 

share of' the audience in terms of both over-the-air 

and cable television. I don't see erosion taking place 
at such a fast pace that it would cause the networks 
to disappear. I think the -re going to see increased 

competition. They'll obviously never go back to the 
shares they were getting ill the late sixties and early 

seventies, before cable took off and other diversifi-
cation such as independent telex sion came on the 

scene. But they-II still be a main force in the indus-

try. 
These people are not producers or writers or di-

rectors or performers. The  specialize in a very. 
different kind of creativity: turning television into 

profits. 

HENRY SIEGEL 

Henry Siegel is the chairman and president of' I MS 

Communications. Incorporated. formerlv known as 

I.exington Broadcast Services, one of the biggest 
companies in the syndication business now, han-
dling such series as Fame..4merican Bandstand. and 

hai's Happening :Yaw. 
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enjoy watching television, and I enjoy the 
television business,- Siegel said. 

But actually, where I really began was the advertising busi-

ness. I had a twenty-three-year association with an advertis-

ing agency, and through that association developed a 

special relationship with advertisers. So when I started this 

company ten years ago, it was with the barter business in 

mind. We sell a portion of our show to national advertisers, 

and the other portion, the local stations sell on a local 

basis. 

We started with a series called Sha Na Na [a syndicated 

series that featured the nostalgic rock group, interspersed 

with guest stars and comedy bits]. Today, we're involved in 

everything from the The New Gidget show to The New Mon-

kees. 

First-run is the key factor. When we first started in the busi-

ness, nobody understood what that was. First-run was shows 

people thought were a lesser quality than what currently 

was on network television. Now these shows have the qual-

ity and the prestige of the networks. 

We were the guys—with MGM—who decided to continue 

the production of Fame [after the series was cancelled by 

NBC]. We put up the money, and we sold the advertising 

time. MGM produced and distributed. That was a major 

success. New episodes were produced strictly for the syndi-

cation marketplace. 

However, as with virtually everyone in the busi-

ness. Siegel does not see any threat to the networks, 

despite the syndication competition. -The networks 
are a very strong entity,- he said. -Obviously, they 
do have problems. Not necessarily growing pains, 
but they're at a point now where they have to re-
trench and decide what business they really are in. 
-There's no doubt about it—they are sick. 

Maybe they just have the flu. I think we'll see 
healthy networks, particularly in 1988, when there 

will be elections and the Olympics and all of' those 
things happening. Eighty-eight will be a fantastic 
year.-

He noted that in 1990, in all probability, restric-
ti4ins will be lifted and the networks will be allowed 
to syndicate shows themselves. -There are millions 

if dollars that can be accrued there. If they decide 
to go into our business, they are going to be very 
strong competition.-

Siegel said that there are advantages to bringing 
in business solely as a distributor: it helps keep 
pniduction costs down. "We're able to effect some 
cost savings that the networks can't. We don't have 
eight le % cis of people looking at a script. We allow 

the producers to produce the show and deliver it to 
us because we trust in the producti4in company. The 
networks agonize over everything from casting to 
scripts. If they cut down some of that level of deci-
sion-making, I think you'd see a decrease in produc-
tion costs. Producers are willing to deliver less 
expensively if they don't have to make changes or 
late-night revisions. . . . An example being Fame: 
Based on these kinds of things, when we took Fame 
over, we were able to save over a hundred thousand 
dollars a week.-

Siegel can afford to predict a rosy future for tele-

vision broadcasting, and he does. -TV stations still 
are a very viable business," he said. -The doom-
and-gloomers who are out there are really only a few 

people. but they're the ones, I guess, with the loud-
est voices.-

He relishes the competitive nature of the busi-
ness. -I've always been competitive —I have a twin 
brother,- he said. -The television business brings 
out the competitiveness in you. 

-We are a company that knows that you have to 
be in the competition out there. fighting for your 
time periods. That's the nature of' our industry., the 
nature of our ctimpany, the nature of' inr cinintry. 
There's always (roil]g to be somebody making 
money on something. Somebody else is generally 
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going to try to get in there and take that business 
away from %MI. Cimipefition is very important to the 

business.— 

BOB JACQUEMIN 

It's really true —when von drive onto the lot of The 
Walt Dis-.ney Company. the security guard tells you 
to drive down Mickey  voile and take a right on 

Dopey Drive. Office corridors are lined with Disney 
memorabilia. storyboards and. glass cases filled 

with toys. A memo an illitincing the Washington's 
Birthday! Presidents Day holiday features a car-

toon of Mickey Mouse chopping down a cherry tree. 
Disney has always been into television in a big 

way. ever simv the days when Disneyland. Tlu. 
Mickey Mouse Club, and the Mouseketeers filled the 

air with relentless cheer and energy. 
But there's serious business going on now. Dis-

ney has its own cable outlet —The Disney Chan-
nel —The Disney Sunday Movie on ABC, The Golden 

Girls on NBC„ and it has become heavily involved 
in syndication tholugh its Buena Vista Television 
division. Buena \ ista is selling from the vast library' 
of past Disney product for movies and TV and creat-
ing new programs unlike anything Disney has ever 
been inyolyed with before: Siskel and Ebert and the 
Movies. for example, and a game show produced by 
Bert Convy and Burt Reynolds. Win. Lose or Draw. 
The senior vice president of Buena Vista is a man 

named Bob Jacquelin 11. an expert in the mysterious 

ways of television syndication. He came to the Dis-
ney organization from Paramount. part of the exo-

dus that occurred when Michael Eisner left 
Paramount to become the chairman and chief exec-

utive officer of Disney. 
Jacquemin is a shrewd businessman and a man 

who's thought of in the syndication business as an 

innovator. While he was at Paramount. as execu-

tive vice president of sales and marketing for do-
mestic television and video programming. he was 
involved with several new ideas that had a strong 
effect on syndication. One of them was Para-

mount's *.guaranteed production— plan. Local sta-

tions are jittery about buying a series that is still 
in its first years on the networks. They are afraid 

that if the network were to cancel the series 
prematurely, the local stations w I whi be left with 

an insufficient number of episodes to air five days 
a week for several months. Under the plan created 

by Jacquemin and his colleagues. Paramount gua-
ranteed the stations that they would produce a 
sufficient number of shows, even if a series was 

canceled by one of the big three. 
Entertainment Tonight is another example. the 

first syndicated show to be produced and aired on 

the same day --day and date,— as people in the 
business call it—and distributed to stations by sat-

ellite. At the time. many stations didn't possess the 
proper equipment. Paramount helped provide it. —I 

referred to our group as the Tupperware group.— 

Jacquemin said, —because we were out selling 

dishes.** 
If Nliti want to understand television as a market-

place. how it fits into the scheme of the real-life 

business world and how syndication works, Bob 

Jacquemin is the man to talk to. 
—It was about I 960 that I got into the business. 

lie said. 

I went to work for an advertising agency in St. Louis and got 
into media buying: buying television time for Anheuser-

Busch and Ralston Purina. Then I jumped the fence and 

became a seller for a national sales rep firm called Peters, 

Griffin, Woodward. 



If (III  Disnev was one (!f the first Holli wood studio hewls to recognize the economic potential 

of television. The Mickey Mntise Club. a &rill. variety show starring a group of talented 
kids odlectivek known as the llonscheirers. ows a success/al children's show from 19.5.5 to 
/ 9.59. .4 quality  .show that made extensive use of the Disney library of cartoons and 

movies. Disneyland gave an enormous ratings boost to the ratings of ABC when the series 
went on the air in 19.54 and was an invaluable promotional tool At- Disney's Calihrnia 
theme park. 
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1...k.en though color telecisi on would not IfreCollie the norm until see ms I .veurs 

leder. the producers of The \ .1% eniure, of Superman. slurring Getup. Recces. 

looked to the Attire null beg(' n/1/mini! episodes ill color in I 95.l. More than 

thin.% .1 ears Inter. the series 1.8  I I ii s.111(11.0111.011 SIICCeSS. 

ihiage le/ecisifin series fib The I Mlle Ranger. .shirri  (21(0 .ton timer(' as the 

masked hem of the. Old Ii est. ore still (lendable to CietVerS ii SI ml jolt ion. The 

rst episodes of the .series. orighw  seen on  M t.. Were produced in 19 
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I went from PGW to Tele-Rep, was with them for eight years, 

and left to go into business for myself. I did all the TV market-

ing for the Dallas Cowboys and put together preseason 

packages and worked with Torn Landry on a coach's show 

that was syndicated in some twenty markets in five states. 

I handled University of Texas football, too. . . . 

Syndication started in the fifties. Basically it consisted of 

stations buying either off-network series or buying feature 

films. 

A company called Ziv Television Productions was one of 

the forerunners of the syndication business. They would go 

into local markets and find sponsors. They'd go to the banks 

and savings and loans and car dealers, sell the program 

to a company, and then they would find an outlet in the 

marketplace. The advertisers were very much involved on 

a local level in syndication. 

Then there was a long period of time when it was basi-

cally just licensing off-network series for cash—series 

that had been on the networks for three or four or five 

years.. . . 



The ramp. eolith  honk mIcentures of Hannan titbit,' ii (w). assisted II 1 his 

vorahlid componion Robin (Burt II ard). were a Inafiir 'decision craze when the 

.wries premiered on VIC in 1966. Here. the Ihnumic Mot are surrounded bv 

four of their archest ricols: (from Idi) the Ntiguin (Burgess lleredillo. the 

Joker (Cesar Romero). the Riddler (Frank Gorshin. later played hi. John -1stin). 

and Cutworm'', Oiloyed here by Lee Ikriwether_ hut also by Julie ‘e,vmar and 

Eartha 
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In the mid-seventies, syndication really started to come 

into its own. Previously, the networks were in almost total 

control of the industry. Cable was not a factor. But there was 

such a healthy broadcast economy in the seventies, it al-

lowed the growth of stations to occur, and that growth was 

primarily in the independent station community. Couple 

that with the growth of cable and networks "stunting"— 

putting in a miniseries or a one-time-only special against 

an ongoing series—the cumulative effect was a break-

down of viewing patterns. 

That's why local television has been able to grow. There 

were no longer just three viewing alternatives. The prime-

time-access rule was another major development. That al-

lowed for the growth of new programs that did not have the 

networks as their point of origination. 

I don't think we're challenging the entire livelihood of the 

networks. It's another competitor. The more competition, 

the better you have to be. The winner should be the viewers, 

by giving them alternatives. 

There are certain fundamental forms of programming 

that work in syndication: your off-network product, your fea-

ture film product, reality-based programs, Phil Donahue or 

Oprah Winfrey, talk shows, animation, game shows. 

!-Hrin-i:-.ing that 11i:-.neN. b% Inch had been actiNe 

long in the 'IA Iiin-ine!•!-.. had %%aited such a 

long time to get into the Incrati‘e s% ndication busi-

ness. -From %%hat I ran gather. in the si‘ties and 
st,en tit.,_ management did hut v,ant to jeopardize 

tlw relationship %%ith the net%%orks. - Jacquemin re-

plied.  \lake the ne Norl, sale and keep the rela-

tionship strong and health %. lint %%hen \lichael 

Ei!-Hor and Vrank  ('11!•  president imd 

chief operating officer' came in. the decision %%a,. 

made. %es. %Oil ran get into !-‘ ndicati4)11. pro\ ided 

:-.‘ndication and The Irr-ne‘ Channel \\or!. ‘er‘ 

4•144,e1\ (hiring the traii:•-•ition period. -

There %%as no confli('t. Jacqueinin said  because 

there %%as so much I)isne% product from %%hich to 

iii ii 

Michael Eisner recognized that syndication is a viable busi-

ness to be in. It's a very profitable business. 

You pick up a trade paper and you read about Chapter 

Elevens and the problems in the business. In reality, I think 

it's a small sector of the broadcast community, and I think 

it's cyclical. I draw an analogy between our business and 

a bull market in the stock market. Growth has been mete-

oric. It has attracted a lot of outside investment capital. 

There has to be some settling in that process. It's a correc-

tion and I think we will be stronger for it. 

We—Buena Vista—are part of the process of launching 

new shows. We're not in the process of renewing successful 

shows because we haven't been in business long enough. 

I hear a lot of people in the industry say it's real tough 

getting new shows on the air. When you think about it, 

there's a positive reason for that. A lot of the shows that are 

on the air are working! Why would anybody want to throw 

a Wheel of Fortune or an Entertainment Tonight or an Oprah 

Winfrey off the air if they're working? 

We're producing better product. You look at the stuff that 

was produced ten years ago and we have made greater 

strides forward than the networks have in ten years. The 

definitive line between network-quality programming and 

syndication is blurring. 

Costs are going up at a very high pace. But that too will 

settle out. We are a classic supply-and-demand business. 

When there is an oversupply of product, prices go down. 

When there is a scarcity of quality programming, prices go 

up. 

The projections on Cosby for syndication are something 

like $3 million an episode. That's where the business really 

is now. The cost of doing business at a television station for 

programming is so high that you're not afforded the luxury 

of making mistakes. Ten years ago, you could buy a pro-

gram, make a mistake, and correct it. Here, you buy a 

program in today's marketplace and if you make a mistake 

the consequences are staggering. 

This was a business where the profit margins were forty 

percent. Then it became thirty. Then, independent stations 

were perfectly willing to make five or ten percent. Then it 

became, "Well. I'll break even for the first couple of years." 

Now you're seeing, because the cost of doing business has 
gotten so much higher, the stations that have just started up 

are the ones that are in the greatest jeopardy, unless they 
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are well enough hnanced to weather any storms that come 

along the way. 

In spite of the risks. Jacquemin is excited about 
the continued potential for expansion. including the 

current production of situation comedies exclu-
sively for syndication. —It's a high-risk. but high-

reward potential. Five years ago that wimIdn't even 

have been considered. 
—We're always going to look for new franchises 

in programming. That's the hardest part of our job. 

.-knd it's also the riskiest part of the business. For 
anyone to come up with the next new show is aka% s 

real. real tough.— 

You never know where the next hit is going to 

come from. —All you ha % e to do is go back three or 
four years ago when ABC was talking about getting 

out of situation comedies. that they would never 
produce another one. And along comes Bill Cosh\ 
and you have twenty-eight comedies on the air. 



Following the success of Batman. .4/IC rushed another longtime fantasy hero 

onto the screen. The Green Hornet was played by Van Williams Il(fit. He was 
assisted by his Asian chauPur. Kato. played by a man who would become a 

legendary star of kung:fu movies. Bruce Lee. 

Lynda Carter starred as prime-time television's woman superhero. Wonder 
Woman, a star-spangled patriot who helped all good .4mericans .fight the Nazi 

menace will other assorted evildoers. 
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Sitcoms are now alive and well on network televi-
sion. which then flows comedy product into syndica-

tion and keeps this marketplace healthy. 

—The common denominator of our entire busi-
ness is the software. in ii the technology or the hard-

ware. What's driving this business is not the new 
technology as much as the programming. The VCR 
and cable and direct broadcast by satellite will have 

an impact on us, but not as great as the impact of 
what vim put on the air Or in the cassette or on the 
cable. 

—I feel [iii now at the essence of television, and 
that's the program. — 

ROBERT WRIGHT 

R“bert C. W right came to NBC from General Elec-

tric as the successor to Grant Tinker. His previous 



Bill Bixby played nr. Illicit! Banner. a mild-numnered chemisi who. bmause 
a radiation overdose. was iramsjOrmed into The Incredible 11111k. a powerlid 
monster. whenecer he became angry. The Hulk. based On a comic-book 
character. was played by muscleman Lou Ferrigno. The series aired in prime 
lime on CBS and is now seen in syndicaiion. markeied as a show that's 
especially popular wiih children. 
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position bad been as president and chief executive 

officer of General Electric Financial Services. He 

began hi: career with GE as an attorney in 1969 
and has moved in and out of the company ever 

since, alternating jobs in GE's various divisions 
with periods of time in private practice and a three-

Year stint as president of Cox Cable Communica-
tions in Atlanta. As a result, he wasn't without some 

experience in television when lie came to NBC. but 
many were hoping that Tinker's successor would be 
someone within the company or at least within the 

brtmdcasting industry. 

—There was a lot of apprehension about the 
change in command.— he was quick to agree. —was 
and is.— It will take sonic time to work through the 
apprehension. Wright said. —I think that the more 
isolated a business is. the more that's going to be 
the case. Even though this is sort of a contradiction. 
we're a very isolated business. We're in the middle 
of a lot of activity. but we're very isolated in what 
we do versus what the rest of the world is doing. We 
take photographs of steelworkers, but we have no 

particular knowledge of what steelworkers are 
doing. We report from the lofty position of not 
haying to be a steelworker.— 

The programming is %% hat fascinates Wright in 
his new job and what gi% es him a minor case of the 
chills. —Itroadcasting has two very distinct elements 
to it,— he said. —One is operations. which is some-

thing I am acquainted with: selling inventory, sell-
ing advertising. doing the things that are involved 

in getting material on the air. 
—The fragile nature of entertainment program-

ming is sttmewhat of a surprise to me. in don't see 

that at the station level. You are generally selecting 
from s‘ nitrated prt)gramming or programming that 
has a history to it. You can see the product. You 
already know v, hat it looks like. What the local 

station manager has to agonize over is the selection 

of the local news anchor.— 

What amazes Wright abitut entertainment pro-
gramming for the net hork is 

making a big commitment to what people's tastes and 

attitudes are and how shows will be received. That is an 

extremely difficult and challenging assignment, and what 

I think makes network television such a risky and volatile 

proposition. 

News is more or less pretty straightforward. Your ability to 

do it well, and to maintain quality, of course, is always an 

issue, but the process of how you do it is not a mystery. 

Sports is not a particularly mysterious situation, either. There, 

you're basically purchasing outside rights, so you're bid-

ding, which is always a gamble, but you're bidding for a 

product which you already understand. You know what 

a baseball game is; you know what a football game is. It's 

a question of whether you think you're going to be able to 

sell enough advertising. So while it's very risky, it's the kind 



111 the time .1merican kitts turn eighteen. Mel  hm'e Nom .150.000 

telecision commercints. One producer. IOW?  CUOMil. derided IV UM' the 
Si  alld Mire of 11 commercials for oluention. The result —tie,a me 

Street —recululionized children:, ielecision. 
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of risk you get your teeth around and decide how dan-

gerously you want to live. 

Entertainment programming is quite a different issue. It's 

a much more complex, much more intuitive, and different 

from the kinds of businesses that I've been exposed to. 
There's as high a percentage of error built into it as anything 

I've ever been acquainted with, and it isn't all from the 

creative side. There is an awful lot of patterned thought that 

goes into it. I've been very impressed with Brandon Tariikoff 

and the people out in Burbank [the site of NBC's West Coast 

operations]. They really have very interesting schemes for 

the development of creative talent and the selection and 

positioning of programming. There are very different prob-

lems dealing with daytime, prime time, and late night; they 

have dramatically different audiences. The programming 

people have different, creative people who are interested 

in the different day parts. The ways you stimulate audience 

viewership is very different in those day parts, and I've 

found that to be a challenge." 

DaN time programming in particular. \11 right 

The daytime challenge is a greater intellectual challenge 

than prime time. First of all, there is the question, Is the 

audience changing? Do we know the audience well 

enough? That has confused the issue a little bit. There is a 

belief that there's a lot of working-time viewing going on. 

We don't have a good handle on that. We're not even clear 

on what the nature of the home viewing is. Who is there? 

How attentive are they? 

There are difficulties in defining the audience, and there 

are difficulties in defining the advertisers' objectives in 

reaching the audience. I think those two things together 

have made daytime programming a lot bigger issue for all 

three networks than it ever has been. The profitability in 

daytime programming has diminished. There has been a 

loss of viewership on the three networks, not dramatic, but 

enough, a steady erosion, a somewhat greater percent-

age than in prime time. 

The formats have not changed. We have become more 

aggressive in our soap operas, but our game shows remain 

very similar to what they have been. NBC has made as 

many attempts to try to deal with daytime viewing as any-

one. David Letterman was one of our more notorious fail-

ures when he was on daytime television. News is a factor 

now on daytime, but not enough of a factor for us to lay the 

gauntlet down and say to the affiliates, "We want to pro-

gram a half hour of news at noon. Why don't you program 

the other half hour?" There's still a little uncertainty. 

In the last two years, advertisers have taken the position 

that the audience is well enough known that they can 

afford to cut back on their actual dollars of expenditure for 

that audience. 

Wright  rioted that ad  x rtisers are especialiN 

enamored of the current trend in fifteen-second 

commercials. knimii as tile split-thirt‘. and that 
the\ like the idea that .\oti ran get more repetition 
of an ail's message if \ Oil tell it in less time. 'Tin 

not sure that ‘%e see the same creati‘it% in the 



TV's rules! couple. Ilupp,Is Kermit ihe Frog and lliss Piggy. slurs (!/' both 

ielevision and use noiciei. are all turned oui in lux and 1,41p:own to introduce 

a San Francisca Palle! production of Cinderella for public teledsian's Great 

l'erformanees series. 
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Sesame Street's Big, Bird and Ilarkkv the Dog traveled to the Great Wa  of 

china fir the first Chinese-American television rvroduction. Big Bird in 
China. in 1983. 
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advertising community's dealing wills the audience 
as they had years ago. The advertiser comes to us 
and says that the audience is the same as thev were 
fifteen years ago. I say. But your ads are the same 
as they were fifteen years ago.' Vi:e're locked into a 
view of a declining audience and a lack of dollars 
coming in from the advertising side. I don't k 
W hat will happen %Yids that. but we're willing to take 
more chances in trying to focus in on that audience. 
We're certainly looking for breakthroughs. 
There have been other things that surprised 

Wright about the world of network television. —The 
business is more fragmented than I would have 
thiiught.— he said. —Sports. news, and entertain-
ment are really very different businesses. People 
grow up in them, stay in them. Some people change. 
but not many. If they leave NBC, they tend to stay. 
in the same area someplace else. The vast majority 
of the people don't expect to cross-pollinate. We're 
not an enormous business enterprise. but were not 
a tiny one either, and vet the people in each division 
are basically engaged in their own world.— 

That seems curious to a man like VV right. who 
has worked in so many different areas of business. 
He is also surprised about some of the ways in 
which money is spent —NBC's offices of Standards 
and Practices. for example. He noted that such an 
office only exists at the three major networks —none 
of the —developing— networks like USA or Arts and 
Entertainment have them. 

I don't think it's wrong, but I was astonished at how we have 

historically accepted so much of the burden of dealing with 

social issues and dealing with the government, dealing 

with groups and the affiliates. We have just plain accepted 

an enormous burden. We have allowed ourselves to be-

come the only practical interface for every special-interest 

group and as a result find ourselves defending ourselves 

against things that we're just airing, that we didn't produce 

at all. We indemnify our affiliates for everything we put on 

the air. I mean it's crazy: what are we doing? 

I just wish we could find a way to get some of the other 

parties involved in the benefits of this endeavor to share 

some of that burden, because it's a very substantial organi-

zation, a lot of difficulty and a lot of issues. I'm not proposing 

that we get out of it, but we've got to get a better sharing 

of responsibilities, whether it be on the advertisers' side or 

the affiliates' side. 

The special-interest groups aren't going to go away. I do 

think that independent programming and cable is lessen-

ing some of that burden on us. Only the diehards now 

believe we control everything that goes on in television. I 

still see letters from people who somehow still believe that 

we control censorship over all programming. There are still 

people who give speeches, who say, "Television said this 

and television said that," not distinguishing unregulated 

cable from the affiliates or the independents. The generic 

labels are still around, but I think less people are using 

those labels, and that makes it somewhat easier to deal 

with. 

The broadcast world has turned topsy-turvy in 
the last few years, and Wright believes that the only 
way for the networks to survive is through ingenuity 
in programming and fiscal responsibility at the 
same time. 

I think there is no question that anybody in the network 

business has got to be very concerned about the relatively 

fragile nature of what they're trying to achieve. We have to 

do whatever we can to be as creative as possible in how 

we go about spending our money. 

I was making a list in my mind of the relative economic 

performance of the seven or eight companies that are truly 

network companies. It gets a little arbitrary as to what you 

call a network—I'm using Fox as a network, for example. 

NBC is certainly the most profitable today, but the surprising 

thing is, its a tie for number two. I don't think very many 

people have focused in on this, but ESPN. CNN, and CBS 

are all three tied. After that, you go down to a different level. 

The USA Network is more profitable than ABC. The Weather 

Channel is ahead of ABC. ABC is going to be below Fox, 





NBC Entertainment President Brandon Tartikoffimnd himself taken hostage 
by Saturday  ight Live stars Joe Piscopo and Eddie Murphy when he hosted 
the series' season premiere in 1984. 
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and Fox is a start-up company, so they've got enormous 

losses. 

It is a very crowded, highly competitive, and well-staffed 

competition. For other than the specialized networks—ESPN 

and CNN—it's not clear how any of the participants will 

retain their position. CNN and ESPN have two ways in which 

they can make money: They can sell advertising, and they 

can raise their subscription rates for the cable systems. They 

would argue that they inherently are a more stable busi-

ness than the broadcast networks are, and that they can 

get to a level of size maybe as big as we are, and they can 

stay there without having to do these big dipsy-doodles 

that we go through. 

When Wright is asked what he thinks television 
lacks today, he says, —I think television is a marvel-
ously responsive medium. I've always thought that 

the criticism of television not being a better driver 
of educational values sounds good but doesn't have 
a lot of merit.— There is no reason. he believes, for 
a l'BS-type program to be a part of the NBC sched-
ule as well. —The assumption that if vou put it on 
NBC more people would see it is really a specious 
kind of argument. If the audience that is watching 
the show on PBS is happy with it. my guess is that 
the audience watching it is predisposed to that type 
of viewing. They planned to see it. There's no rea-
son to have to take that and run it over to NBC to 
somehow accomplish that. 

—We spend a lot of time looking at trends. If we 
see programming trends on other television net-
works or services that we think would have merit to 
the larger audiences that we can deal with, were not 
humble. We'll steal the idea. Actually, we don't 

have to. because the writers and the people who are 
doing it will come to us as soon as they feel that 

they've got something that is going to be more in 
tune with our larger audiences.— 

For the most part. Wright thinks television is 
covering the bases. 

I think cable today has done a lot of damage to the argu-

ment that there is a lot out there that people want to see 

and aren't. The whole thing has gone around in a circle. 

You take all those people who argued that there's a tre-

mendous amount of audience out there that is unhappy 

with what's on television, and if you only show them what 

they want, they'll come and see it. Cable has given them 

thirty channels of programming. But their tastes haven't 

changed a bit from what they were before cable arrived. 

In a society where essentially nothing is prohibited from 

being on television—except for hard-core pornography— 

the basic tastes of people are the same. There aren't a lot 

of dramatic tastes out there that are unserved. People's 

desires may have changed, but not because of television. 

It's because of the way the generation has been moving, 

whatever direction that may be. 

I think that seven years ago, when I was in the cable 

business, some of us had the view that people would only 

really be interested in watching five or seven channels of 

programming. While that kind of escaped the world, funda-

mentally, I think we're back to that now. The rest of it is sort 

of convenience viewing—the same kind of programming— 

just viewed at different times. 

There's plenty of news, plenty of information on television 

today. And there is certainly plenty of entertainment, both 

new and old. 

Wright thinks people are basically satisfied with 
what they're getting from television. TV is big busi-
ness, but it is also show business. with all the crazi-
ness and unpredictability that that implies. Some of 
Robert Wright's rules apply. but the public's taste 
in entertainment can change far more radically than 
its taste in appliances. 
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That Renaissance ply o/' the twenty:first century.—the 
computer-generated Max Headroom. talk show host. 
cola huckster. star of his own action series. and 
all-around man about town. 

"Whatever is wrong in .4merican  .you will find 

wrong in television. — -HERBERT BRODKIN 

"S not chancy enough: it's not bold enough: it 

much too narrow /or the world we live in. - 

-BARBARA CORDAY 

—The problem with television in this country is that 

commercial television makes so much money doing its 
worst. it can't afford to do its best. -

-FRED FRIENDLY 

fteling, is that when something good happens 

on television. it extraordinary. It's in 

-  FORSYTHE 

The only way you can get any feeling out of a 

television set is to touch it when .you're wet. -

-LARRY CELBART 

•0111•11111••• • 
•  • 

• 
• •••11MINIMOD • 

eorge S. Kaufman once said that ev-

e! \ one in the phone book should have 
two occupations listed: —Plumber/ 
Drama  Critic.— —Lawyer/ Drama 
t.ritic. and so on. Today, everyone's 
1 television critic, and that's probably 
as it should be, considering the enor-

mull,- role that television plays in our lives. 
It is in the nature of the hopeful critic to look 

ahead, to always want something new and better. 
Some look to the future in practical terms. Ask 
television executive Intern Fiorentino and he will 
tell you that —the next quantum leap— is —telecom-
munications for business not just entertainment, 
teleconferencing —made possible by satellites and 
smaller cameras that can handle lower light levels. 
You use the medium to eliminate travel, time, and 
cost —not only the money for tickets and hiqels. but 
the wear and tear on executives.— Many companies 
are in% olved in teleconferencing already. Fiorentino 
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predicts that within five years, eighty percent of 
corporate America will be using television com-
munications. 

Joe Flaherty. the vice president and general man-
ager for engineering and development at CBS has 

said, -By the dawn of the twenty-first century, tele-
vision will offer a diversity of services and a techni-
cal quality as different from today's television as the 
introduction of color was to monochrome experi-
ment!..." 

Flaherty is perhaps the leading advocate in this 
country of what may well be the next step forward 
in television, HDTV (high definition television). 
The standard American TV picture consists of 525 
electronic lines. The HDTV picture will have some 

twelve hundred lines and offer a picture as sharp 
and clear as thirty-five millimeter film. In fact, a 
feature film in Europe and a Canadian TV series are 
being shot with Furry equipment. The finished 
products will be transferred to film or standard 
videotape. Flaherty estimates that using Hwy, 
movies and TV shows that are currently filmed 
could save at least fifteen percent of their produc-
tion and postproduction costs. -You can't tell the 
difference between HDTV and film.- Flaherty said. 
-It's really quite amazing.-

At home, HDTV will make possible big screen 
television of really good quality. What's more. 

movie theaters could be converted to HDTV with 
shows sent on a handful of lightweight videodiscs. 
"Very inexpensive to ship. In addition, once 
you're in the electronic domain, you can encrypt 

the signal. Pirates will have a real problem, be-
cause on every disc you can incorporate a unique 

address code for every cinema in the country. If 
someone tries to copy something, the theater can 
simply be cut off.-

Flaherty sees other innovations in digital 

including **surround sound —as close as you can get 
to reality. Time will tell whether people will want 

that every day in their living rooms, but it's very 
effective.- And, he said, -There is a technical po-
tential for three-dimensional television. Really 
high-quality 3-D TV could happen if there's an ar-
tistic need. Mind you, it's not cheap to produce, and 

it has not seemed to be a big success in the cinema 
over the years. But you may not need funny glasses 
to view it. Holography may be the answer. 
-A close collaboration between art and technol-

ogy is crucial to the future.- Flaherty believes. 
-You can't collect an audience with test patterns. 
he said. -On the other hand, you cannot deliver a 
single syllable to the home without the technology. 
"We have to concentrate on the future because it 

comes quicker than ever before,- Joe Flaherty said. 

-That which we believe may never be is soon com-
monplace."' 

LES BROWN 

Les Brown is the editor in chief of Channels of 
Communirallons, one of the most serious-minded 
publication around about the communications busi-
ness. He has been covering the television business 
for more than thirty years. He grew up in Chicago. 
started writing and editing military newspapers for 
the army while stationed in Alaska, graduated from 

the University of Chicago. and started looking for 
a job in journalism. There were no positions availa-
ble at any of the local papers, so he went to work 
as the Chicago bureau chief of farieiv. He moved 
to New York as I 'arietv's radio-TV editor, and in 
the mid-seventies, joined The New York Times as a 
reporter, with broadcasting as his beat. He has been 
the top editor at Channels since it began in 1981 
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and is an outspoken media critic. —For years. ‘N 

were expecting revolutionary change in the indus-

try.— Brown said. —but we never expected anything 
as convulsive as this.— especially referring to the 
changeovers at the three major networks. —The ex-

pectation was that technology was piing to drive the 
change. but all the technology served to do was to 
inspire deregulation. What really dnive the change 

in the industry was business. and business was 
spurred by deregulation. so that's the role technol-

ogy played. 
''The existence of this technology —in a time of 

conservative administrations in this country and 
Britain who believe in free markets and liberal poli-
cies toward business —made it easy to argue for 

deregulation because there's no longer a scarcity of 
frequencx. You've got cable systems that can bring 
in fifty-five channels. direct broadcast satellites. 
home video. all these it her means of distributing 

As a result, he said, —A lot of the regulation that 
was very well thought out was simply tossed out. 

For example. the antitrafficking rules that required 
the owner of a station to keep the license for a 
minimum of three years before selling it. When 

they threw out the three-year rule, a lot of specula-
tors got in the game: Buy a station for $50 million. 

do something to jack up the ratings. and sell it for 

a $100 million.— 

The changes. Brown said, have affected the value 
system of broadcasting. 

There is a shift from a responsibility to the public, as man-

dated in the Communications Act, to a responsibility to the 

shareholder. A lot of the people who believe in market 

forces and free markets and those kinds of things think 

that's the same thing. I think it isn't. 
If your greatest responsibility is to the stockholder, then 

there are no values other than bottom-line values; the ex-

ploitation of children doesn't matter, the exploitation of sex 

and violence, propagandizing, selling airtime to anybody 

who might be irresponsible or have a radical point of view 

without a Fairness Doctrine, any of those things. Everything's 

fair as long as the station or the network makes a profit and 

rewards the stockholder. We have only to read the reports 

ot the Wall Street analysts who cover broadcasting. They 

don't care anything about quality—that's an irrelevant 

issue to them. The guy who is most celebrated is the guy 

who makes the most money on the least investment. That's 

really what it's about. 
It's a whole new breed of management, not only at the 

networks, but at station groups all over the country. We had 

a cover story in a recent issue of Channels: "Who Owns 

Bsoadcasting?" Faceless investment pools, investment 

bankers, financial wheelers and dealers, people who have 

very little respect for the work of television—none of them, 

as far as I can tell, has any of the qualities or the instincts 

of the impresario. I guess the sense is that they don't have 

to, that somebody else in the company will be in charge of 

the programs. That wasn't the case in the past. William Paley 

was a great programmer. Frank Stanton had those talents, 

even though he denied it. So did Leonard Goldenson at 

ABC, the Sarnoffs, Bob Kintner, and certainly, Grant Tinker— 

all those people who ran NBC over the years. 

For all the budget-cut fears around the Big 

Three, he thinks the will keep their news organiza-
tions. —They'll certainly keep the evening newscast. 
They're already working at keeping it. changing it 

from being a headline service to something else. 
using the really knowledgeable journalists they 

have. MI)st of' the journalists wiirking for the net-
works are top of' the line. expert in lots of' areas. 
That's really what the networks have over the local 
stations by and large. The idea is to turn that exper-
tise loose and really let it flex its in 

may not be cluing') to save the networks in 
the long run. Brown said. — I %%ant to make it clear 
that we're not talking about the near future. but the 

far future. It may be twenty years. But we could see 
a breakup of' the networks. There could be lots of' 
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national services. Maybe they'll operate one or two 

days a week, or offer news on the hour or something 
like that. 

-The whole system could become decentralized. 

We already see a vigorous syndication industry that 
is selling original programs, not just reruns. And 
advertisers are already taking some of their network 
budgets and putting it into syndication because it's 

cheaper and better targeted. There's a very healthy 
alternative to network television in barter syndica-
tion, and as that grows, the stations feel more and 
more comfortable buying programs that way. If they 
can make more money doing it, they're likely to 
break their ties with the networks, especially if the 
networks don't find some way to make themselves 
indispensable to the local stations.— 

The networks still control a majority of the view-
ers, but their share is down. —If you talk to network 

people, they'll tell you, 'That's it, that's the extent 
of the erosion, it will never get worse.' Bullshit. 

Who says? What if Ted Turner's WTBS gets hot or 
the USA Network? What happens on cable when all 
the cities are wired? When the major cities are all 
wired, five years from now maybe, and it's no longer 
suburban television, then it's possible to have a real 

national cable network, with a penetration that's 
significant in the population centers. When you 
have that kind of penetration, you can quadruple 

the billion dollars of advertising that went to cable 
last year." 

The three networks owned the business. Ninety 
percent of the audience went to them. Now it's 

something like sixty-seven percent. The rest has 
gone elsewhere. 

But that does not mean death. "I don't think the 
networks are doomed," Brown said, "but they re-
ally will have to establish their place. They can no 
longer take for granted that they have a place in this 

changing environment. In fact, what sort of works 
against them is their own success, the fact that thev 
are less likely to innovate or adapt. The tendency 

is to go with what always has worked. All the other 
guys don't carry that baggage. 
"The more the networks cut, the more they risk 

disaster, because the key to surviving out there is 
the programming. When you cut, you try to find 
cheaper programming, and you harm yourself." 

The seriousness with which Brown talks about 
television is just one indication of the legitimacy 

that the industry has obtained. ''You're not a cretin 
anymore if you talk about television,— he said. —It's 
okay to watch television. Most of the dumb shows 

seem to be gone. I've been on juries in international 
competitions, and I can tell you that Americans 

have nothing to be ashamed of. We know how to 
make television shows, and we make them very 
well.-

ARTHUR C. CLARKE 

Arthur C. Clarke is a prolific author of science fact 
and fiction, the prophet of the communications sat-

ellite, and someone decidedly optimistic about the 
future. Now seventy years old, he has been dream-
ing about space travel all his life. He joined the 

British Interplanetary Society at the age of seven-
teen and is extraordinarily knowledgeable, as can 

be seen by reading any of his works, such as 2001 
(and its sequel, 2010), Childhood's End. and The 
Nine Billion Names of God. Born in Britain's Somer-
set, he now lives in Sri Lanka. 
On the day of the moon landing in 1969, there 

with Walter Cronkite and astronaut Wally Schirra 
sat Clarke. It was appropriate for him to be there 
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for several reasons, one of them the famous article 

of his that was published in 1945. 

The war was obviously ending, and we crazy space cadets 

in the British Interplanetary Society were looking around for 
ways in which rocketry could be made to pay for itself in the 

hope that one day we would be able to build a spaceship 

and go to the moon. 
I thought of the idea of using satellites for relaying televi-

sion programs, and it seemed quite obvious to me that the 

one place to put such a satellite was in so-called stationary 

orbit, so that it remained fixed over the same spot on the 
equator. Then you just needed three of them around the 

world and you'd have a complete global television or 

radio or telephone distribution system, whatever you like. 

I wrote this up in an article. The original title I had for it was 

"The Future of World Communications." When it was pub-

lished in Wireless World, the editor changed it to "Extra-

Terrestrial Relays." I wonder if that was the first time the word 

extraterrestrial appeared in print? Perhaps ET goes back to 

the Wireless World article. 

Clarke said that his satellite idea "'certainly 
wasn't ruled out as being ridiculous, because by the 
time the article appeared, the V-2 rocket had ar-

rived, and the atom bombs at Hiroshima and 
Nagasaki had been detonated the month before. So 
people took this sort of thing very seriously. The 

idea was not laughed at.-

However, he was very much surprised by the 

speed at which the communications satellite devel-

oped. -I was not surprised by the satellite itself— 
admittedly, when Sputnik I went up in 1957, it was 
a great shock —but I never imagined the communi-
cations satellite network would spread as rapidly as 

it has done. 
-The spread over the whole world has been in-

crediblv dramatic. People demand information and 
entertainment even before they need food. You see 
television antennas on small shacks where people 

can't afford to eat.-

Clarke traced the evolution of communications 

satellite technology. -The first generation of satel-

lites were fairly low powered. and therefore needed 
enormously large ground stations with dishes about 

thirty meters in diameter to pick up the very feeble 
signals. They could only be used as relays from one 

( ontinent to another. But now, as satellites become 
more powerful one can work with a dish antenna 
which could be only a matter of a few feet in diame-
ter. Instead of costing millions of dollars, they cost 

only a few hundred dollars. and that makes it possi-

ble for the satellite to broadcast direct into the aver-
age home. That's 1)115 —the direct broadcast 

satellite. It's a tremendous quantum jump in a pe-
riod of less than thirty years.-

Clarke says dishes will continue to get smaller. 
The next step. he believes, will be a wristwatch-
sized receiver that could pick up satellite signals. It 
may not work for television —at least, initially —but 

it will -enable you to have intercontinental tele-
phony —person to person,- he said. -Telephony is 
going to be revolutionized when people can talk to 
each other from anywhere in the world with a little 

wristwatch telephone." 
In fact, Clarke has said that high-powered satel-

lites will help the world and the human race become 

-one big gossiping family. We're seeing the begin-
ning of' a sort of global communications net 
said. 
-In fact, I call it the "electronic nervous system 

of all mankind.' Within a lifetime, it will be possi-

ble for anyone to talk to anybody. You won't even 
have to know where anyone is. You'll probably' 
have some kind of code. It's rather important to 

know if they're going to be awake or asleep when 
you call. Now that's going to be a problem —time 

zones. 
Actually. Clarke said. -It's far too early to assess 
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the global effects of TV satellites. It as though one 
were trying to assess the impact of the telephone 

about ten years after it had been invented. We're 

just at the very beginning of global satellite com-
munications. which are going to affect every aspect 

Of human life. That's a question I prefer to answer 
in fifty years" time.— 

Clarke took a crack at it. anyway: 

The TV satellite is going to blanket the whole world with all 

sorts of information.... One thing I'm rather pleased about, 

and this is something that many politicians are not pleased 

about, is that this will penetrate all frontiers. You cannot 

keep out communications from space, although attempts 

have been made to limit and restrict satellite communica-

tions. That's going to be totally impossible. Satellites don't 

recognize frontiers. No matter what the politicians say, this 

has already been settled by the engineers. Whatever the 

politicians try to do, they will not be able to prevent people 

listening to different sources of information. Ultimately, it will 

be impossible for any censorship to block out information, 
no matter what the governments may try to do. 

Many of the enclosed societies are very worried about 

direct broadcast satellites. There has been a great argu-

ment going on in the United Nations about the free flow of 

information. You can prevent the reception of signals by 

jamming, but that is quite difficult, because you have to 
have your jammer fairly close to the satellite in orbit. You're 

probably breaking all sorts of regulations that every country 
has signed if you do that. 

You can also encode or encrypt your transmission so that 

they can only be received by somebody with a suitable 

decoder. But there are some very, very clever software peo-

ple around now, so for almost any coding devices in-

vented, someone will invent a cheap decoder. 

If the Soviet Union tries to prevent direct broadcast to its 

country, it won't have a leg to stand on because it is al-

ready direct broadcasting to half the world. In Colombo, 

[Sri Lanka] I'm picking up beautiful signals from the Russian 
satellites. Excellent quality. 

There are those who think that szitellites might 

impose zi kind of ci ommunicatiows imperialism On 

the rest Ilf the world. one that's highIN Arm•rican: 
—(:oca-Cola imperialism.— Clarke disagrees. —The 

communications satellite will establish one or per-
haps two global languages.— lie said. 

The probability is that it will be English, which in a sense 

already is the language of mankind—the airlines, shipping 

lanes. I think about a third of the human race understands 

English now to some extent. As communications satellites 

become more widespread and available, more and more 

people will learn from the "third parent," as someone once 

called the television set. They'll learn English as a second 

language, or perhaps French, or possibly Russian or Chi-

nese. 

Satellites will have two influences: They will enable a few 

nations or perhaps companies to have a very dominant 

role and to spread their ideas over the whole planet, which 

is not necessarily a bad thing. No one company and no 

one social or political system will be able to do this—we 

may have two or three Big Brothers. 

I don't mind two or three, it's one Big Brother I object to. 

Nonetheless. lie is afraid that one effect of the 

communications revolution is to spread uniformity. 

Just as in airports all over the world—you never know where 

you are. On the other hand, the opening up of many cultu-

ral channels will work in the opposite direction, so a bal-

ance will, I think eventually come about. 

There will be lots and lots—thousands—of small-scale, 

limited communications channels over which perhaps a 
thousand people will be talking to each other: specialists, 

experts, professional groups, doctors and lawyers. They'll 

all have their own communications networks, and there will 

be so many of these all melded together, I think that the 

danger of uniformity or conformity is very small. 

We'll have a multiplicity of possible services made avail-

able. How it's all going to work out in the long run, of course, 

only history will show, but we have an enormous potential 

here—most of it for good, some for evil. But in the long run 

I'm sure that the good will predominate. 

Enormous benefits will be reaped b‘ the till it'(' 
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iiiiiimeri,hed nation,. Clarke belie‘e,. -Tele% kion 

i, not a InxiirN_ it., a nere,,it‘.- he ,aid. 

Especially for the Third World. I get very angry with people 

in the First World—the overdeveloped world—who are 
against improved communications for poor, developing 

countries that suffer from information starvation. You've got 

to have sources of information in these countries to tell the 

farmers what crops to grow, to advise them when the mon-

soon rains are going to come. Television is the most effec-

tive way of getting this sort of information over. I have lived 

through a revolution here in Sri Lanka and seen the advent 

of television. It has changed the whole atmosphere of the 

country. It's true there's an awful lot of junk—cheap Ameri-

can and British crime serials and so forth. I'm afraid that 

that's inevitable, but I think that, on the whole, even bad TV 

is better than no TV, because it does show people how 

other countries live—what standards of life are possible. In 

between, they learn a great deal about the world around 

them. If you share information, nobody gets poorer. It isn't 
like material goods. 

I think the communications satellite may have a greater 

impact on the Third World than on the so-called "devel-

oped world." Europe and the United States already have 
elaborate ground communication and television networks, 

but much of the world—Asia and Africa—have never had 

any of this. They will leapfrog from smoke signals to the 

satellite. The new satellites will bring information into every 

village in Africa and Asia, news about the world, weather 

and medical information. In fact, the satellites may make it 

possible to solve many of the problems of the Third World. 

The retle!•!, mind of Arthur C. Clarke i‘erN 

excited kiliout the  for a better life and 
for !ware. 

I'm very optimistic about the possible uses of TV satellites. 

I believe that in principle, communication is a good thing. 

One can communicate badness, propaganda, evil, por-

nography, all sorts of things, but in the long run, the more 

communications we have, the better. To establish a peace-

ful global community, communications are absolutely vital. 

There's an old saying that the pen is mightier than the 
sword. The communications satellite is mightier than the 

ICBM, because the communications satellite is going to 

spread ideas and concepts throughout the world more 

powerfully than even the written and printed medium have 

been able to do. 

I'm very anxious that space technology be used for 

peace, not warfare. I coined the phrase "weapons for 

peace," referring to communications satellites, also 
weather satellites and earth resource satellites and all the 

others that are doing so much to protect this planet and to 

make the human race one global family. 

You cannot have a modern society without television. It's 
as simple as that. 
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