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20. The Vast Wasteland
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SEVEN YEARS AFTER MERGING WITH United Paramount
Theaters, the ABC television network had reached apparent re-
spectability. The network’s comimitment to the action-adventure
format had paid off and, though it was still far behind CBS, ABC
had successfully nosed out NBC for the number two slot in the
1959-60 season. Just as the new decade began, ABC was often
placin_g as many programs in the top ten as the other networks
sometimes even more. Ollie Treye, president of ABC-TV since;
1958, noted this improvement with considerable pride. He went
even f.u.rther, though, and asserted that ABC was actwally number
one, citing a special Nielsen ratings survey that measured markets
n ‘which all three networks had full time affiliates to back his
claim. Despite these pronouncements, ABC was not yet generally
cogsidered at parity with its rivals and was still unmistakably the
“third network.” Though the number and strength of its affiliates
had increased, ABC was far weaker than CBS and NBC. Its news
public affairs, sports, and daytime programming were virtuaH};
nogexistent. Even its success in prime time had come almost
ent]re‘ly from one program type., action-adventure, with only
occasional hits in other genres. If the action-adventure format
faded before a viable followup was found, ABC could slip back
into oblivion in a very short (ime.

While it searched for potential new prime time hiis, ABC began
Fo expand both its news and sports coverage in an attempt to
mcreasle prestige and build on its momentam. Tts first important
move in these areas was the surprise acquisition of exclusive
television rights to the 1960 Winter Olympics in Squaw Valley
California. For the privilege of carrying the first Olympics held ir:
the United States since the advent of television, the network paid
$167,000. ABC viewed this investment in the Winter Games as
essentially a losing venture that was valuable enly as a bargaining
tool in an attempt to acquire the more profitable Summer Games
scheduled for Rome. When it failed to win the rights to the Roman
Games, ABC canceled plans for coverage of the winter contests
fc.:eiing that they would cost too much and not attract sufﬁcien;
viewer interest. CBS picked up both the winter and summer TV
rights and found itself producing all eighteen hours of winter
coverage on an unsponsored basis, just as ABC had expected.
When the Winter Games brought in unexpectedly high rafings
both the networks and sponsors were appropriately stunned. Events,j
such as a dramatic down-to-the-wire hockey win by the U.S. over
the Soviet Union captured the public’s attention and revealed a
substantial andience for types of sports previously considered of
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As a sign of the growing strength and independence in the NBC
and CBS news departments, neither allowed outside sources to
produce news or news-related programs, keeping the nightly news
shows and occasional news specials under direct network control.
ABC, on the other hand, was forced to rely totally on outside
sources for both film footage and program production, and it aired
documentary series such as Crusade in Europe, Crusade in the
Pacific, and March of Time through the Years from Time-Life in
lieu of its own news and public affairs programming. Once the
ABC-United Paramount Theaters merger of 1953 brought much-
needed cash to the network coffers, ABC reactivated its news
organization and resumed Monday through Friday newscasts in
October 1953, with veteran newscaster-quiz master John Daly,
formetly of CBS. Under Daly’s leadership, ABC news improved
substantially, even adopting the CBS-NBC dogma of “no outside
documentaries.” Unfortunately, due to the comparatively small
budget for the ABC news department, this rule translated into no
ABC documentaries at all. Most of ABC’s affiliates refused to take
the network’s improved news posture seriously anyway and did
not bother to carry Daly’s fiffeen-minute news show. In an atterpl
to remedy this situation, ABC moved the program mto prime time
(10:30-10:45 P.M.) during the 1958-59 season, but this shift
placed it in a hopeless battle with the popular entertainment pro-
grams on the opposing networks. Even though ABC had upgraded
its treatment of the news by 1960, it still had the weakest of the
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September 11, 1966

Danger Man., (ATVY). Patrick McGoohan porirays secret
agent John Drake in this British series, which CBS brings to
the States for a brief summer run béginning in April 1961.

September 26, 1960

The largest ielevision audience yet—seventy-five million
Americans—tunes in the first of four debates between
presidential candidates John F. Kennedy and Richard M.
Nixon. Howard K. Smith of CBS is moderator of the first
¢(held in Chicago), which focuses on domestic affairs.
Thongh the twe are rated aboul even by radio listeners,
television viewers give Nixon poor marks for personal
appearance. He appears tired and haggard while Kennedy
looks sharp and bright.

November 27, 1960
Issues and Answers. (ABC). The third network at last gets

its own Sunday aftemoon interview show. First guest:
Senator Paul Douglas of Tllinois.

December 16, 1960 :
Bill Shadel takes over ABC’s npightly news show

following the resignation of John Daly.

January 5, 1961

Mr. Ed. An off-beat syndicated series featuring Alan
Young as Wilbur Post, a young architect who one day
discovers that his horse, Mr. Ed, can talk. Allan “Rocky”
Lane provides the voice for the good-natured palomino. The
program is so successful that CBS puts it on network
television in October, 1961, where it becomes a national hit.

January 7, 1961
The Avengers. Britain’s ITV network presents the spy

b duo of Dr. David Keel (Jan Hendry) and a miysterious

character referred to simply as Steed (Patrick Macnee).

o
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three network news organizations by far and found itself consist-
ently losing in direct competition with CBS and NBC.

In the months following Charles Van Doren’s revelations to
Congress, the news departments at all three networks became very
important to network prestige as the industry displayed a sudden
deep concern for the value of news and public affairs, hoping that
such programs could erase the black mark the quiz show scandal
had given television. Some television executives saw such a public
commitment as a perfect PR device to counter criticism of the
industry and possibly even rekindle the notion of television as cul-
tural savior. Because it lacked the resources and manpower, the
ABC pews department found itself hard pressed to instantty deliver
some new documentary series similar to those announced by NBC
and CBS, even on an irregular basis. However, ABC did success-
fully participate in a fortuitously timed event that allowed televi-
sion to display its best side, the “great debates™ staged in the fall of
1960 between the two major-party candidates for president. An act
of Congress suspended the equal time law to allow the networks to
broadcast four debates between Democrat John Kennedy and
Republican Richard Nixon without being obligated to offer an
equal amount of network time to each of the other legitimate, but
minor, candidates for the presidency. For the first time in years,
people again began talking about the fabulous nature of television
and its ability (o allow millions of people across the entire conntry
to share an iroportant and historic series of events. The debates
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aﬁd;._exphmt or implied. The subject matter of these

provided a windfall of good publicity for the networ
strong voter interest in the election, and probably provid
margin of victory for Kennedy, who came across mor
than Nixon in the vital first debate. For this special'
News held its own, producing two of the four contest

In the field of in-house documentaries, though, ABC:
not compete with CBS and NBC. The network was: 4
display its own documentary series and it convince
Percy’s Bell and Howell company to finance Bell A
Closeup, a series of floating specials produced by ABC
similar to CBS Reporis. The first few productions of the ne
{which premiered in September 1960) were roundly: pan
ABC turned again to Time-Life, relinquishing control ofithe
to the Time-Life film crew headed by Robert Drew. Ioh
viewed this production deal as a direct violation of his n'@
policy and quit ABC at the end of 1960. Ironically,:th
Closeup series was far removed from the industey-
public relations fluff Daly had feared and it presented somde
most imaginative television documentary work in years, sati
ABC’s desire for material that could match the work at
CBS. Drew’s first program in the series, “Yanki No!” t(jO'
from Ed Murrow’s See It Now “Christmas in Korea™ show
playing the role of the narrator and ayoiding the artificial 8
formal interviews. It attempted to capture people and even
they were” in a cinema verite style comparison betwes

oth sides of a rebellion going on almest unnoticed
African colony of Angola. Another NBC floating
eries, Project 20, usually avoided such controversy
cised instead on more cultural topics. One typical
Real West,” attempted to present a view of the old
alistic and accurate than the fictional TV Westerns.

the: onquest of the nation’s Indian tribes.

ason; “Harvest of Shame,” one of the strongest pieces

ged from an analysis of the U-2 spy plane affair to an-

Giary. Cooper, the program used old photographs and
irs to portray the events leading to the closing of the

ctworks, CBS provided the most dramatic documen-

w since the Army-McCarthy days. On November 25,
middle of the Thanksgiving holidays, Murrow brought
“working conditions of America’s migrant farm
tention of the general public, which knew next {0
theé topic. As a sort of updated Grapes of Wrath, the
cted the squalid conditions of the migrant workers in
10° the wealth of their employers, the food growers.
side of the issue was also presented, but Murrow
t&t_i_d and left no doubt in viewers’ minds that he felt
- 1a to be done, such as federal protection for the work-
dustry-wide standards to guide the owners. The timing of

the program combined with its firm and effective presentation of a
strong point of view touched off a bitter national controversy over
the issue of migrant farm labor. Growers complained that they
were unfairly portrayed, while average citizens expressed their
outrage at the situation and echoed Murrow’s appeal for some
corrective action. Though sixty minutes of film could never change
a situation by itself, “Harvest of Shame” made a deep impression
on the American public, and it emerged as one of the most incisive
documentaries of Murrow’s career. It was also his last major
production at CBS because a few months later he accepied newly
elected President John Kennedy’s offer to become the director of
the United States Information Agency. Murrow left behind a well-
trained group of comespondents and colleagues at CBS who
respected him and worked to maintain his journalistic principles.
The door to his office retained his name plate for three years after
he was gone. When CBS moved its offices into a new building, the
“Murrow door” was taken off its hinges and moved as well.

Of course, even with the extra emphasis on public affairs by the
networks during the 1960--61 season, such programming accounted
for only a tiny fraction of prime time and was usually tucked away
in some unprofitable time slot or presented as a floating, irregular-
ly scheduled special. The networks™ real concern rested, as usual,
with the performance of their regular prime time shows and the
possible emergence of any new program fad. For the most part,
1960-61 marked a discernible pause in the industry, with regular
prime time programming continuing almost unchanged from the
previous season. NBC and CBS presented their usual selection of
‘Westerns and sitcoms while ABC continued to emphasize action-
adventure. Both NBC and CBS also launched a few vehicles in the
action-adventure format, but they regarded these as part of a still
unproven fad and were ready to drop them at the end of the season
if they did poorly.

As the viewing habits for the 1960-61 season developed, it be-
came clear that the bread-and-butter staples were holding steady,
but the action-adventure format was in serious trouble, especially
for ABC. Though 77 Sunset Sirip and The Untouchables remained
in the top ten, the new crop of third generation action-adventure
clones proved to be the worst of all, registering generally poor
ratings with enly two shows surviving for the 196162 season. The
new programs contained no original twist, only the same lifeless
characters, tired plots, mindless murders, and so-called exotic
settings. The Aquanauts, produced by Ivan Tors, presented the
adventures of a team of free lance skindivers in Honolulu. 7he
Islanders featured the adventures of a pair of handsome pilots and
two beautiful women who operated a tiny airline service in the
Spice Islands. Hong Kong cast Rod Taylor in warmed-over Charlie
Chan-type adventures set in the mysterious Orient. One show
managed to incorporate two clichéd settings in one season. Premi-
ering in the fall as Klondike, it featured Ralph Taeger and James
Coburn in a premise that was The Alaskans sideways, mixing cut-
throat adventures and pure-as-the-snow innocence in the North-
land’s beautiful but dangerous palace of ice. By mid-season, the
producers wrote off Klondike and put Taeger and Coburn in the
new, but somehow familiar, Acapulco. This mixture of cut-throat
adventures and pure-as-the-sand innocence in Mexico’s beautiful
but dangerous seaside paradise did not last three months.

_As failure ih the action-adventure format became more frequent,
Warmner Bros. began transplanting actors from the unsuccessful
series to some ofits remaining slots. Cheyenne became a rotating
series, taking the Swgarfoof and Bronco shows under its bamner.
Roger Moore moved from the Alaskan frontier of the 1890s to the
old West of the 1880s in the improbable role of Bean Maverick,
the long-lost British cousin of Bret and Bart. James Gamer
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automatically count on this formula as a continuing’ se; haracters might have been tolerable if the
Tanuary 27, 1961 . programs. As the network began drawing up plang & - & A merican life had come through. Tt did not. All
Sing Alor:g with Mitch, (NBC). Goateed maestro Mitch season (f't proct‘:ss which, at the time, was usually-;o' dld was effect a one-to-one transplant of modem
Miller invites everyane to “sing along—Iloud and strong.” March), it frantically searched for any formula that migh s to Stone Age amimal equivalents. Fred and
steady stream of shows, hoping that blind chance: enormous dinosaurs instead of mechanical bull-
March 2, 1961 again. ABC even tried expanding the dubious concepy e # car powered by his own two feet. Pterodactyls
Newton Minow is sworn in as chairman of the FCC. so-called “adult cartoons™ to prime time, a format e io their backs served as airplanes. That was it,
disappointing debut in 1960 with The Flintstones. . }usg formula animation. Nonetheless, the series
April 16,1961 o Through the snmmer and early fall of 1960, ABE s ABC, though the characters of Fred, Wilma,
Death of Omnibus. Age: 9 years. In its final season, the publicity touted The Flintsiones as the “first adult cap ighter), Barney, Beity Rubble, and Bamm Bamm
show was relegated to a Sunday afternoon slot once a month . . . A S . .
on NBC. and promised that it would be a satire on suburban lis ched their most effective penetration of the market
appeal to grownups as well as children. Rarely had 4 sh ; ﬁd'ed its prime time ron and moved fo is natural
April 17, 1961 erroneously hyped. When the program hit the airwy rrday morning kiddie circuit, and then into syndica-
ABC Final Report. (ABC). The first network attempt at September, it was immediately apparent that The Flis; ral spinoff series along the way.
late night news each weeknight (11:00-11:15 P.M.). At actually just another kiddie cartoon series {rom the TV immediate future, The Flintstones provided a quick
first, the program is carried only by ABC’s O&Q stations, mill of Bill Hanna and Joseph Barbera, & team resporisib < itie petwork (o exploit, and by the 1962-63 season,
but in October it expands to the entire network. characters as Tom and Jerry and Yogl Bear. Nonethl, three additional “adult” cartoon series that fol-
placement of the show at 8:30 P.M. (past the tradi ories style: Top Cat (a Sergeant Bilke imitation),
June 9, 1961 . . hour), its choice of sponsor (Winston cigarettes), and ifs slonel (Amos ‘n Andy of the animal world), and
Worthington Miner’s syndicated Play of the Week is ’ o K ; - '
canceled. baltyhoo indicated that the network was seriously “Flintstones backwards). Of course, the cartoon
Flintstones at adults. Unfortunately, while the progr o limited in appeal to serve as a substitute for
June 12, 1961 might have been quietly passed over in a Saturday T adventure series, but it underscored the return to
PM East/PM West. Westinghouse gets inte late night dren’s slot, they could not withstand the direct compatison style of filling its prime fime schedule with
televisior, syndicating ninety minutes of talk and variety other prime time fare. i 1g;in the hope that a flash hit would take hold.
five days a week. One-half of the program coes from New Ironically, at the same time ABC was plugging The ABC was not alone in feeling the absence of high
York (with Mike Wallace) the other half from San as a cartoon series capable of entertaining all age group; s, All three networks had reached the bottom of a
Francisco (with Terry O’Flaherty). In February 1962, the . . . . e
West portion is dumped. almost ignoring another prime time cartoon show ok ump in 1960-61. Only two new series made it into
that really could, The Bugs Bunny Show. The seri § leisurely My Three Sons and CBS’s rural-
Juty 17, 1961 developed after Ollie Treyz discovered that an indep'éri viffith Show. My Three Sons was just a routine
John Chancellor takes over NBC's Today from Dave in Chicago (WGN) had been running old Bugs Burny: aturing Fred MacMurray, while CBS’s show
Garroway. prime time (6:30 P.M. in the Midwest) with considerable ed the “No Time for Sergeants” movie team of
Hoping to duplicate that success on the network, ABC th _d_Don Knotts. Their roles were essentially contin-
last of the Warner Bros. theatrical cartoons not yeét: - characters, grown a bit older and relocated in
television and presented them in a format that featured vnof Mayberry, North Carolina. Andy played an
(brother Bret) had departed the series in a contract dispute and was introductions and transitions by Bugs and other poj miature good ol’ boy who served as the town’s
seen only in Maverick reruns. Another refugee from The Alaskans, characters such as Daffy Duck, Elmer Fudd, Foghorn Legl : 1013 was the hysterically bug-eyed paraneiac deputy,
Dorothy Provine, brought her nightclub singer character to the Porky Pig. Because these cartoons were originally: ' onstantly tried, and failed, to fit his own image
studio’s weak imitation of The Untouchables, The Roaring Twen- release with Warner Bros. movies, the cartoonists hag ifotigh cop. Barney never understood that big city
ties. Rex Reason and Donald May joined her as a pair of investiga- aimed at entertaining the adults as well as the children: wit ¢ were unnecessary in Mayberry because it was
tive reporters in search of hot scoops on the latest activities of lampoons of Hollywood stars, popular movies, and _réc-"The program’s tempo reflected the slow-as-
bootleggers and mobsters. The series relied on a few artifacts of events. The animation, scripts, and characlers rcﬂected -4, small rural town and a good deal of time was
the period (raccoon coats, cars, the Charleston), acceptable 1920s- thirty years of sophisticated development by some = family segments featuring Andy as a gentle
style music, and a sprinkling of “timely” phrases (such as “hoicha” animators in Hollywood and they hopelessly outclas 10 taise his young son, Opie (Ronny Howard), with
and “Twenty-three skidoo™) to cover the predictable plots. The produced specificaily for television. : nt; Bee Taylor (Prances Bavier). These vignettes
Roaring Twenties was a mere shadow of the sharply produced Hanna-Barbera could not possibly match the high ifleman pattern of a father-son relationship as Opie
Untouchables, and it faded after two seasons. One other new the best Warner Bros. cartoons, but in attempting to. €ssons about life either ont his own or from his dad.
Warner Bros. action-adventure series, Surfside Six, also managed own cartoon series for adults, the company did begin: wi mdation of the show, though, rested with the
to hang on for two seasons while serving as yet another haven for ble strategy. It took the successful characters from' a cen this very normal family life and a handful of
members of the studio’s action-adventure acting company. Van adult sitcom (in this case, The Honeymooners) and creal 1n5-who could be set off on some crackpot notion
Williams moved in from Bourbon Street Beat while his partner, ed caricatures. To increase the potential for gags and ments. Aside from occasional outbreaks of
Troy Donahue, eventually moved on to Hawaiian Eve. Apparently cartoon characters were placed in a fully develop by Barney, the show’s stories often involved some
the studio had run out of exotic foreign spots so it set the usnal flip community that happened to be set in the Stone A other colorful characters such as Otis, the town
talk and detective pretty boys aboard a houseboat in Miami Beach character actors Mel Blanc and Bea Benaderet were: : barber; and the two personifications of country
(address: Surfside Six). some of the voices. The series held great promise that L d Goober Pyle. Through it all, Andy was never
It was too much. After three years of variations on the “two realized. All the appealing elements of The Honeymog 1ot bother to carry a gun. He knew that nothing had
parts private eye, one part cutie pie” formula, the public had had acters were lost in the transition to animation, and The: Lan ‘that town and that nothing ever would. The calm
enough. As the 1960-61 season progressed, the Warner Bros /ABC emerged as a dimwitted interpolation in a Stone Age's the program, combined with the balance between
action-adventure structure began sliding into the ocean. The other Flintstone was noisy, boastful, and stupid. His neighb : - proved very popular with viewers and they
networks quickly shifted their energies back to other formats, but Rubble, was a dolt. The interaction and scheming of th -of Mayberry for eleven years.
ABC had nowhere else to go. It had stumbled upon this formula the wit, energy, humer, and deep affection of the Jacki 1_80 a few outstanding dramatic shows that season,
almost by accident and the network was on the verge of returning Art Carmey original. Fred's wife, Wilma, possessed i anded howr version of Naked City (with a new
to its pre-action-adventure pumber three status. Though ABC intelligence, personality, and understanding of Alice au.:l Burke), the surprisingly serious private eye
might still produce an occasional, isolated hit, it could no longer of the cartoon characters came off merely as ... cartoon:g! kmate (with Sebastian Cabot as a portly professional
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criminologist who was the guiding genius behind prettyboy detec-
tives Anthony George and Doug McClure), and the offbeat charac-
ter studies of Route 66. George Maharis and Martin Milner played
a pair of wandering anti-heroes who set out on U.S. highway 66
“in search of America” and some direction for their lives. Milner
played a clean-cut college boy who had lost his family fortune with
the death of his father and Maharis portrayed a reformed juvenile
delinquent from the ghetto. The two had pooled their funds, pur-
chased a Corvette (the show was sponsored by Chevrolet), and
become drifters who cruised the country, inevitably drawn along
the way into the lives of people who were facing some crisis. The
wide open format allowed the series’ chief writer, Stirling Sil-
liphant, the opportunity to introduce a varied assortment of off-
beat personalities and place them into modern morality plays.
These people were good at heart, if slightly warped, and it was up
to Maharis and Milner (acting as unofficial social workers and
psychoanalysts) to help them face the consequences of their ac-
tions and reassert their goodness. Filmed on location, Route 66 was
a good show due to its strong cast, good writing, and flexible
format. The only aspect that made no sense was how episodes
taking place in Butte, Montana, or in rural Mississippi could be
part of a series named after a road that ran from Chicago to Los
Angeles.

These series provided a few moments of high quality entertain-
ment in an otherwise depressingly mediocre season, Fffluvia such
as Peter Loves Mary, National Velvet, The Tab Hunter Show, Pete
and Gladys, and Guestward Ho! filled the airwaves. Westerns
reached a new level of sadism with the gory vengeance killings
and intrafamily homicides of Whispering Smith, and the sadistic
white slavers and threats of brutal mutilation in The Westerner
(produced and directed by Sam Peckinpah). Even two former

The pride of Mayberry: (from leff) Deputy Barney Fife (Don
Knotts), gas station attendant Gomer Pyle {Jim Nabors), and
sheriff Andy Taylor (Andy Griffith). (CBS Photo Archive @
2003 CBS Woridwide, Inc. All Rights Reserved.)
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television greats, Jackie Gleason and Miltor Berle, turned up in
roles that were embarrassing and demeaning to their tremendous
talents.

Gleason returned to television as the host of an insipid quiz
show, You're in the Picture. Confestanis behind a large picture
canvas stuck their faces through cutouts in the scene and tried to
identify the sitvation in the picture, using clues provided by
Gleason. This format lasted one week. Gleason scrapped it and
took over the show himself, announcing on the second program
that the premiere had, “laid, without a doubt, the biggest bomb in
history.” He devoted the entire program that week and the nextto a
thirty-minute comedy monologue based on the frantic meetings by
the show’s producess as they desperately tried to salvage some-
thing from the venture. They finally wrote it off as a total loss and
Gleason used the two remaining months of the program’s run to
feature whatever friends he could talk into helping him out. Even
though Gleason’s show was an obvious loser, it remained on the
air for two more months because, at that time, the networks did not
bother with wholesale mid-season schedule changes and replace-
ments. They felt that a show doing poorly in January could not
possibly improve dramatically before the season ended, so to try to
promote and improve it would be a waste of time and money. It
was much wiser to write off the bad shows, let them finish their
run, and concentrate instead on assembling the new fall schedule
by the end of February.

Milton Berle’s reappearance was not a great public flop like
Jackie Gleason’s, but it was no less degrading. Mr. Television, the
man whose talents had enticed many Americans into purchasing
their first sets, was relegated to providing patter for Jackpot Bowl-
ing. Bach week, sportscaster Chick Hearn did the play-by-play and
Berle appeared at the beginning, middle, and end of the show to
tell a few jokes and hand out a few thousand dollars in prize
money. The comedown of Gleason and Berle was staggering but
representative. The previcusly respected geniuses of television’s
early vears were being reduced to cheapened pawns whose name
value was callously exploited. Where would it all end? Would Sid
Caesar turn up as a carnival clown on a kiddie show? Would Fred
Coe begin producing laxative commercials? Would Pat Weaver
wind up running a UHF station in Arkansas? Would Tony Miner
start working for Soupy Sales? No esthetic genius appeared invul-
nerable. Television seemed hell-bent on eradicating any reputation
for quality it had developed. Though the networks pointed with
justifiable pride to their highly praised documentaries and news
shows, programs such as Jackpof Bowling, Surfside Six, and The
Flintstones more accurately reflected the true state of the industry.

Television’s critics had all but given up complaining that the
networks had gone too far in sacrificing program quality to viewer
quantity, realizing that their protests would be brushed aside with
the latest statistics indicating that viewing totals were up again.
After all, the network chiefs responded, the public cast its vote of
support every day by tuning in whatever they churned out. Among
themselves, though, even hroadcasters admitted that the 1960-61
season was less-than-exceptional, and there were plans to tinker
with a few programs and perhaps introduce a few new program-
ming wrinkles; but there was no hurry. Improvements might take
place eventually, but in laying out the schedules for the 196162
season the emphasis remained on gaining a competitive edge, not
upgrading quality. A few mundane programs were accepted as a
necessary part of broadcasting along with the desperate rating
battles and unstable program formats. It was all business as usual.
Each of the networks totaled their profits and losses for the season
and prepared for the annual convention of the National Association
of Broadcasters.
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Every year broadcast executives met to discuss
industry, pat themselves on the back, and listen to a
by an important government figure (usually from g
did little to dispel the convention euphoria or i
everyone there was doing a great job “serving the py
Newly appointed FCC chairman Newton Minow wag
deliver the address on May 9, 1961, before that ye
ering in Washington. Coming only two months after
Minow’s speech would be his first chance to expr
about broadcasting directly to its important executives gy
Though the thirty-five-year-old former law parimer s
venson was an unknown quantity, it was assumed: th
probably follow the usual pattern of praise tempere .
exhortations that the industry do even better in the £t
the bigwigs of network TV were in the audience: R
and Robert Kinter of NBC, Leonard Goldenson and Q]
ABC, and Frank Stanton and James Aubrey of CBS: Th
prepared for what Minow chose to say: :
T invite vou to sit down in front of your televising
when your station [or network] goes on the ai
there without a book, magazine, newspaper, pri
loss sheet, or ratings bock to distract you-and kee;
eyes glued to that set until the station signs off
assure you that you will observe a vast wastelarid
will see a procession of game shows, violence;; ax
participation shows, formula comedies about
vnbelievable families, bloed and thunder,  may]
violence, sadism, murder, Western badmer,. Wi
goodmen, private eyes, gangsters, more violenge
cartoons, and, endlessly, commercials, many scr
cajoling, and offending, and, most of all, boredo
you will see a few things you enjoy, but they.
very, very few, and if you think I exaggerate, try:
At this point, the trade journal Variery later reported,
brow (always perpetually wrinkled) showed a few.
Treyz’s face had fumed white, while Stanton’s was
of Kinter and Aubrey were frozen in masks, and GoIcEe
iced into 2 Mona Lisa smile. Minow went on:
Is there one person in this room whe claims tha
casting can’t do better? Is there one network p
this room who claims he can’t do better? Why i
of television so bad? ... We need imagination
gramming, not sterility; creativity, not imitation;
mentation, not conformity; excellence, not med
The members of the NAB were stunned. No one ha
to them that way before, What's more, Minow, as head: o
might actually do something to implement his sugg
seriously affect the industry. Consequently, no one darg
rebuke him as he delivered his speech, though the co;
filled with behind-the-scenes grambling. Rt
Newspapers picked up Minow’s “vast wasteland’
critics used it as a quick condemnation of the ent
Though broadeasters grudgingly came to the gener
that in some 1espects Minow was right and the 1960-6
been exceptionally weak, they were in a bind. Despite it
tion that something should be done immediately to imp!
sion programming after the adverse publicity direct
the 1961-62 schedules had been locked up and sol
and could not be changed in May. The best the petwork
was slot a few more public affairs shows, paint rosy
1962-63, and prepare to endure the barrage of criticist
certain would greet the new season.
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haitiman Newton Minow’s roasting of the industry
d” speech. Lavish reforms were promised by
i< for the 1962-63 season, but as the 1961-62
he need for such dramatic action faded. Though
elevision aired in the mew season, Minow’s
"By raccident, marked the rock bottom end of a
the. identification of a permanent, inscluble
nce the rise of the big money guiz shows in 1955
lity of TV had been eroding steadily as the indus-
v high quality drama, comedy, and news shows
adequate ratings in favor of programs that offered
v, but unstable, instant success. In searching
it formats for the 196162 season, network
eveloped, by chance or instinct, several concepts
- of television’s best work, updated for the 1960s.
hs: took place in legal, medical, movie, and
I programs that set the pattern television shows
and Tow quality would follow for the remainder of the
e only a handful of these new shows that fall, but
ibugh good new television to take some of the
m the vast wasteland description and to
. after one of the most uninspired seasons in

: of The Defenders came directly from the so-
f television. Back in February 1937, Studio One

een hls distaste for the defendant, a repulsive
Iayed by Steve McQueen, and his responsibilities
ofession. His bright but idealistic son, played by

insisted that their client receive the best defense
hoiigh he was probably guilty, The story received
m and, four years later, with Perrv Mason a
LR Brodkin and Rose teamed up again to produce a
S based on the play. They brought their high
tandards to The Defenders and treated it like the drama
8 of old, with one important difference.

7ARS WERE BRACED FOR DISASTER,

lave the
in My Nose

Drama anthologies such as Studio One had demanded that view-
ers accept 2 whole new world every week, without offering any
identifiable continuing characters to provide a much-needed per-
sonal link, Even if the shows were first rate and dealt with themes
and issues that hit home, many viewers felt it just was not worth
the constant effort required to follow the maze of new faces and
settings. Instead they turned increasingly to continuing series with
familiar central characters or, at best, anthology series with stable,
well-known hosts such as Alfred Hitchcock and Rod Serling. In
the waning days of the drama anthology genre, producers used big
name Hollywood guest stars in an attempt to overcome the
continuity gap, but the tactic was not very successful because the
format probiem still remained: in the intimate world of television,
the public preferred familiar characters and settings.

In The Defenders, Brodkin and Rose tied together their high
guality writing, production, and selection of guest stars with a
strong pair of central characters: E. G. Marshall as trial lawyer
Lawrence Preston and Robert Reed as his son, Kenneth. Within the
very accessible framework of courtroom drama, they presented
tight character studies as well as the public debate of controversial
topics television normally never dealt with. Nonctheless, it still
locked for all the world like just another good lawyer show and
CBS slotted it on Saturday night following Perry Mason. The
placement was perfect because the two programs complemented
each other. Perry Mason was a well-directed murder melodrama
while The Defenders focused on characters and issues. The treat-
ment of touchy subjects was never obvious and overbearing
because Brodkin and Rose carefully incorporated it into each
week’s case. The trial process became a full-scale debate
presenting both pro and con arguments through Marshall, Reed,
and the supporting characters and guest stars as they planned the
best ways to handle the legal strategy. Through all the topical
discussions, however, the program still maintained the basics of
good drama with strong characters and entertaining scripts.

The Defenders was the first TV series to examine the effects
and implications of enterfainment blacklisting. Jack Klugman
portrayed a John Henry Faalk-type character who found his broad-
casting career ended after his sponsor was frightened by a small
pressure group. Another episode, “Voices of Death,” scrutinized
the flaws in the judicial system itself and raised the possibility that
an innocent person could be sentenced to death, The first episode
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s Matg];;:;day The Roaring Twenties Leave It Ta Beaver | Lawrence Welk Show Fight Of The Week 2ke “a" ‘Casey were exactly the same in one important
local Perry Mason THE DEFENDERS lHave Gun, Will Travel Gungmoke optams seemcd deSEgnu?d to appeal specifically to
ove: and death medical themes that had kept
NIGHT AT THE MOVIES i i
T local Tales Of Wells Fargo The Tall Man | NBC SATURDAY anded for decades on the daytlme soap operas were
p— vantures In Paradise o the nighttime medical soapers. The characters of
i : FOLLOW THE SUN Lawman yentures In Pa : o _ X .
§ } Maverick (from €:30) dsey were enticing and charismatic, with

u Lassie Dennis The Menace £d Sullivan Show

General Electric

Jack Benny Program | Canelld Gamera wihat's My Lin aling primarily to older mothers and young girls,

Theater

TAR 54, WHERE ARE]
You?

N The Bullwitkle Show §  Walt Disney's Wenderiul World Of Color

acted more worldly women in their twenties and
th:programs offered competent drama and conflict in

Benanza DuPont Show Of The Week | .

of the serics thrashed out the issue of mercy killing while another
installment, “The Benefactor,” dealt openly with abortion, then
illegal and barely acknowledged. This episode, in which a doctor
spoke out in favor of the practice, caused a public controversy in
which eleven of the 180 stations that normally carried the program,
as well as the regular sponsor, pulled out for that week. Despite
such a daring (yet generally evenhanded) approach to important
issues, The Defenders was an immediate ratings winner for CBS.
Throughout its four-year run it maintained high standards of
production quality while attracting a Iarge and faithful audience
that did not seem to mind “serious drama” on a weekly basis.

NEC and ABC turned to a different profession, medicine, in
their pursuit of ratings success. Aside from Medic (Worthington
Miner’s 1654 series for NBC starring Richard Boone), doctors had
been largely ignored by television until those two networks
realized that the medical profession offered the opportunity to pre-
sent romantic, good-looking heroes in situations that were literally
matters of life and death. For its medical drama, NBC reached
back two decades with Dr. Kildare, based on an old MGM film
ceries that starred Lew Ayres and Lionel Barrymore. For the v
update, Raymond Massey portrayed the Barrymore character of
crusty but compassionate Dr. Leonard Gillespie, the senior medical
guru at Blair General Hospital, and Richard Chamberlain played
the young idealistic intern, James Kildare. The two central
characters established a relationship similar to the father-and-son
lawyer team of The Defenders, in which they consistently
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sids and sex, thus extending the appeal to the entire
grams alse turned into the smash hits of the
chawas welcome news to both NBC and ABC.

orks had faced the 1961-62 season in a depressed
moved to innovation out of a desire to dramatically
ations. ABC was fading rapidly following the col-
n-adventure format, and NBC was trying hard to
nfatniliar number three slot. Besides developing the
-miedical dramas, the two competitors also revived
time: time featore films and this, too, provided both
atings boosts.

cen’ regularly aired in network prime time before
twork had ever presented relatively recent domestic
the slots, When network television began, the
studios had been very reluctant to release their
elevision because they feared this would destroy the
ledse and would offer, free on television, competi-
material then at the theaters. Consequently, the
] of the Air in the 1940s had run ancient two-
10 £l empty hours than to attract an andience. In the
amous Film Festival was forced to belie its title by
y-unknown British product rather than well-known
s, The network’s Hollywood Film Theater managed
merican material from RKO, but the films were largely
Orgettable, By 1957, the major American studios had
licies and released most of the pre-1948 films to

disagreed on operating policy for each week’s patients: G
the experienced veteran, preached patience and under
while the impetmous Kildare put principle before tradi
making the inpocent mistakes of youthful inexperience
Defenders, though, the stories emerging from their conflie
not in-depth discussions of complex issues but rather g
soap opera. While a very good soap opera, Dr. Kildar
just a sugar-coaied view of life with inordinately go ‘
people experiencing one heightened dramatic crisis aft ano
There always seemed to be some beautiful woman wi
disease who fell in love with Kildare, or a visiting spel
threatened to have Kildare suspended over some minof p
infraction. Chamberlain, while a fine dramatic actor, P :
almost too good choir-boy image in these situations.
seemed to have an impure thought or a desire to do anythm
other than cure disease. The steady stream of guest star
patients and visiting doctors, suffered from the same
Timitations of the soap opera plots. All the characters and,
were neatly wrapped up in a structure that was I‘I_dlc
constant: each episode featured three patients suffering ¢
maladies, while an in-house controversy raged among the:d
ABC’s medical drama, Bern Casey, was structured al
cally to Dr. Kildare. It had the same soap opera-ish conflie
diseases, a parade of guest stars as the tormented patient
interaction between the handsome young neurosutgeon, Be
(Vincent Edwards), and his crusty but compassionate e

- A portion of President John
Kennedy’s press conference
on July 23, 1962, was catried
on the first live TV program
transmitted to Europe using
AT&T's Telstar | satellite.
(Property of AT&T. Reprinted
with permission of AT&T.)

the home viewing market. By then, the networks feared that these
high quality films would make their weekly series look bad, so
they did not pick up the available films; instead, these became the
private cache of late afternoon and late night local programmers.

In 1961, NBC decided to take a shot at scheduling movies in

September 17, 1961

DuPont Show of the Week. (NBC). After four years as a
series of floating dramatic specials for CBS, the DuPont
program switches to NBC, changing formats as well. The
weelly series now includes drama, documentary, and variety
presentations ranging from “The Wonderful World of
Christmas” (with Carcl Bugnett and Harpe Marx) to
“Hemingway” (narrated by Chet Huntley).

September 24, 1961

Walt Disney's Wonderful World of Color. (NBC). Robert
Kinter, who signed Disney to television when he was with
ABC, brings the popular family progzam with him to NBC.
For the first time, the show airs in color {(which ABC shied
away from), begianing with the premiere episode,
“Mathmagic Land,” featuring Donald Duck and a new
animated character, Professor Ludwig Von Drake.

September 30, 1961

Gunsmoke expands to sixty minutes, while the cream of
six years of the hatf-hour shows are rerun on Tuesday nights
under the title Marshal Dilion.

October 2, 1961 .

Calendar. {(CBS). Harry Reasoner hosts a thirty-minute
morning show combining hard news and soft features.
Reasoner’s wry essays, co-written with Andrew Rooney, are
a high point of the program.

October 3, 1961

Calvin and the Colonel. (ABC). One year after the death
of Amos 'n Andy on tadio, Freeman Gosden and Charles
Correll again bring their characters to television, but in the
less controversial animated animal adventures of Col.
Montgomery J. Klaxon (a fox, voiced by Gosden) and Calvin
Bumside (a bear, voiced by Correll).
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December 11, 1961 ‘
The Mike Douglas Show. Tre former band singer starts a

mingte afternoon talk show on Westinghouse’s KYW
in Cleveland and is nationaliy syndicated by October 1963.

ninety

February 20, 1962 ‘
After ten postponements, John Glenn becomes the first

American in orbit and part of television’s first big space
spectacular. Jules Bergman {ABC) and Roy Neal (NBC) do
well, but the earthbound star is CBS’s Walter Cronkite.

March 17, 1962 ) -
Benny “Kid” Paret dies at the hands of Emile Griffith ina

Madison Square Garden bexing match carriecl_ on ABC's
Fight of the Week. Using special repiay equlpmeqt, the
network repeatedly reruns the mortal blow in slow motion.

March 26, 1962 o
ABC Evening Report. (ABC). Revamping its nightly news,

ABC brings in Ron Cochran as anchor.

April 16, 1962
Walter Cronkite replaces Douglas Edwards as anchor for

The CBS Evening News.

June 14, 1962 .
Steptoe and Son. (BBC). Following a successful one-shot

comedy special in January, the junkyard duo of crusty old
Alfred Steptoe and his restive son, Harold, are brought back
for a regular sitcom sexies.

June 25,1962 x . .
The Steve Allen Show. Westinghouse replaces Mike

Wallace’s P.M. with a traditional taik show by a net vet.

July 10, 1962 .
«“World television” becomes more than a PR tout with the

taunch of the Telstar I satellite. For the first time, live
television transmission across the Atlanic Ocean is possible.

prime time as part of its effort to raise itself from the doldrur.ns' of
last place. The petwork paid Twentieth Cel?tury .Fox $25 million
for fifty post-1950 films to be aired in prime fime on ‘Satu.uday
night, though the network protected itself against the .poss1b1'l1ty of
a major flop with a clause in the contract.that gave it El‘le right to
cancel the agreement after sixteen weeks if the film series proved
unsuccessful. Unlike every previous prime time jfi]m effort, I\.TBC
Saturday Night at the Movies quickly established itself as a ratings
contender, though it did not come to dominate SaturdE.Ly night for
several more years. The series succeeded where previous efforis
had failed for two reasons: The films were relatively new and t‘tfe
package contained 2 fair portion of outright box OfﬁCB.hltS. ‘What’s
more, nearly half of the films were in color, and with 09101" set
sales continuing a slow but steady advance, such an atiraction was
inning to have some meaning.
begﬁmcnﬁoted NBC’s success, quickly purchased fifteen p0§t-l_948
films from United Artists, and in April 1962, premiered its own
prime time movie siot, Hollyweod Special (soon renamed The ABC
Sunday Night Movie). After years of bitter rivalry between network
television and the Hollywood studios, the two now l9oked to each
other as important partners i the entertainment industry. The
battle was over and their marriage was nearly complete.
As the power at the top, CBS did not have to chase every
fad and unproven concept, but could develop shows at a

prograin
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siJarge and loyal sudience. The program also
yehind the scenes including execative producer
d directors John Rich and Jerry Paris. Reiner
+its for the first two seasons himself, but also
Bill Persky, Sam Denoff, Garry Marshall,
understood the series dynamic perfectly.

more leisurely pace in its traditional sirengths §iic
situation comedy. The network had been the home
situation comedies since the early 1950s with progy,
Love Lucy, The Honeymooners, and The Phil Silye
the decade progressed it had turned from this form
other forms such as Westerns, quiz shows,. and . ies .
adventure series. Consequently, CBS had not actives ke Show set its action in both ti?e Petrie houfe
successors to the great sitcoms of the decade and hag -othlle (Reiner’s home in rez.xl life) and Rob’s
with keeping the top ten vehicles of its establisheq ; The horlne soenes were scl)hcl and grounded,
Tack Benny and Danny Thomas. When the other forma e domestic simations provided by next door
network turned again to comedy for new mafen and Jerry . Helper (playled by Ann M(?rgan
obvious success of such programs as Dennis the Mg Jetry Paris), but the.offm? scenes were bits of
president James Aubrey reemphasized this netw gave the show its drive. Reminiscent of
in the fall line-ups for 1960 and 1961, one-half of ?Ol??lrfi prograrn, Ther Danny ‘Thomas Show,
programs were situation comedies. Aubrey also-enc | r.lters set Dick me Dyke in a world t]:lﬁy
development of ideas and pilots for additional sitco the star of a Ty sitcom, lportraYed_ a writer
the potential for tremendous success rested in this fo 5, in a patt Wntj[en for him by writers of a
In the summer of 1960, CBS aired Comedy Sp g with a setting they faced every day
many summer filler series, served as a dumping.'g_f
films that had failed to win network support. Occag
the rejected pilots struck a nerve and was picked up
after all, but most faded away, with the summer broade
as a sad postscript to an aborted idea. The few that were
on the rebound sometimes faced special difficuliies
because very often by that time the cast and cie
commuitted themselves to other ventures and. wer
interested in the proposed series. Onc pilot fron th
1960 that managed to overcome its initial rejection an
in the 1961-62 schedule was a pet project of Sid €
cohort, Carl Reiner, called Head of the Family, whic
home and office life of Rob Petrie, the head writer'fo
comedy show. It was, in effect, Reiner’s own prof
In the pilot episode aired on Comedy Spot,
Reiner) and his wife Laura {(Barbara Britton) had &
son Ritchie (Gary Morgan) that his father’s job was.
and important as those of the other kids’ fath.e.rs
point, Rob bronght Ritchie to the office to see fu'sth
able he was to the other two writers, Sally Roge;:s .(
and Buddy Sorrell (Morty Gunty), and the Sh_‘_’_w_
Sturdy (Jack Wakefield). The format seemed_ workal
adequate, and the writing clever, but it just did ot
refused to give up on the idea after the initial reject
additional scripts beyond the pilot), and rewo_r_.ed
keeping the format intact but assembling a new cast e
an occasional performer as the Alan Sturdy chiara
Alan Brady), but concentrated on writing all
relinquishing the lead role of Rob Petrie to Dick Van
had bounced about CBS for five years as & host:(
morning programming}. Mary Tyler Moore (the leggy:3
phone operator “Sam™ on Richard Diamond) assume
Laura, and Larry Matthews played Ritchie. In a ¢ 0
veteran comics Morey Amsterdam and Rose M%u:l
labored for years in the wilderness after some suc.g_e'_s:
days of broadcasting, were cast as the new Budd
Amsterdam had been a frequent performer in networ!
carly days and Rose Marie had begun singing on th
network when she was three years old (as Baby R(_)S-.E
both brought an essential sharp comic edge to the
CBS was convinced and scheduled the new series; 1o
Dick Van Dyke Show, to begin in Ociober 1961_..
lifted the program’s highly workable format far aboy
promise. Although the series took a few seasons to:__
The Dick Van Dyke Show became a worthy succcss.q

ismor as Rob, Buddy, and Sally tossed quips
pid-fire style reminiscent of an old vaudeville
érs also directed some effective barbs against
nes that involved the show’s vain star, Alan
and the flunky producer, Brady’s brother-in-law,
| Deacon). Whether the comedy was set at
“situations were always humorous and
ill: pasically identifiable and real. The stories
satire on the times, but the presentation of comic
cations that someone who worked as a New York

his quick wit.

world not very different from the one that many viewers faced.
Rob and Laura lived in a real middle class town in which real
people commuted to and from real jobs, He was a decent,
intelligent, hard-working father and she was a helpful and clever
wife who was neither wacky, gorgeous, nor conniving. They were
true partners in marriage. The program effectively replaced the
interchangeable blandness of the 1950s with a generally believable
view of successful middle class life of the early 1960s.

The Dick Van Dyke Show, The Defenders, Dr. Kildare, Ben
Casey, and prime time movies were important signs that television
was improving and had begun to break out of its mediocre state of
the 1960-61 season. Nonetheless, they were only a handful among
the new shows that premiered in the fall. Most of the new entries
were weak vehicles for talented performers, mindless fluff, or just
very bad television. For the most part, the 1961-62 season still
carried the unmistakable marks of a vast wasteland.

Several new sitcoms merely maintained the mold of late 1950s
blandness: Window on Main Streef reactivated Robert Young in his
favorite role as thoughtful patriarch; Room for One More, starring
Andrew Duggan, continued television’s fascination with families
enlarged by adoption or remarriage; Hazel (based on the long-
runuing Saturday Evening Post cartoon) cast Shirley Booth as
maid to possibly the dumbest family in TV history; and Mrs. G.
Goes to College provided an awkwardly improbable swan song for
Gertrude Berg as a newly enrolled student.

Two promising young comics, Bob Newhart and Joey Bishop,
made misdirected, undistinguished debuts as comedy headliners.
Newhart, whose comedy album The Buttorn Down Mind had been a
1960 sleeper hit, was miscast as a genial host of a half-hour variety
show. Bishop, who had made a name for himself with his ad-lib
witticism on TV panel and talk shows, found himself playing a
public relations man in a ploddingly scripted sitcom that wasted

Nat Hiken, the creator of Sergeant Bilko, tried unsuccessfully to
duplicate the formula of that series with Car 54, Where Are You?
Two excellent character actors, Joe E. Ross and Fred Gwynne,

The Dick Van Dyke Show
home setting: {from left) Dick
Van Dyke as Rob Petrie,
Larry Matthews as son
Ritchie, and Mary Tyler
Moore as Laura Petrie. (GBS
Photo Archive @ 2003 CBS
Worldwide, Inc. All Rights
Regerved.)
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were cast as the bumbling policemen who cruised the Big Apple in
squad car 54, but it was Bilke without Bilko. Ross, as Gunther
Toody, faithfully duplicated his bumbling oo-oo-ooing Bilke
character of Mess Sergeant Rupert Ritzik, but it was not enough.
Though he and Gwynne, as the drab, earlobe-pulling Francis
Muldoon, provided hilarious caricatures of the Jack Webb
lockalikes that appeared o populate nearly every cop show, the
two worked best as supporting actors. They could not match the
mad energy of Phil Silvers, whose domineering personality had
held the Bilko show together, and Car 54, Where Are You? seemed
constantly in search of a main character. Hiken had slipped up on
the basics of a good sitcom and as a result the program provided
merely adequate diversion, rarely matching the energy of its catchy
opening theme song.

One new sttcom, though, managed to top all these minor artistic
flaws with a premise that seemed designed to epitomize the term
“vast wasteland”: The Hathaways, one of the worst series ever to
air on network TV. The show marked the last step in television’s
vilification of American parenthood, presenting Jack Weston and
Peggy Cass as surrogate parents to three chimpanzees, Enoch,
Charley, and Candy. Weston and Cass treated the three chimps as
human children, dressing them in children’s clothes and encour-
aging them to imitate human actions such as dancing, eating, and
playing. The scripts, acting, and production were horrible, and the
premise itself was utterly degrading to both the audience and the
actors. (Weston often wore an expression that made him look like a
befuddled monkey.) The Hathaways more than justified the
network executives’ early apprehension about the new season and,
though it lasted only one year, it stood as an embarrassing example
of the depths programmers had reached in their desperate search
for a chance hit in any format or premise,

At the office in The Dick Van Dyke Show: (from leff) Dick Van
Dyke, Morey Amsterdam as Buddy Sorrell, and Rose Marie as
Sally Rogers. ({CBS Photo Archive ® 2003 CBS Worldwide,
Inc. All Rights Reserved.)
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Despite the total worthlessness of sitcoms
Hathaways, the programs that attracted the heawest ri
1961-62 season were the so-called “realistic” criny;
programs presented violence that was at best merely e
at its worst sordid, morbid, and griesome. Amon
gratuitous shows were Cain’s Hundred and
Corruptors, two inferior permutations of The Untoy
the present. In Cain’s Hundred, Mark Richman porteay
Cain, a former mob lawyer who came over to the
and helped track down his former employers, thq
hundred top mobsters. Though the series bore.gg
resemmblance to The Untouchables (Richman’s Cugic
was very similar to Robert Stack’s Eliot Ness; ang:
executive producer of Cain, had worked on the: pil
Untouchables™), it lacked high quality supporting:
any feel for realism. The series focused on little elg
Targer: The Corrupiors set its violent gunpla
respectable guise of uncovering modern crime by
adventures of an intrepid newspaper reporter wh
federal agents to weed out and expose corruption. N
area of modern life they investigated, though, vioien{;
ble. The sertes began with a dramatization of crime’in
garbage collecting and within the first twenty sei
premiere episode, a gatbage man was shot.

87th Precinct weant beyond violence into morbidity
overtones. It was a bad version of Naked Ciry, focu
daily grind of New York City law enforcement. D
Carella (Robert Lansing) led a squad of piamclothe
were all morose, shoddy, and dense. The plots emp
thrilts and titillating violence., One episode featured th
sadistic murderer who first tattooed, then poisoned,
victims. After a particularly gruesome chase, he w
detained by Carefla’s beautiful deaf-mute wife and: th
Such individuals and plots cast an appropriately somb
the entire series.

Of all the exercises in violence, ABC’s drama
Stop provided the most graphic, brutal, and controver:
and the one that touched off a wave of oulraged rea
network affiliates as well as in the halls of Conge
based on the 1956 movie of the same name, Bus Stop's
central cast in a tiny Colorado town where they awaite;
guest stars who inevitably began each story with thei
town’s bus depot. At first, the Twentieth Century Fox
in light Hollywood fluff such as an errant father:rg
defend the honor of his wrongly accused son. To sp
episodes, the show turned to more sensationalist tab
culminating in “A Lion Walks Among Us” (dzrecte
Altman). Bus Stop used pop singer Fabian as its guest
Though really a very clean-cut young man, Fabian w
degenerate drifter capable only of deceit, betrayal, and
win acquittal of cne charge of murder in the town, be:h:
with the I1.A.’s alcoholic wife and then used that to b
D.A. Once teleased, he killed his own lawyers. In
“balance of justice,” the D.A.s wife then killed him.

This sordid episode was labeled “rancid” by on
twenty-five stations refused to air it. They claimed it ,
and that it glorified violence and perversion while: deli
using a teen favorite to entice young viewers. Senator Jo!
of Rhode Island, who was rapidly becoming a vocal new
of television, agreed. He happened to be holding heari
very topic of TV violence when the episode aired and he C!
get it out of his mind. He brought it up in congrsssio_

a5 a producer, Ernie Kovacs was a
vaiive force in television comedy.
ms: Trust)

ronths as the perfect example of the terrible
g “I looked at it,” he said, “and I haven’t
e the stench in my nose.”

p brouhzaha, network television weathered
ing: Newton Minow’s vast wasteland speech

of a continuing series. Situation comedy
: And public affairs programming increased

ome of the luster to its rarnished respect-
he public’s perception of television quality

i L;Iéion to implement the full scale changes they
d-immediately following Minow’s speech. In-

ther performer on the air. Though other comics
betle and Sid Caesar were visual performers (that

is, their acts had to be seen to be appreciated), they were only
doing vaudeville in front of a camera. Kovacs understood the
potential for humor in the tricks and effects that were possible only
on television. Since his brief stint as a part-time host of the Tonight
show in the 1936=57 season, Kovacs had been offered few
opportunities -to perform on network television. He made a few
movies in Hollywood while being wasted as host of several low-
level ABC series such as Take a Good Look (a panel quiz show
that used his characters and skits as game clues) and Silents Please
(in which he supplied funny voice-over comments to cut-downs of
old silent films).

In early 1961, Kovacs talked his sponsor, Dutch Masters, into
allowing him to produce, write, and act in a series of monthly
specials in the company’s regular Thursday night Silents Please
siot. The cigar makers enjoyed having the cigar-chomping Kovacs
as host to that show and agreed to support the experiment. On an
absurdly small budget for the project he envisioned (§15,000 per
show), Kovacs launched his series. From the very first special in
April, he totally departed from the then-established form of TV
comedy (monologues followed by skits) and presented instead
short unconnected bits of humor (blackouts) with an emphasis on
visual, often abstract, tricks of TV technology. One thirty-minute
program consisted of the visual interpretation of sound, with no
narration whatsoever. For instance, instead of showing an orchestra
playing “The 1812 Overture,” Kovacs used snapping celery stalks
and slamming desk drawers as visual accompaniment to the music.
He also directed digs at his regular show, Silents Please, by taking
the logical next step in his manipulation of the old films. Instead of
providing just voice-over comments, he used a special effect to
physically step into the picture as a frustrated director calling out
humorous and absurd orders to the performers.

The program also featured Kovacs’s cast of his own continuing
characters he had developed over the years, who were quite funny
even without the aid of his technological tricks. The most familiar
was Percy Dovetonsils, an effeminate, permanently soused poet
who read nonsense verse with ludicrous fitles such as “Ode to an
Emotional Knight Who Once Wore the Suit of Medieval Armor
Now in the Metropolitan Museum of Art-While Engaged to One of
Botticelli’s Models.” Others included Mikios Molnar, a Hungarian
chef also “under the influence,” who presented cooking tips;
Auntie Gruesome, a dolled-up host to a creature features-type TV
show, who ended up scaring himself with his long and gruesome
descriptions of the horror stories; and Wolfgang Sauerbraten, a
German radio DJ who introduced the latest hits in gibberish
German-English  clearly aimed at lampoeoning American
broadcasters. Even such sacred objects as the closing credits fell to
Kovacs’s wit: Once they appeared as writing in a sink and were
washed down the drain after each name.

Kovacs tumed out eight such specials on ABC before he died
and, though hampered by a meager budget, he nevertheless tried to
do something different with television. Many viewers were frankly
befuddled by what they saw because it departed so dramatically
from their expectations for television comedy-variety. Yet that did
not matter. What was vitally important was that in an industry
content with blandness and imitation, Kovacs dared to challenge
the limits of TV technology and steer it into previously unexplored
territories. He pioneered a style that wou]é‘completely alter televi-
sion comedy, but that would not occur until years later, when his
approach and technique were used to form the basis of Rowan and
Martin’s Laiigh-In and Monty Python’s Flying Circus. Long after
his ABC specials were aired and forgotten, the world at last under-
stood just what he had been trying to accomplish, and applauded.
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ision could inadvertently aid one side or an-
t :mposmble to ignore an issue or personal-
rajor TV controversies, in fact, developed
mith examined the personality and then-
Vice President Richard Nixom.
his long-time home, at the end of 1961
ring Southern bigots to Nazi storm troopers
o ofie ‘of his occasional commentaries on the
aws (oddly, the comment was left in the
aid that Smith had crossed the line between
injon, so Smith said adies, signed with
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commcntators of the 1930s and 1940s.
ators including Quincy Howe and Drew

and one-half years, while legal wrangling took. plac
police commissioner was forced to resign, and the M
legislature censured one member for the disparagin
made on the program about his colleagues. In the ens
police, tarnished by the evidence on film of theirpa
the illegal gambling joint, tried to disprove ¢
contained in the story. Others contended that the’g
blatant news mismanagement and biased reporting,
and objectivity of McMullen’s story was proved.co
step, though the chargé of bias would be leveled: with
frequency as investigative TV journalism develop
decade.

DESPITE ALL THE PROMISES of programming reform made
by television executives in May 1961, the 1962-63 schedule turned
out to be business as usual. The improvements during the 1961-62
season had blunted Newton Minow’s vast wasteland charge and
diffused criticism by the government and the public. Profits and
ratings once again became the chief concerns of network program-
mers and they began to cast a critical eye at the overabundance of
news and public affairs shows which had proliferated chiefly as a
public relations device to shore up television’s respectability. By
the 1962-63 season, six prime time programs, two on each net-
work, provided a total of four hours of this type of material week-
ly: Howard K. Smith News and Comment and Bell and Howell
Closeup on ABC; CBS Reports and Eyewitness on CBS; and David In 1962, NBC presented its own real life dram
Brinkley’s Jouwrnal and Chet Huntley Reporting on NBC. Nonethe- ture, *The Tunnel,” a ninety-minute war story set'in
less, several hard-hitting news reports reached prime time in the foreign-oriented documentaries of the time were gen
process, giving the network news departments the opportunity to pieces that inevitably settled for fluff travelogue visits
flex their muscles. Monaco™ and innocuous insights like “Mouamba::]

CBS, with a sideways glance at the cinema verife style of flict,” but “The Tunnel” presented the desperate schi
ABC’s Closeup documentary series, had hired Fay McMullen in brave heroes in conflict with clear-cut bad guys
1961 as its own roving verite reporter. Even though at the time the followed the daring escape of fifty-nine East Ber
networks had serious reservations about investigative news report- 450-foot tunnel dug by twenty-one West Berlinér
ing for television (preferring traditional public affairs documen- fear of exposure and capture hung over everyone ufif
taries and discussicns instead), McMullen was assigned to dig for climax of the story when the joyful East Berling
unusual and controversial material. His first (and best) piece for made their way under the Berlin wall to freedom. 3
CBS, “Biography of a Bookie Joint,” managed to overcome most this story that, due to the international tensions res
network objections to the form and demonstrated the effective Cuban missile crisis in October, “The Tunnel” (orig
impact of iavestigative TV journalism. McMullen found a key uled to air in October) was delayed two months. Whe
shop in Boston's Back Bay arca that was visited by nearly 1,000 December, it earned critical acclaim, registered surpri
people each day, including many policemen. Further investigation ratings, and proved to be far more dramatic thal_l;
revealed that the key shop was actually a bookie joint. He set up an action shows that usually filled prime time.
observation post in a room across the street {rom. the shop and, Besides offering a crime expose and war drama; th
over a period of months, watched and filmed the comings and also displayed more daring in traditional document
goings of the key shop’s customers and even managed to shoot reports. CBS Reporis tackled such previously tabO
{admittedly jerky) footage of the shop’s interior using an 8mm birth control and teenage smoking as well as new conl L i
camera hidden in a false lunch box. Federal agents were informed ecology. In “The Silent Spring of Rachel Carsoi’; the veteran newsman was by-passed for major
of the illegal operations by McMullen and they, in tum, apparently April 1963), CBS presented an evenhanded eXaII_Jl'
tipped off the crew with the time of their impending raid on the heavy use of pesticides and their possible disruption:
shop, giving McMullen the opporiunity te film it. “Biography of a of nature, which Carson described in a book she
Bookie Joini” emerged as an engrossing, real life crime thriller, Because the issne was not familiar to most America
complete with a dramatic sweep by the Peds as a climax, and it a network documentary tremendously aided Carson:
was widely acclaimed by viewers across the country. as the great debates in 1960 had helped relative U

In the city of Boston itself, the report caused immediate and Kennedy achieve an equal footing with Richard NiXOI
long lasting convulsions. The local affiliate did not air it for one of the public. Simply by acknowledging and interviewll

d embellished the commentary with charts,
chps, and interviews. Despite all the window
ssentially just “talking heads” with little
slevision. Nonetheless, the program created
ember. 1962 with “The Political Obituary of

s unsuccessful bid for the presidency,
tter campaign for the governorship of Califor-
af he was, in fact, through with politics (or
is latest defeat he proclaimed to the report-
rriia;that they would not “have Nixon to kick
isé; gentlemen, this is my last press confer-
xon-at his word and devoted his program on
éw of the man’s political career, presenting
upporters and detractors. Among those
get Hiss, a former state department official
""R'ed subversive” in the late 1940s by then
d:who eventually served time for perjury.
ter ew, Hiss said that Nixon’s main moti-
irsuing him had been pure personal and
s charges were immediately followed by

_ _me_d'most of the other public affairs shows
O 1ost their regular prime time slot as the

'dl_lced frequency would loosen budgets and
p;gsentations. Though these programs were
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generally well done, there were too many of them and their sheer
number diluted the audience and stretched resources far too thin to
allow quality productions each week. Besides, the special public
affairs programs had already served their chief function very well
by contributing to the overall prestige of television and apparently
proving to the FCC that the medium was no Jonger a vast waste-
land. No new government regulations had been imposed and none
appeared on the horizon. There was therefore no overwhelming
reason to continue to carry too many unprofitable shows with
generally unspectacular ratings in prime time, though the networks
insisted that they strongly supported the continuing growth of their
individual news departments.

Even at the season’s high water mark in prime time public
affairs, many of television’s critics saw a network retreat from the
form as inevitable. Though they applauded the material carried by
ABC, CBS, and NBC, they began scarching for some way to break
the iron grip of network influence and control over programming.
The UHF system and educational television were two potential
tools to that end and both exhibited long overdue development in
the 1962--63 season. They had both been created by the FCC in
1952 as the freeze on TV station construction was lifted, but had
remained catafonic for nearly a decade. :

The commission launched educational television in 1952 with a
bold stroke, setting aside 242 station allocations specifically for
noncommercial broadcasting. Despite this promising beginning,
educational broadcasting experienced very little growth over the
next ten years. By 1960, there were only forty-eight educational
stations on the air. All but four of them were associated with the
fledgling National Educational Television (NET) network, but that
only produced eight hours of programming each week. What's
more, expensive coaxial cable connections were out of the ques-
tion, so the fitmed shows were sent to the affiliates through the
mail. Such cost-cutting measures were necessary because, in
setting up noncommercial stations, the FCC had left one important
problem unresolved: funding. If the stations were to be noncom-
mercial but also independent of the government, where was the
money for operational expenses to come from? A few private
corporations, particularly the Ford Foundation, stepped in from the
beginning and contributed millions, but it was nowhere near the
amount necessary to launch a national chain of stations that could
be taken seriously by viewers.

There was an additional problem. Viewers. Many of the fre-
quencies so generously earmarked by the FCC for noncommercial
use were on the UHF band. None of the eighteen million television
sets in use in 1932 were capable of receiving UHF signals. Stations
in a few markets such as KQED in San Francisco and WGBH in
Boston were Jucky enough to receive VHF allocations, but for the
most part viewers could not tune in the educational stations, so
there was virtually no audience. More important, by the end of the
1950s, major markets such as New York, Los Angeles, Cleveland,
and Washington still had no educational station at all. The near
invisibie status of noncommercial television reduced it to a very
expensive laboratory and made it impossible to stir any interest in
improving the situation. Until the important figures in broadcasting
and government living in New York, Los Angeles, and Washing-
ton could see educdtional television in opdsation, a solution to the
funding problem would never be worked out.

In order to provide a noncommercial outlet in New York City, a
group of New York-based forces (calling themselves Educational
Television for the Metropolitan Area) decided to buy an existing
commercial VHF station and set it up as a showpiece for educa-
tional TV. After protracted delays and legal challenges, the group
purchased Newark’s WNTA, channel 13, for $6.2 million. One-
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third of the meney was donated by CBS, NBC, and ABC, who saw

educational television as an excetlent way to answer the crificisms
leveled at the commercial networks. They could point to their
generosity in supporting the noble project even as they continued
{o concenlrate on more profitable popular appeal enterfainment. As
long as educational television stuck to classroom type program-
ming aimed at the egghead Iringe, they knew it would never

provide any real competition for the mass aundience.

WNTA was renamed WNDT (later changed to WNET) and it
hit the New York airwaves on September 16, 1962, as the sixty-
eighth educational station in the country. Newton Minow and Ed
Murrow hosted the gala opening festivities which were atiended by
representatives from all three commercial networks. Yet there were
conflicting priorities and philosophies among the many divergent
interests that had united to establish the new station and these
immediately surfaced during the chaotic two-and-one-half-hour
premiere broadcast. The networks were most upset by an eighty-
three-minute British film which extolled the BBC and labeled
American television as 80% junk. They felt the film was a stab in
the back after all the support they had given the new station and
CBS, NBC, and ABC executives went away angry. The station
also faced union problems and had to shut down for two weeks
immediately following the premiere telecast in order to resolve

them.

152 WATCHING TV

When WNDT returned, New Yorkers had an opportunity to see,

throwback to the very early days of commercial te
from the expected educational fare for children, ther
discussion shows (Books for Our Times, Invitali
tempts at educational fare for adults (Russian Jor Be
of Sweden), an overload of British films, and the ing’
ciatingly detailed thirty-minute stndies of esoteric subj
Japanese brushstroke painting. All were numbing.
entertaining, but channel 13 was new to broadcas!
money, and uncertain which tricks of the trade woul
world of noncommercial television. E
The increased visibility of educational televisiol
about important changes, though. The federal gove
handing out small yearly subsidies and the Ford FO
creased the amount of its support. Bducational .
broadcasting (thongh on UHF) in Washington and:
and the NET network developed its first quasi-hit
Magazine was a weekly news feature program pll .
foreign broadcasters (chiefly from the BBC) who
events as well as reporters on the commercial
sometimes surpassed them. In February 1963, WG
began producing The French Chef which feature:
demonstrating elaborate cooking techniques. Within
she became the network’s first star as her imposis
distinctive voice appeared on NET stations across

people purchased expensive special converters that allowed their
old sets to pick up both UHF and VHF signals while most simply
funed to another network.

The FCC then decided to afternpt a much more sweeping
change and announced that it would suggest ordering cities
throughout the country to be designated as either all-UHF or all-
VHF markets. The problem with “deintermixture” (as the proposed
policy was labeled) was that no city wanted to be converted to an
all-UHF market, rendering every television set in town useless.
The FCC faced intensive lobbying for and against deintermixfure,
and wavered back and forth throughout 1956 and 1957, though
Peoria, Illinois; Madison, Wisconsin; Evansville, Indiana; and
Hartford, Connecticut were actually designated as deintermixture
test cities. In late 1957, the commission, in effect, opted for
“andeintermixture” and allowed the UHF situation to remain
unchanged, thus ending any serious efforts for expansion. By 1959,
NBC and CBS had sold their UHF stations and the problem re-
mained unsolved for nearly three more years.

In February 1962, the FCC took up the question again and
decided to aim directly at the chief stumbling block to the growth
of the UHF system, the home receivers themselves. Instead of
counting on. the subtle pressures of supply and demand to motivate
television set manufacturers into including UHF reception capabi-
lities on their sets, the commission proposed to Congress that a law
be passed requiring the feature on all new American televisions.
Throughout the spring, FCC chairman Newton Minow carried on

The Clampett clan: {from left)
Jed {Buddy Ebsen), Granny
(Irene Ryan), Jethro {Max
Baer}, and Elly May (Donna
Douglas). (CBS Photo Archive
© 2003 gBS Woridwide, Inc.
All Rights Reserved.)
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1963, having set into motion forces in iclevision th id CBS te produce predictable imitations. The 1y known public figures (Richard Nixon was a frequent guest), and
September 10, 1962 ue fo grow through the next two decades. rought the familiar sudsy style of romantic home movies depicting his travels to exotic locales of the world.
Hugh Downs replaces John Chancellor as major domo of After the period of uncertainty that culmmated ut al issues as syphilis, thalidomide babies, and NBC was left with the problem of finding a late night successor. 5
Today. vast wasteland scason, the commercial networks them . the struggles of black nurses attempting to The network chose Johnny Carson, the host of an ABC daytime L
at last coasting into the new decade with confidence rofession. Naturally, there was an idealistic game show, Who Do You Trust?, for the difficult job of maintain- | }
September 10, 1962 formats, and a sense of control. The 1962-63 seas T Pc crusty but compassionate head nurse. For ing NBC’s lock on late night viewing. Though he had substituted 1
Mal Goode bc.comes t.he firgt black network nod toward medical drama (following the success ical drama down the road taken by Warner for Paar on the Tonight show a number of tjmes, Carson had a very i\
correspondent, covering the United Nations for ABC. season’s Ben Casey and Dr. K ildare), several series 50 (when it produced a Western that was not a different style and the network was not sure that he could maintain
September 19, 1962 :l\lfzeﬂw,fal surprise revwrleﬂlil in variety ;grlclllats, anfi: Strip) by offering a doctor show that was not the program’s consistently high ratings, NBC brass realized that
The Virgintan, (NBC). The first ninety-minute television SSALL new silcom. 1nese we;e adde to. a sthed The Eleventh Hour. Though they did not stray Paar himself had been in a similar situation in 1957 when he took
Western and, like Bonanza, it is broadcast in color. Though ready included strong holdovers in several different for sing room, ‘the stories of psychiatrist Theodore over the program, and had responded by shaping it to his own style ;
the series has a strong central cast (Lee J. Cobb, James some outstanding individual news programs, produg ol C[}rey) demonstrated that the life, death, and and taste, and into a ratings winner. They felt that Carson probably : ]
Drury, and Doug McClure), the stoties frequently focus on ovetall, a very good season. . television’s hospitals couid be presented within had the right instincts for the tough job and hoped for similar o
the weekly guest stars. After ABC’s performance in the 1961-62 season : occupations in so-called career dramas. The success. There was one important complication, however. Jack : !
work back into the cellar, action-adventure whiz Ol sad to incorporate topicaj and titillating angles Paar had scheduled his departure from Tonight for April 1962 and
September 23, 1962 o . forced to walk the plank in March 1962, and the sinan and her unfaithful husband, illegitimate Carson’s contract with ABC did net expire until October. Though
’fhg Jifmm' (ABC). /:B c atillaS[;"S its B)'ir ﬁ ngza;tﬂ n Tom Moore, continued the search for another successf hortion, and the murder and rape of a girl by a
:;)r?ers,. [Elszenjiir:ﬁ;le;?cw OFlini;l;n:; bacfi(nv]::rds&:rthfjle\i slfc?\]:r bring ABC back into Contentmn_. He brough tina revam aitits of homosexuality. It was obvious that the _—
is a simple animated family sitcom with the setting moved ule fo'r the. 196,2_63 sea_son which contained Ehe‘us. ima could be just as soapy as straight medical
from the Stone Age to the twenty-first century. pourri of gimmicks, ?ddmg one nE?W one: war. With Wor 0% made plans to develop other spinoffs in the September 30, 1962
nearly two deca_des in the past, it seemed safe for i The Saint. F(,)rmer Maverick cousin Roger Moore pottrays
September 27, 1962 restage the conflict, so ABC presented Gallant Men, G on’s biggest surprise was the successful revival yet another Anglican spy, the very handsome Simon
The Andy Williams Sho.w‘ (NBC). Mr. Easy Listening McHale’s Navy. Gallans Men from Wamer Bros. was pun old variety show after several misfired come- Templar a.k.a. The Saint, for Britain’s ATV network.
enters the Lmelight in 4 series producod by Bud Yorkin and movie pap that followed the 1943 battle for Italy throy jous five years. It was virtually the same pro-
Norman Iear. Andy’s television “family” includes the four of an American war correspondent who accompanied rought to CBS from PuMont a decade earlier September 30, 1962
singmng. Osfj,ond Br.others (ages seven through t“:,e]ve) who squad on vital “suicide” missions that never seemed dropped by occasionally) and there was no The final episodes of Suspense and Yours Truly, Johnny
open with “T'm a Ding Dong Daddy from Dumas. him or any other mernbers of the regular cast. The Robe' ol I;’P 1{ this time. li//lors than tikelv. the Dollar air on CBS Radio, quietly ending the era of scripted
directed series Combat! was more realistic, focusing 6 % tval 10 wol 15 U ¥ network radic drama series. The drama anthology Suspense
September 29, 1962 . . . T g9 bsence of such material from TV for several years, had aired contineously since 1942. Johrrty Dollar, airing off
Phase two of The Avengers in Britain. Patrick Macnee uing struggles of average soldiers in an infantry. position Gleason had achieved as one of the and on since 1949, had featured multiple perforr;Jers fmost
continues his role as a dapper adventurer, but he is now through Burope after D-Day, rather than on suppose 4ls, generated enough energy and interest to notably Bob Bailey, from 1955 to 1960) in the title role of an
id_entiﬁed as government agent John Steed, and' teamed up tous battles that could decide the outcome of the entir 'pé‘ear fresh and new again. In any case, there were insurance investigator who narsates each story as part of his
with 2 beautiful woman, the ultza-cool widow Mss. bat! drew on a consistenily good cast of regulars, guest s kias: Most of the skits were placed within the so- expense account report, concluding with the signature sign-
Catherine Gale (played by Honor Blackman). The writing first class production unit to develop the personal con oy e’ . . off, “Yours truly, Johnuy Dollar.”
for the revamped format is much sharper and more at war ' n Scene Magazine”; and Gleason’s Joe the Bar
inte tight drama. The war setting also allowed as joined every week by comedian Frank Fon-

. October 1, 1962
-smashed Crazy Guggenheim, whose slurred The Merv Griffin Show. (NBC). The former singer and

anner gave way to a deep operatic voice when game show host tries his hand at an hour-long aftemoon talk

i ative: st isode, le : i
H?nov'mvf: On th(_z first new e.mede @ double agent is of violence and ABC knew that could not hurt in the ratm
Killed while appearing on a television talk show.

McHale’s Navy offered an entirely different view o

war in a “briny Bilko” situation comedy set on an ish ing a song. Gleason once again registered high show, with help from such writers as Pat McCormick and ‘
i South Pacific. In the true Bilko style, the members o day night and, within two years, used his clout to Dick Cavett. This daytime version of Tomight fades by i
under Lientenant Commnander Quinton McHale (Erne show to “the sun and fun capital of the world,” April, ‘ i

an effective lobbying effort, with help from the White House, and spent most of their time bickering among themsel

salvaged the bill after most observers had given it up for dead. To and hatching money-making schemes rather than fac ! veteran, Tonight host Jack Paar, decided the daily April 1, 1963

Twenty-six-year-oid Fred Silverman, who, dusing the late

underscore its strong belief that the proposed law offered the best my. Of course, Bilko’s adventures had been set in: miich and moved his yariety format intact from his -6 : .

possible solution to the UHF problem, the FCC announced that if Army but McHale’s were close encugh. The Tapanes rime time on Friday night. During his five years 1950s, did his masters thesis at Ohic State on ABC’s

the bill were not passed, it would deintermix eight major mar- presented as an unseen threat or convenient plot devic e how, Paar had cultivated a peculiarly ambivalent programming schedule, becomes chief daytime programmer

kets—immediately, A few days later, Congress passed the bill and a dedicated, visible foe. Borgnine was cast as a lovah eC for _CBS'

the cormmission: set April 30, 1964, as the day the law would take Joe Flynn as the perpetually befuddled C.O., and Tim .'predictable character on TV, He fluctnated be- May 12, 1963

effect. Due to manufacturing production schedules, this meant that the head of McHale's crew of flunkies. Unformnately, 4 “good-little-boy-who-loves-everybody” and a CBS bars twenty-one-year-old Bob Dylan from singing

the 1965 model sets would be the first with both VHF and UHF suffered from weak scripting and, as if to compensate; ‘Blue, cobra that was liable to lash out at enemies, “Talkin’ John Birch Society Blues” on The Ed Sullivan

capabilities. characters seemed to be trying too hard to be funny, ; forever prompting the gossip columns to won- : Show, even though Sullivan approved it. Dylan takes a hike
Though it would take years for the full ramifications of the new antics paled in comparison to their obvious Bilke. ¢0 ¢k Paar really like?” During his heyday at the tamn and refuses to appear at all.

law to be felt, it was obvious that changes in American broadcast- Nonetheless, the series did excel at physical humor’ an carried on innumerable public feuds on the air,

ing would be monumental, Eventually, most television sets in the the Borgnine-Conway interactions bordered on classic tionally known entertainers and columnists that had May 14, 196.3 s .

country would be capable of receiving UHF signals, thus allowing often saving the program. The inspired moments of e Newton Minow resigns as FCC chairman.

many more independent commercial stations, as well as most of Navy made it funnier than many comedies then on th ' ily blipped a mildly risqué joke from the day’s May 15, 1963

the country’s educational siations, the opporfunity to survive and other new military sitcoms, NBC’s Don’t Call Me _Ch' the NBC brass come begging for his return and Gordc;n Cooper sends the first live television pictures

grow. The slow but steady growth of UHF in the late 1960s would Ensign O’Toole, could barely muster a laugh between the cemmed ready and willing to walk off again over other from an Ametican astronaut in orbit, kgt NASA refuses to

also help solve ABC’s long-standing problem of not having the crew managed to survive four seasons, a transpl a5 his salary and work schedule. Paar had clout with zllow the networks to show them.

enough affiliates. By the end of the decade, ABC, for the first time, European front, and two theatrical feature films {“McHal ' iew it. Though his move ?:0 prime time left a gaping

would have stations carrying its programming into every major and “McHale’s Navy Joins the Air Force”). slot the network had always found difficult to fill, NBC Augnst 30, 1963 .

American city, Newton Minow’s work with the *“all-channel” bill As usual, ABC drew on this new programmin h .prime time, Paar continued his successful approach B T}_le _ﬁnalsweekdsy 9:1'1313;1?1'3‘1@ of Am_@lfl" tean Ba”dslm”d-

would change the shape of American television far more than his several more seasons, eventually exploiting nearly every {1¢ interviews, which incladed a bevy of showbiz celeb- S:tilrn;:;ifteiﬁfgser o (e progiam W sppest o8 o8

vast wasteland speech. Its passage provided a satisfying conclusion conflict from World War IL. Surprisingly, though, the nef sa Zsa Gabor, Jayne Mansfield), up-and-coming '

to his tenure as commissioner and he resigned from the FCC in burt ignored the successful medical format of the previott At (such as writer-turner-comic Woody Allen), national-

196263 SEASON

154 WATCHING TV




Like Lucy, Bilko, and The Honeymooners, The B
lies respected the basics of situation comedy. It ¢g
humorous premise and ceniral characters that had the
continuous exploitation week after week. Anothe o
mind of Paul Henning (from The Real McCoys), the
ed a family of Ozark hillbillies who moved to C
striking oil on their property and becoming fabﬁl'aﬁ
The dichotomy of a hillbilly clan living in a surmp
Hills mansion provided two important sources: of
naiveté of the Clampetts as they persisted in this
manners and morals in posh Beverly Hills, and theig
of Beverly Hills itself as snobby rich people put as
sive standards and bowed to the Clampeit fortun
mixture of craziness and sanity in the cast of chia
this setup to work perfectly as Henning took the make
Lucy and turned it on its head. In Love Lucy, the seng
tic premise set Lucy as the “zany but lovable madcap?
ly sane world. The Beverly Hillbillies was just theiop
premise was implausible, so Henning placed one tat
an otherwise madcap, lunatic world. s

Jed Clampett (Buddy Ebsen) provided the
among the loco charactess. Jed was a simple backwooi
possessed most of the admirable traits connecied
he was decent, unpretentious, and sagacious. Morg
else in the show, Jed understood not only his imme:
the strange breed of people living in Beverly Hil
quickly figured out how the big city folks operated
assimilated, keeping his mountain clothes and downh
despite his new-found wealth. Only Jed, the family:
hood peacemaker, kept his head while everyone else
heated spats and irrational flights of fancy. Witho
Clampett house and the program itself would have coll
anarchistic rubble. -

With Jed as a central hub of normality, the lunati
" the show could take off, as the philosophies and mann
Iy Hills met those of the Ozark Mountains head on.:] e
Jlaw, Granny (Trene Ryan), was an unreconstructe_c_i
always ready to fly into a yage against the forces of bii
ca. She never accepted her new surroundings as. he
remaining convinced that nothing in California woul
close to what she had left behind in the hills. Gr
attempt to hide her disdain for the city folks and
ending war with anyone she saw attemnpting Lo npse
life. That included practically everybody. '
Elly May (Ponna Douglas), Jed’s beantiful b
daughter, was also off in a world of her own, thoug
quarrel with normal society as Jong as it played by:th
was familiar with. Consequently, she continued o &
feit any normal girl should act, perpetually dumbfounding
suitors by ignoring the traditional shy demure pose ofy
tantes and persisting in her tomboyish independen
loved animals, from horned toads to goats, and was 2l
display her physical strength, easily outwrestling an
husband. She never appreciated the fact that she had my
entirely new world and she could never understand W
little success in finding a mate in the wilds of Beverly
Elly May was a clarion of clarity compared to her €0
Bodine (Max Baer, son of the former heavyweight chai
the quintessential country mbe, a refugee from the six%
had no difficulty understanding the big city: it w
playground. Very much a ten-year-old mind in a twel
body, he engaged in childish mischief playing with s1k
Hills toys as hot rods, swimmin’ pools, and movie stars:

e had been aflowed to moonlight as host on a part time basis in
the past, ABC refused to let him start permanent stint on another
network before his contract ran out. This resulted in a five-month
interregaum that provided a golden opportunity for anyone else to
attempt to snatch the late night audience from NBC. The network
hung tight with guest hosts joining Paar’s number two man, Hugh
Downs, who remained on band to provide some continuity. The
expected challenge to the Tonight show came, ironically, from a
former host of the program, Steve Allen, whose latest varjety show
for ABC had been foundering. Allen was signed by the Westing-
house (Group W} stations o host 2 pre-taped late night talk show
that was syndicated fhroughout the country and run in direct com-
petition with NBC. With a few months head start on Carson, Al-
len’s new show, produced by Allan Sherman, managed to maintain
respectable ratings (lasting until 1964) even without his old famii-
iar family of supperting performers. It was clear that Carson’s task
would not be easy.
Carson took over Tonight on October 1, 1962, bringing along
his game show cohort, Ed McMahen, as his number two man.
{Hugh Downs left the show in September to become the host of the
morning Todey program.) Like Paar, Carson grew comfortably into
the job and tailored the show fo fit his style, shifting the emphasis
from variety to light talk. He carefitly limited his involvement as a
central performer to his daily monologue and occasional sketches,
preferring instead the role of overall program manipulator whose
main job was to keep up the pace by steering guests inte produc-
tive areas of conversation (interesting, funny, ribald) and injecting
humorous barbs. By not overextending himsetf, Carson was able to
maintain viewer interest in his personality (a mixture of Midwest-
ern farm boy naiveté and Hollywood brashness), even without a
familiar fammily of guests (McMahon and the band were the only
regulars). He brought a relaxing charisma to the late night slot and
was soon kpnown to all simply as “Johnny.” The Tonight show
withstood challenges mounted both in syndication (Mike Douglas
and Meev Griffin) and on the other networks (Les Crane and Joey
Bishop), and Carson remained as host of the slot longer than Jerry
Lester, Steve Allen, and Jack Paar combined, giving NBC unques-
tioned supremacy in late night programming into the 1990s.
For the rest of the broadcast day, though, CBS ruled the ratings.
At one fime in the 1962-63 season, CBS had all of the top ten
daytime shows and eighteen of the top twenty prime time shows.
Network president James Aubrey’s decision to develop CBS’s
traditional strength, situation comedy, paid off far beyond his
expectations. Though there were a few flops such as Fair Ex-
change (an attempt to expand sifcoms to a sixty-minute format)
and the transplanted Real McCoys (with only Luke, Grandpa, and
Pepino left), the new vehicle for Lucille Ball was an outright
smash. In The Lucy Show she was reunited with Vivian Vance and
played yet another TV widow trying to raise her children, outfox
her boss (the omnipresent Gale Gordon), and earn extra money.
Lucy quickly returned to the top ten alongside Jack Benny, Andy
Criffith, and Danny Thomas. By February, the increasingly popu-
tar Dick Van Dyke joined their ranks.
And then there were the Clampetts.
The Beverly Hillbillies opened to some of the worst reviews in
TV history. Critics tore the show apart for its many obvious faults:
The plots were abysmal, the dialogue childish, and the production
Hollywood-to-the-core. What they failed to Tecognize or perhaps
refused to accept was that the program was extremely funny.
Viewers apparently had no difficulty detecting the comic strengths
of the show because, within six weeks of its premiere, it became
the number one show in the nation. Not since The $64,000 Ques-
tion had a new program risen to the top s0 fast.
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ded the constant attention of his Uncle Jed
ce, so that he would not be swept away by
citement of the city and lose his hillbilly

the reputation of Beverly Hills were Jed’s
rysdale (Raymond Bailey), and his secretary,
cy Kulp). The pair provided an upper class
petts, funny in their own marvelously lam-
venn funnier when they tried to imitate the
clients. Drysdale filled the traditional sitcom
executive: He was a dimwitted, amoral schem-
by the possession and acquisition of money.
jsdale constantly humiliated himself to satisfy

ampetts. He could not risk the possibility that
their ‘boodle elsewhere, so he willingly bent every
¢t for them. Miss Hathaway was a stuck-up,
bbish big business secretary who was as totally
ifig the Clampetts as her boss and she effectively
o dared cross her path. The two were models of
n and they stood at the center of high socie-
the hillbillies.

‘[u spite of all the reviewers who told viewers The Beverly
Hillbillies was a stupid show, the audience langhed. It really did
nlot matter that the plots were innocuous and the dialogue guite
silty. The characters were genuinely amusing and it was a joy to
see the{n go through their paces. The program was an exaggerated
farce, in the ftradition of television’s most cherished comed
shows. And it was funny. ’

The gverwhelming success of The Beverly Hillbillies, and
come{.iy in general in 1962-63, propelled CBS to an astou’nding
lead in nighttime ratings. On the average, CBS’s prime time
schedule earned higher ratings that year than any other network
sche_dule in television’s past. Added to its total domination of
daynrne. programming, the season’s prime time success made CBS
appear invincible, and most of the hit shows Iooked as if they
cquld last for years. More important, the success of The Beverly
Hzll.?)illies and veteran Andy Griffirh convinced not only CBS, but
the industry at large, that rural-based situation comedies Wern; the
new key to the public’s heart.

Once again, the networks i i
e asein, i abundam:tmd ready to give the public exactly
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o that was syndig,

.. respectable &

L his gar,

ey-'Bﬂﬂkley Report to thirty minutes (including
view with President Kennedy), and joined
somprehensive approach to the news. Net-
‘ore that double in length; its quality had
y in the process.

- ‘antertainment programs appeared, thongh,

" he  allowed to Ty,
 the past; ABC refused 0 1, , %
~network:before his contrig, “%,, @,
interregnum that providg. * ¢ e ]
 attempt to snatch the _Lp[;?&o,z_ @: “
- hung: ight with guest’ ,, @ “p,
hung tight With gueste, B,
. Dowiis; \,_\_f_h_o:remam:_- s ©

eWe_d into the background and viewers began
for the season. To no one’s surprise, CBS
of prime Gme television with The Beverly
the: number one spot and situation comedy in
“ was also considerable interest in variety
iartainment figures who had for years avoid-
tition wi < ' : Gimitments signed up for new weekly pro-
Petitl"-_‘_n- ‘_'Ylth_;:} 06?% %, Ve S and Jemry Lcw%s. Neither show survived the
len’s new she, /

. former host of the %
' fo ABC:had begs,
 Totise. (Group Wy, €, ¢

¢riumphed the previous season in a low-key,
ith friends Frank Sinatra and Dean Martin,
t_o"try the weekly grind for CBS by continuing
program with -Norman Jewison as producer.
¢ icod was not successfully transplanted to her
d from some inconsistent writing and inappro-
“Van Dyke (younger brother of Dick) was
iifin-a-show” role of Judy’s teacher in TV
érous Van Dyke personality was completely at
d's: and the hoped-for humorous interactions
f21} flat. Occasionally particular guest star seg-
_Worked well, such as Garland’s numbers with
ghter,’ Liza Minnelli, and up-and-coming young
isand, but the success of the program rested on
pts and Garland’s overail performance, and both
' Apainst the steadity increasing strength of
the show brought in embarrassingly low ratings,
lead-in provided by Ed Sullivan. Garland went
roducers before her program quietly expired in

far family 0, %, %,
~ viould nof, & 4 7%
L Carsg ¢ e[

-~ mord’ &'AS THE UNDISPUTED KING of television
_ the:d _o"gramming in 1963 and network president James
- o’ o consolidate that position in the new fall line-up.
ce’ “the time slots of a few veterans, added several new
T gnd variety programs, and began the seemingly endless
' on of country clones from the wildly successful Beverly
Ahillies. As Aubrey was fine-tuning the prime time schedule,
RS News moved to regain its preeminence in the nightly news
ace, one of the few program periods where the network was not
number one. Though CBS was the acknowledged leader in produc-
ing news documentaries, the much more commercially fucrative
nightly news slot was then consistently dominated by NBC’s
Huntley-Brinkley Report.

The perpetual baitle between the CBS and NBC news depart-
ments had begun on the radio in the late 1930s. In an era dorni-
nated by a reliance on outside wire services for the latest headlines,
CBS had taken the lead in developing its own news-gathering
operation. During World War I, Edward R. Murrow’s live on-the-
spot teports from England allowed the entire country to share the
dramatic events in Europe, and put CBS far out in front of NBC in
news prestige and ratings. As the networks set up their television
news operations in the 1940s, CBS took the lead in this new
medium by using a constant, familiar figure as its nightly news
anchor-young Douglas Edwards. By 1930, NB(C’s slick profes-
sional newsreel show, Camel News Caravan with John Cameron
Swayze, had passed Edwards and had remained at the top for
several years, fading from number one in the mid-1930s as the
public tired of Swayze’s overly theatrical style. In 1956, NBC re-
placed him with Chet Huntley and David Brinkley, a-news team
that had proved very popular covering the political conventions
that year, and by 1958 it was on top once again with The Huntley-
Brinkley Report, retaining that lead into the 1960s.

Despite the strong competition between the two networks, their
fifteen-minute TV news programs were remarkably similar and
stuck to the simple formula of a news anchor reading the headlines

for major news items and covering a few stories in moderate detail, £
joined by Eric Sevareid, who began fourteen years .Q

possibly with accompanying film. The network news departments ; _
could cover scheduled special events such as presidential elections commentary and analysis that evening. As a spec}al Opt.’«__. !
quite well, but were limited to a handful of cities for breaking attraction, CBS aired a lengthy, exclusive interview Cr_fmk'i

stories. The two news giants had only recently begun acting like conducted with President Kennedy, in which they

independent news organizations at all by setting up their own cam- Vietnam, civil rights, and the 1964 electionﬂt(?pics t_ba_ !
era crews and bureaus in their New York, Washington, and Chica- panded news programs could begin to cover with regﬂﬂf
go locations, but it remained virtually impossible for them to cover depth never before possible on television. Cne week 1ater

adequately events in most other American cities. The n
had to rely on local affiliates for film footage and’

in the hustings. In December 1961, CBS annou
change in its news-gathering operation as it -estal
additional domestic bureaus—in Los Angeles, Den
and Dallas—to give the network the capability of ¢

owt, almost any news event in the United States. The
allowed the CBS nightly news program to shift from
newsreel style of the past to a roving reposter format
aged its bureau heads, such as Dan Rather in Dallas (n
from Houston’s KHOU), to dig for stories and movi

on major events. Accompanying this reorganization beiind
scenes was an important on-camera substitution. .
years'as anchor, Douglas Edwards was deftly depos :
replaced by Walter Cronkite, a newsman who had been:

at political conventions, elections, and space shots foi '
decade and who had already become, in the public’s
News. Cronkite took over the show in April 1962, an
that his proven abilily to engender public trust would:
viewers than the effective but somehow distant Edw
changes set the stage for the most important move of all
ing the length of the nightly news show, which had:
fifteen minutes since its inception in the 1940s. With th
of network bureass more than doubled, fifteen minutes
enough time to present all the stories they could turn
affiliates were reluctant to surrender lucrative local new
an expanded national newscast, after intensive lobbyl
network, the locals agreed. _

On September 2, 1963, CBS launched its expande
program with a new set, a new regular feature, a speck
night interview, and an intense publicity campaign
served only for fall premieres of entertainment Progr
departure from the traditional sparse studio news set; €
Cronkite at a desk directly in the newsroom itself,
people working at their own desks visible in the backgiol
the noise of the news teletype machines audible as wet.

: _iégest variety gamble of the season by providing
ehicle for TV's enfant terrible, Jersy Lewis. The
d nearly $9 million in the project, including a share
: “exlensive remodeling of the El Capitan theater in
cene of Richard Nixon’s Checkers speech) to serve
r;the show. Besides being live (in an era when

¢ show was on film or tape), the series violated
wiilten laws of prime time television. Variety shows
rent a one-hour block to fill; Lewis’s new live show
very week. Network prime time schedules normal-
P.M.: Lewis’s show ran from 9:30 P.M. until
St variety shows stocked themselves with a family
¢omics and singers to help ease the pressure on the
&d to carry the whole show by himself, relying only
ppcarances by his well-known showbiz friends for
Wis: was certainly funny enough to carry his own
0w but, in this case, he tried too many innovations at
eprogram fell flat in its premiere. Everybody appeared
era’shots and mike cues were off. A huge screen set up
midio audience could see the show just as it was seen
e aydience failed to work and ended up blocking their
th audience blinded, Lewis’s timing was thrown off.
i-the skits were bad, Reviewers labeled it a “tasteless
e program never recovered. The harder Lewis worked,
€ anfic the show seemed to get, never settling down to
any style, pace, or direction. Instead of being an “informal
f:fun, entertainment, discussion, and interviews in a
s atmosphere” it took on the appearance of a weekly
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Jerry Lewis telethon containing a few entertaining performances
by superstar guests amid extended stretches of clumsy filler.
Perhaps The Jerry Lewis Show might have had a chance if it had
been only one hour long so that the writers would not have been so
desperate for material, or if it had been prerecorded on tape so that
some of the more complicated bits could have been staged several
times and reworked. Even against such tough competition as
Gunsmoke and the NBC movie, Lewis might have then triumphed
instead of being clobbered by them. In December, ABC, making
the best of a bad situation, paid Lewis $2 million to tear up the
contract for forty shows. Lewis closed his final show in anger,
blaming his failure on the networks and sponsors who, he said, did
not like his “non-conformist ideas.” “T don’t like to do like I'm
supposed to!” he explained.

Though Lewis was gone, ABC was still stuck with the remod-
eled El Capitan theater. In a surprise move, the network decided to
replace the flopped Jerry Lewis variety show with another variety
show from the same theater. What’s more, The Hollywood Palace
{as both the series and theater were rechristened) did not even have
a regular host. Instead, the program used guest stars as hosts to
what was essentially a sixty-minute vaudeo show straight out of
the Toast of the Town mold, featuring eight different acts that were
presented in the lavish, almost garish, setting of the cavernous
Hollywood Palace. Although originating in Hollywood, the show
brought the look and feel of Las Vegas-style revues to network
television. Apparently, the absence of such material on other
networks and the wide range of guest hosts (from Bing Crosby to
Phyllis Diller) made the show appear fresh and exciting because,
against all odds, it canght on and lasted until the end of the decade.

The Hollywood Palace was another case of a classic format
being revived and updated for a new generation of viewers, just as
sitcoms such as The Dick Van Dyke Show and drama programs
such as The Defenders had successfully brought these forms into
the 1960s. Though some mourned the passing of the originals,
especially in live drama, it was necessary and inevitable for televi-
gion to move on. In June of 1963, the U.S. Steel Hour and the
Armstrong Circle Theater were axed, and at the end of the 1963
64 season, the last of the New York-based drama series, David
Susskind’s DuPont Show of the Week, was also canceled. The
concept of weekly live drama (or live-on-tape) had fit well with
television’s early years but seemed an anachronism in an age of
mass entertainment shows and high pressure ratings races. More
important, though the golden age of television produced many
priceless moments, it had been clevated, in memory, o a higher
position than it ever deserved, There were, after all, many very bad
live dramas, and the productions were often not really the thrilling
challenge many people fondly looked back on. Upen the demise of
fis DuPont Show, David Susskind, who had carried on five drama
almost single-handedly for the past few years, candidly acknowl-
edged that the excitement of staging such drama was mostly
“hallucinatory; like the kicks induced by cocaine, it’s not worth the
hangover.” With the avenues opened by filmed series, it seemed
ridiculous to endure the physical limitations of the studio, the
omnipreseny, feeling of claustrophobia, and the occasional minor
but distracting fluffs of live produgiions. Film was easier to work
with, cost about the sare, and, if handled with discipline and skill,
could rival the best work from the golden age of television.

Susskind’s Talent Associates achieved artistic success in a
filmed series that very season with East Side, West Side, a career
drama modeled somewhat after The Defenders. The series was shot
in New York City and dealt with conternporary social problems
faced by a Manhattan social worker, Neil Brock (George C. Scott)
and his secretary, Jane Foster (Cicely Tyson). Each week’s episode
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such as prostitution, juvenile delinquency,
and often developed into something of a social
injustices of Ametican 1i
only peripherally as part o
tially dry format, many episoH
{(such as James Earl Jones’s po

entertainment with s
ch latitude in the show’s premise; as a mere s
ffer words of advice when confronted

d-season attempt to remedy this
acter went to work for a local congress-

Scott could do little bot o
with yet another preblem. In a mi
shortcoming, Scott’s char
man so that possible solutions cou
class writing and production,
never succeeded in shaking off its gen
vanished after only one season.

The most successful new drama o
¢, 3 Quinn Martin production. Rather than dealing w:
it focused on the struggle of one man,
at society was out to destroy.
Roy Huggins, the series was man on th

the social ills of the country,
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: the intense struggle of a truly ali i .
. L. . . . g . ienated American years
focused on a particular aspect of the seamy side of the big cify Route 66 thrown in. The Fugitive followed the flight of Dr, tirase became popular. Other characters such as MZV
bl ) . - er-
: been uniustly accused and conyl ; ,
(David Janssen), who had Justy in had operated on a different moral plane than tradi-

]

ly, but they had chosen that life, thrived on it, and could
.robably settle somewhere without much difficulty
szble could never let down his guard, relax, and rejoﬁ
society. He had been forced outside its boundaries by its
p;ry even though he was innocent, and his only chance
al. ested with his own individual strength and determina-
g cquld find a man the police forces had been unable to
en while dodging these same forces himself, Kimble was
: hunteld man as well as a hunter. In the late 1960s,
. d movies tried to exploit the feeling of alienation that
HErp many people in the country then, but most of those
were shal‘low and failed to grasp the scope of emotions
The Fugitive managed to handle the concept of alienation
th.erably m?re success and at the same fime treat more
suc;u;tlas of justice, guiltA, and justified paranocia as well.

emes had previously appeared on TV, chiefly in the
mz anthologies, The Fugitive developed them over time
; oduced weekly series. It took four years for Richard
Seﬂ(l;rn:f1 flacejto-face with tbe one-armed man. Through it
el amtamz.ed strong ratings (it was frequently in the
d a loyal audience that found itself caught up in both the
. ;T;'ilf gze prfanlise, as the Iseries seemed to touch an almost

Al merican sympathies.

murdering his wife, but who had managed o escape:his
guard and execution in the confusion following the wr
- train carrying him to the death house. Though free, Kimbl

the twin tasks of finding a mysterious one-armed man h_c.h

§ leaving the scene of the crime {but who could not be foun

time of the trial) and evading the pursuit of police Lieus
Philip Gerard (Barry Morse) who was “obsessed with his
In a TV world populated almost exclusively by winners,
was a loser, free to go anywherc he wanted n the United
but living in constant fear of capture. He was a prisonel
entire country because anyone, cvei those he befriefde
travels, could turn him in, wittingly oY unwittingly._'Wh@
st Kimble found himself becoming too involved in people’s!
would “clam up” and attempt to fade into the backgrou
ticed. As a convicted murderer under & death sentence,
that made him stand out, however briefly, was literaily aJif
he was inevitably draw
ded them in order o €V
law, track the one-armed man, and escape his own lon¢
Janssen’s low-key acting style captured perfectly the behavior
e run, down to the guarded mannerisms and ne
of a fugitive, His sad, quick smile (2 brief rise in one cornél
mouth while the rest of his face remained immobile} said

8
Cc

Throughout his time in
office, President John
Kennedy regularly held
televised news
conferences that covered
both domestic issues
and international issues.
(National Archives Photo
by Abbie Rowe/National
Park Service)

The refinement of themes and formats from television’s early
da.ys was not limited to entertainment programs. One of the devas-
tating issues of the 1950s, blacklisting, popped up again, even
Fhough it had been assumed that the trivmph of John Henry’ Faulk
in 1962 had marked the end of the odious practice. It had not

In early 1963, ABC decided to latch onto the latest teen.music
fad, folk music, with Hootenanny, a weekly series taped on various
college campuses. For the April premiere program, the reignin
queen of American folk music, Joan Baez, was slated to ap ea%
with ,Pete Seeger, the man who had invented the word “hoolzen-
anny” along with Woody Guihrie. Then ABC announced that it
woulfl not accept Seeger because of his well-known leftist politics
and, in particular, becanse on August 18, 1955, during the height
of blacklisting, he had refused to answer questions put to hjmgb
the Hquse Un-American Activities Committee on his Communisz
Party ties. Blacklisting was not dead, and ABC was not alone in its
apprehension over Seeger. In Jannary 1962, NBC had vetoed a
scheduled appearance by Seeger on The Jack Paar Show and, in
early 1963, CBS had done the same to his planned participatim; in
a.folk music special. The networks were still wary of controversial
flgl-ll"f:s and allegations of subversive activities, and now retied on a
policy of “network censorship” (the phrase seemed less McCarthy-
esque than blacklisting) to protect themselves, Though the contrg-
versy o;er Seeger and the issue of his blacklisting soon faded, the
issue of censorship remained a i :
oncs st b i[1:;0 emaine ndg six years later, Seeger would

Hootenanny’s premiere went on without Seeger. And without
J0a.n Baez, the Greenbriar Boys, Tom Paxton, and Ramblin® JTack
E]hot.t, who all refused to perform on the program in protest
Despite this inauspicious beginning, the show recovered anci
became a slurprise hit, hanging on through the spring and summer
to earn a niche in ABC’s fall schedule for 1963. Hootenanny was
an effective outlet for folk music and introduced many performers
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September 15-21, 1963

ABC, which premiered its new shows late the previous
season, experiments by unveiling all of its new fall shows in
one “sneak preview” week. In the process, the number three
network beats NBC and CBS out of the starting block.

September 15, 1963

106 Grand. (ABC). Live, from New York, an attempt to
bring big meney guizzes back to television after four years
of exile. Emcee Jack Clark direcis grimacing contestants
through the “new” but atl-too-familiar formula (instead of
isolation booths there are big soundproof bubbles), It is the
biggest flop in years and the show is axed on September 29.

September 15, 1963

Arrest and Trial (ABC). The gimmick: Tie two forty-five
minute shows together with a common plot. In the “arrest”
portion, Ben Gazzara plays the cop who tracks down and
captures the accused criminal. Chuck Connors plays the
defense connselor in the courroom denouement. Problem:

group, The Beatles. Something was up. Sullivarnis
made his name in television being one step ahead qf
mood, was devoting attention to the British brand of
form then often ridiculed, if not completely ignored; iy
Ed Sullivan had actually been a little late in pickj
previous major teen phenomenon, Elvis Presley, so'h
been mare attuned to reports in the British presg
generation of successful homegrown rockers. A freg
to Burope, Sullivan was struck by the frantic recepti
there had given The Beatles, a reaction the Brig
already dubbed “Beatlemania.” Brian Epstein’s b
to feature The Beatles on Sullivan’s show was perfe
coming just a week after the group had stolen the shov
annual Royal Command Performance variety show: Tl
agreed that The Beatles would be headliners on Th
Show in February 1964, At that point, in America
The Beatles were considered just another British act
successful in England but were unable to stir any in
United States, and the first class treatment accorded:)
Sullivan seemed highly unusual. After all, they h

-Ejeeﬁ building with an increasingly successful
iling on British secret agent James Bond,
arly avery aspect of American culture with the
2. Television executives now took a closer
fitish material for the American market. This
. from the image British television had carried

hial eye of the British government, the noncom-
adcasting Corporation had always followed a
sred away from the pure entertainment pro-
Arerican, television. In September 1955, after
Liercial television came to Britain and began
ihe: BBC. At first, the newcomers relied heavily
can filmed series, turning out only a few of their
return trip to the States. (Shows such as The
in: Hood and Ivanhoe deait with traditional
f.England: knights, castles, feudal lords, and the
tish television began producing its own pro-
and sometimes surpassed, American fare.
migjor homegrown commercial hit was Granada

shows just did not sell. Ironically, James Bond, the smooth, sophis-
ticated spy whose adventure novels launched the British passion
for international intrigue, was nearly made into an American
television series several times during the decade.

In 1954, shortly after the publication of the first fames Bond
novel, Castno Royale, CBS paid author Ian Fleming $1,000 for the
rights to do a special one-hour live TV drama production of the
story. The network cast veteran TV spy Barry Nelson as agent-
playboy James Bond (a role almost identical to Nelson’s U.S.
agent/playboy character from the old Hunmter series) and Peter
Lorre as Le Chiffre (a ruthless Soviet operative) and on October
21, 1954, presented the adaptation on its Climax anthology series.
CBS was not interested in any further adventures, so Fleming sold
the theatrical film rights o that story and turned out two more
novels. The next year, working with NBC producer Henry Mor-

November 13, 1963
Pﬁﬂr to their U.S. pop success, The Beatles are the
subject of a pair of light network news feature reports about

“Street, a soap opera which debuted in 1960,
with beautiful rich people, as traditional Ameri-
ie program centered on the exploits of just plain
g class city of Manchester, the sort that might be
in: The Honevmooners. Gleason’s show was an
he general American view of TV heroes. In

One of the stars has to be proved wrong! ) ) : ey !
formed in Arerica and three singles released in the

had gone nowhere. By the time Sullivan introduced The
his andience on February 9, 1964, his agreement scen
short of briiliant, They were the number one group
with records topping both the single and album charts,
two months, an extensive push by their new Arh
company, Capitol, had helped to tum The Beatles i
mania, and their song “I Want To Hold Your Hand™
one of the fastest selling records ever released. Milli
cans were eaget to see the group perform Jive for the'fi
It was a peculiar evening. More than sixty percent o
can television audience (almost twenty-five milliod
to CBS, driven both by eager kids and curious adults: ]
opened and closed the show and in the space of on
transformed from motionléss publicity photos o real
beings with distinct individual personalities: Ringo Stasr
one with the big nose, sat in the back, “poundin
George Harrison, the quiet mysterious one, played
while Paul McCartney and John Lennon handled: {esp
bass and thythm guitars as well as the lead vocals. Pa
cute one while John (“Sorry girls, he’s married”) projé
a tough guy image. Just as Presley had his hip swivel;.
displayed their own distinctive symbol, a mop-top hait
shook as they sang, “Yeah! Yeah! Yeah!” during ang
song, “She Toves You.” Besides seeing and hearing
perform, viewers were also exposed to their first di
Beatlemania in the U.S. as the studio cameras focused. &
of teenage girls in the audience weeping, screaming
fainting. Parents did not know whether to laugh at the
the screaming fans or condemn them, but kids acros th
drank it all in. In that one night, as television allowed
share an experience as ome, the medium helped (©
musical and cultural phenomenom.

Ironically, despite their British persona, The B¢
essentiafly bringing American music back home, fil
refined through their fresh eyes. They drew on rock’n’to
Presley era, thythm and blues, rockabilly, and even
Broadway. Nonetheless, their distinctive accents an(_i"
powerful sound made them appear totally new, and theit
exposure to millions of Americans helped create an inst
in other British rock groups such as The Dave Clark F
Rolling Stones, who soon turned up on shows sach as:§
and The Hollywood Palace. In addition, the desire for:

British Beatlemania, starting with a piece from NBC
correspondent Edwin Newman for that night’s Huntley-
Brinkley Report. Four days later (November 22), on The
CBS Morning News, London bureau chief Alexander
Kendrick offers his take, bet his story does not reach Walter
Cronkite’s CBS Evening News until December 10.

September 16, 1963

The Outer Limits. (ABC). A well-writlen science fiction
anthology series with a distinctive flair for frightening
monstess and scary plot twists. After building a respectabie
following on Monday night. the program is torpedoed in its
second season when ABC moves it opposite CBS’s
Saturday night powerhouse, The Jackie Gleason Show.

November 23, 1963

Doctor Who. (BBC). The premiere of & serialized science
fiction  adventure  series about a  mysterious
“Doctor” (William Hartnell), who flies through time and
space in what looks like a big blue phene booth. Although
the program becomes a British hit by its second story arc
(which introduces the viilainous, robotic Daleks), it does
not catch on in the U.S, until the fate 1970s via public
tetevision, with Tom Baker in the lead role.

September 17, 1963
The Fugitive. (ABC). The day the ronning starts.
ét, Steptoe and Son, starring Wilfrid Brambell
McCartney’s grandfather in the Beatles” film “A
‘and Harry Corbett. The two portrayed Albert

‘father and son junk dealers who were forever

September 24, 1963
Petticoat Junction. (CBS). Paul Henping begins spinning
off successful series from The Beverly Hilibillies.

perfection the garrulous and possessive aging

September 24, 1963
prevent his son from leaving the homestead;

Mr. Novak. (NBC). JTames Franciscus plays a Dr. Kildare
of the classroom, with Dean Jagger in the mentor-principal

Dr. Gillespie style role.

previously unknown to the American public, including Canada’s
Ian and Sylvia (Tyson), Ireland’s Clancy Brothers, and natives
such as the Simon Sisters (Carly and Lucy), the Smothers Brothers,
and the very all-American Chad Mitchell Trio. At the same time,
the show displayed little musical and emotional comnection with
the new wave of folk protest then in vogue. It was the folk equiva-
lent to the Dick Clark Beechnut Show, presenting a new form of
music in an aniseptic forum. Host Jack Linkletter (Art’s son) was,
like Dick Clark, more a clean-cut announcer than someone in tune
with the spirit of the music. He and the producers were content
with the happy-go-lucky song-around-a-campfire style of such safe
singers as Glenn Yarbrough and the Limeliters, the Rooftop Sing-
ers, and the New Christy Minstrels, and they tried to avoid the
controversy inherent in protest figures like Bob Dylan, Phil Ochs,
and Pete Seeger. Though Hootenanny lasted the season, it, and the
entire folk music boom, was soon outdistanced by a seemingly
brand new musical style that slipped in from over the horizon.

In October 1963, The Ed Sullivan Show featured British singer
CLff Richard, who had been the 7eigning king of rock’n’roll in
Britain for five years, but had never made a dent in the American
charts. Then, in Nevember, Suffivan met with young British
impresario Brian Bpstein, who managed that country’s hottest

December 30, 1963
L.et’s Make a Deal. (NBC). Monty Hall begins exploiting i
basic human greed every weekday afternoon. i

i linations to venture into a new business on his
_sm_:ceeded as Harold inevitably decided to remain
usiness, at home, with his dad, despite the constant
vibrancy of Brambell and Corbett in their charac-
the unique natare of the setting, quickly caught on
;public and by late 1963 Stepioe and Son replaced
t-for a while as the country’s most popular pro-
& of the first important British programs to catch an
._qu’s attention and NBC showed a few Steptoe and
he :Iack. Paar Show in April 1964, while subcontract- Marchgs 1964 '
baljiy Picmrf‘:s to produce a plloit for an American Live tra:ns—Paciﬁc television begins, via the Relay I ! l
- stow. The pilot, however, was rejected and plans for satellite. |
er gventually shelved. Even adapted for American
fe-among the lowly” concept did not seem quite right
o : glu_Filences weaned on solid middle-class heroes.
Bé elevision’s first major success in the American market
owh particular brand of spy adventures, a field that
a_;kably unsuccessful in the U.S. Throughout the
4n producers had insisted on preseating stereotyped
a__S_h_:s between square-jawed Ainericans upholding
.d. Communist forces made up of unbelievably stupid
EQV_Y foreign accents, in such vehicles as 7 Led Three
g.-RlchaId Carlson), Biff Baker, USA (starring Alan
d The Hunter (starring Barry Nelson). None of these
ceesstul and the networks were convinced that spy ‘

January 21, 1964
Ed Murrow resigns as director of the U.S. Information
Agency due to poor health.

March 2, 1964

Fred Friendly replaces Dick Salant as president of CBS
News. Salant moves to a more amorphous position, CBS
vice president for corporate affairs.

April 30, 1964
UHF Day. From this point on, all new television sets must
be capable of receiving channels 14 through 83.
¥
August 13, 1964
CEBS buys the New York Yankees.

September 11, 1964 -

After twenty years, boxing vanishes from weekly network -
television as ABC’s Fight of the Week expires in Cleveland. :1“ :
Don Dunphy calls the last fight: Dick Tiger beats Don | '
Fullmer in ten rounds. ‘ :
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ganthau 1II, he began writing a new haif-hour TV adventure series
to be filmed on location in Jamaica, Commander Jamaica. James
Rond served as a model for the main character in the pilot script,
but the project fell through so Fleming used the seript as a basis for
the next book in the Bond series, Dr. No, instead. Several years
later, in 1958, CBS decided to try a TV series featuring the actnal
Bond character (titled, appropriately, James Bond, Secret Agent),
and Fleming wrote plot outlines for six episodes. Once again, the
plarmed series was shelved, so be adapted three of the TV treat-
ments for his anthology of James Bond short stories, For Your
Eves Only, and concentrated his energies on using the character as
the basis for a series of theatrical films. (The Casino Royale film
project had never materialized.) Fleming at last succeeded in
selling the options to his remaining Bond novels in 1961 to pro-
ducers Harry Saltzman and Albert Brocecoli who, in turn, con-
vinced United Artists to finance the project, and in 1962 the first
Tames Bond film, “Dr. No,” appeared. It earned over $1 million in
Britain alone and the 1963 followup, “From Russia With Love,”
was released at the height of the spy craze in Britain, and became a
major box office success in the U.S.

British television had begun to cash in on the increasing interest
in spies and jnternational espionage at the tumn of the decade, and
each of its three major spy programs (Danger Man, The Saint, The
Avengers) eventually made it to American television. In September
1960, ATV, a British commercial network, produced its own
version of James Bond, secret agent John Drake (Patrick McGoo-
han) in Darnger Man. Unlike America’s old spy vehicles, the series
showed the enemies of democracy as intelligent equals to the
govemment’s agents, and their elaborate plans of subversion
unfolded in well-written, engrossing adventures. (Specific politics
were, of course, downplayed.) McGoohan’s punchy independent
persona gave the show an extra lift that attracted American atten-
tion and CBS picked it up for a brief run in the summer of 1961,
when it attracted critical acclaim but few viewers.

One year later, another series featuring global intrigue began in
Britain, Leslie Charteris’s The Saint, starring Roger Moore as
Simon Templar. Templar was presented as a handsome, wealthy,
sophisticated playboy in the Bond mold, but the program was
really quite bland. The villains were usually involved in modesate-
ly elaborate but routine crimes and, very often, Templar emerged

tage private eye updated for the 1960s.

as nothing more than a vin
Nonetheless, Moore was already a familiar figure to American
| Warner Bros. action-adventure

andiences from his stint in severa
series and The Saint was picked up for the American market sather

quickly: first through syndication (o individual stations in 1963
and, four years later, by NBC for a netwosk run. The more tradi-
tional approach of the program made it much more attractive to
American programmers interested in exploiting the spy craze with
a fairly safe product. A more unconventional British spy series,
The Avengers, had to walt antil 1966 for its extraordinary style and
premise to reach American viewers.

The Avengers began in January 106] as a moderately straight-
forward spy show featnring Patrick Macnee and Jan Hendry as
dilettante men-about-town involved in solving crimes and aveng-
ing evil. In October 1962, the premise was revamped and the show
pegan displaying 2 digtinetively different tone that turned it into a
Byitish cult favorite with a small but rapidly growing legion of
fans. Macnee was identified as government agent John Steed and
joined in his adventures by Mis. Catherine Gale, a widow (played
by Honor Blackman). The two were thrust inso complicated plots
hatched by peculiar villains and the series began adopting a subtle,
tongue-in-cheek approach that produced bizarre yet mgriguing
stories. Not only were the cases highly unusual, but the relation-
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. ly unclear; there were hints of amour but the v

ship between Steed and Mrs. Gale was compls
They operated as a team and she was his equal inays
both defended themsetves with skill and finesse, ney
British cool and sly smiles even in the most dire
neither was dependent on the other for constang
more, the romantic connection between the two wi

decide whethet there was, in fact, a liaison or not:”
Only a few months after The Avengers shifted
beat style, full-bodied satire came to the BBC with
Week That Was. Premiering in December 1962; ‘T
known) marked a major step forward in British big:
cause if was the first show to poke fun at, and ach
well-known politicians and office holders. A stog
players, hosted by David Frost and feamring “Singep
Martin, performed generally irreverent skits to prés
accasionally even indulging in shock tactics {such a
to catch viewers® attention. The writers based the wo
of the show on the events of the previous week;: gi;
feeling of immediacy alkin to a cabaret comedy er
program was biting, controversial, very funny, and
admired and resented by viewers, depending on whoa Wi
target of abuse. Nonetheless, while a shock to Brita :
seemed unthinkable for American television, If aﬁ'y
unlikely to appear in the United States, That Was.
Was was it. Yet on Sunday, November 10, 1963, NB
one-hour special-pilot for an American version of TW.
something had changed. _
The mood of the country had grown Jess sombet a
noid since 1960. The new spitit was due partly to the;
cold war tensions and also o the youth and humor of 1
administration. People simply felt more like laughi
atmosphere, NBC decided to take 4 chance on satirein: A
Produced by Leland Hayward and hosted by Henry
pilot for TW3 was not as £lip or as rough as its British
presented some of the freshest, funniest material to hit
years, The guests on the special were traditional humori
ing Mike Nichols and Blaine May, Henry Morgan,
Manna, but their humor was much mose iopical than ug
hour they directed barbs at President Kennedy, Rich:
Barry Goldwater, Nelson Rockefeller, crime leaders;
funeral costs, and left-wing folk songs. The reaction wa
and positive that NBC called for immediate prodaction
series, which it had originally considered as a possible '
in the fall of 1964. Instead, the network planned on a pr
January. All that remained was to convince skeptical spoiLs
the public was ready for such humor. Then something higp
CBS was in the midst of As the World Turns on Frl
noon, November 22, when Walter Cronkiie broke in to
that President Kennedy had been shot in Dallas. Withi
minutes, all three networks suspended regular programm
began what became four days of noncommercial televis
foss of $40 million in advertising revenue). By presenting,
the far-flung events of that weekend at a moment’s DOtC
sion news proved itself truly deserving of both serious
and popular acclaim. People tiroughout the country |
television for news of the tragedy. They saw the official anl
ment that Kennedy was dead, as well as the first appearant
new president, Lyndon Johnson. They followed the’ i
Washington and the formal ceremonies of the state funeral
newsmen on each network distipguished themselves tlir
the long hours on the air and several new faces bccamt_i

“news celebrities.”

LT

S Dan Rather, who scooped all others in reporting
ath, became unofticial anchor of the Dallas reports,
udd and Harry Reasoner, two veteran network
ad worked largely unnoticed for years, came to the
their handling of the events in Washington. On
ard K. Smith returned from oblivion and teamed up
Wwiaddition to the ABC news staff, Edward P. Morgan.
o effective together that they became the regular ABC
1 for the political specials of 1964. Through it all,
eated the events of the Kennedy assassination with a
d._: yle many had thought impossible. For the first time,
roughout the country began to appreciate how much
__ally meant to them and just what it was capable of.
elt-known critics such as former FCC chairman Newton
: eled, “Only through television could the whole coun-
..th'c tragedy, and at the same time the strength of the
¢-process that passed the administration from one presi-
another within two hours. Television’s treatment was
ature, and dignified. We always hear that television is a
dinm. if so, it grew up in a couple of days.”

than any other event to that point, the Kennedy assassina-
._e_llﬁi.d television’s role as national information source and
nifier.

13’[_111'1?ng as the assassination was, television faced an even
.S?thg event two days after the president had been shot,

by its presence.

Television brought the
funeral ceremonies for
President Kennedy from
Washington to the nation's
living rooms. Jacqueline
Kennedy {center) with
daughter Caroline and son
John. (National Archives
White House Photo by Abbie
Rowe}

as ti-le medium immediately discovered the dangers and conflicts of
its increased stature. Lee Harvey Oswald, the accused assassin

was to be transferred from one jail to another on Sunday morning,
N9vember 24, and the press, especially television, demanded t(;
witness the event. It was no longer sufficient to merely report that
_something had happened, the activity had to take place before the
cameras. Dallas police complied with the request by making their
plans' public so that reporters, or anyone, could see Oswald leave
the city jail. At 11:20 A.M., at the end of a memorial service for
Kennedy in Washington, NBC cut live to Dallas just in time to
Ishow the first real-life murder on television as it occwred: A man
in a dark suit and hat came out of the crowd, there was a pop, and
nga]d dropped from sight, fatally shot. CBS and ABC bGﬂ; just
missed also telecasting the event live, but a new device developed
for TV sports coverage allowed all three to show the murder again
and again with the added impact of slow motion video tape replay.

. In demanding access to Oswald, a man who had become an
instant media figure, television had focused attention and publicity
on what should have been a routfne procedure, the prison transfer,
T_Inknowingly, television and television news had crossed a line
into a new situation in which it would become increasingly diffi-
cultl to‘view the medium as just another reporter. Television was
!aegmnmg to affect the course of events, transforming seemingly
inconsequential actions into important moments in history merely

1963-64 SEASON 165




“ilone, Green Acres. For that series, Henoing
nula one step further by keeping the same
ey, using many of the same characters (there
vers with Petticoar Junction), and introducing
‘mirror image of The Beverly Hillbillies: two
‘Albert and Eva Gabor) moved to the country.
sought the series much closer to The Beverly
1y and, once again, home viewers were entranced
ed on for six years.
ccess of Petticoat Junction in the 1963-64
od to another popular series, The Andy Griffith
¢ i the fall of 1964, Gomer Pyle, U.S.M.C. The
ier of a halfwit gas station attendant (played by
afted by Uncle Aubrey, taken from Mayberry,
d placed in a Marine base in California. There,
of the often infuriated Sergeant Vincent Carter
imple country rube repeatedly exasperated yet
ary minds. The setting and premise were nearly
“Criffith’s first major vehicle, “No Time for
3. To complete the circle (and to make certain
property launched) Andy accompanied Gomer
king him into his new setting, and keeping a
throughout the first episode, Gomer clicked
i as further proof that spinoffs from established
bi tool that, if handled properly, could produce
nt program. Gomer’s success was especially
 becaiise the show not only outscored the direct compe-
Tack Benny (who had moved to NBC that year
act dispute} but also easily outperformed the very
ABC. As a very familiar character, Gomer stood
il prermieres and found it much easier to gain a
d:an audience than did the unknowns (Sammy
v Hickox) of the ABC version, which even took
Sergeants title, The country took Gomer to heart
aking Nabors a star in his own right as the series
fen through the 1960s. Gomer’s wide-eved
esénted a reassuring view of the military in an era
beginning to become aware of the presence of
eal war. Gomer Pyle was always the all-
oy,

lowever, found the character to be the personifi-
yithing objectionable about the rural slant being
:Gomer was a naive couniry bumpkin who obvi-
enjoyed nothing more challenging than Captain
ks (as his cry of “Shazam!” indicated), yet he
l8vision’s new heroes. His character might have been
_._seéond banana but as a lead his effusive manner
cpréssions such as “Sur-prise! Sur-prise! Sur-prise!”
Sergeant Carter!” were particularly discordant and
netheless, the program was well done and often
eactions more likely reflected deep resentment at
“domination by escapist fare in entertainment pro-

TELEVISION BECAME THE OBJECT of increasing vilifica- specific character or gim@clc from a successiul tc
tion throughout 1964 for both its entertainment and news program- fully. eased into 'a new seiting and show, as close _t(_)_.th
ming, The more effective and complete coverage of developing possible. Somet_lmes thlere were even crossover ca t app
issues and special events by the network news departments upset frc.vm the established hit. Unfortunlatel).i, many gjfc-l_the n
people of every ideology. They resented the growing encroach- failed to develop past the surface glmnngks and id not
ment by TV news upon their personal lives and beliefs as well as strong 'secondary characters anq good scrlpts‘ r%ece}sls__ .
the unsettling nature of the news itself, often equating the bearer of Yet w1thlthe momel?tum provided by familiar QQkS_-
bad tidings with the disturbing events it reported. At the same time, mmple—mmdec? eSf:a_[)lst fare prospered. e h
a move to pure escapism in entertainment programming triggered B'everly Hzllbfllzes producer Pau? f:n_lzahni ) |
by the huge success of CBS’s rural-based comedy line-up offended cloning process in the 1963-64 season wi “bett 0
the sensibilities of many viewers who found the tube pandering which presented the adventures of the folks “back:in
more and more to the lowest common denominator. In contrast to Henning took vc_teran Char?.CteI: actor Bea Benader'ct,__w
the fondly remembered high drama of TV’s golden days, the cousin Pearl Bodine, Iethr.o s widowed mother (a rmilo
networks’ fall schedules offered country bumpkins, ridiculous set- Beverly Hillb.illies ), rechristened her Kate Bradlely .(._ §
tings, childish plots, witches, Martians, and pure soap opera. It all and put her in charge of tl_-le Shady Rest H?te }n :
seemed deliberately designed to appeal to viewers who looked at backwoods tcnivn of Hooterville. Thou.gh ‘Pt?mwat HFTC
television as a mindless escape tool. Critics pointed to the contin- outward trappings of The Beverly Hillbillies, there wer

uing number one status of The Beverly Hillbillies as irrefutable tive crazies or charged contlicts in.it. The setting x
restrictive. Gone was the incongruity of the progenifor
rich and poor, sccialite and hillbilly. Hooterville was

evidence that quality television had fallen on hard times.

The Beverly Hillbillies never deserved all the public defilement : : : . o _
it received, but the program was a symbol of the direction televi- town. Even occasional invasions by city éhc e1s §
sion entertainment had taken under the guidance of CBS president Bedloe (Charle§ Lane asa railroad executive defierr_n:mfi
James Aubrey. His rural comedy philosophy had kept CBS number the town’s anc1_cnt train, the Cannonball) were doomt
one in the ratings and it cleared the path for a host of inferior start. The aSBPtIC peace f)f 19593 TV had been Jranlj]?q =
successors launched by all three networks, with CBS leading the hills and nothing could d1sturb.1t. Worst of all, the ct :ﬁ
way. Most of the new programs lacked the comic energy of the far too blam? to be funny. Whﬂc Benaderet‘ WBEILS usklll N
hiltbilly original and were responsible for generally humortess TVv. lent supportmg character (in roles such as : aj:l:l t:l :
As parent to the trend, though, The Beverly Hillbillies received its crazy neighbor to George Burns and Gl'ac-le1 _; )
share of the blame for the sins of its offspring. Even though imita- mother figure of Katu? Bradley was not credible eithe .
tions of successful formats were expected as a normal part of the center or cagey m_ampulator. HE{Y three daughtirs W:crl
industry, the blatant, almost incestnous, development of the new changeable ‘flS their names: Billie Jp, ngb];e tq, atr}il
sitcom spineff shows struck many as going too far. Gravel_ly voiced Bdgar Buchanan tried hlil e; melf__ :

Spinoffs had been an accepted practice in broadeasting for de- scheming moneymaker, !Joe Carson (the hote Z SC X P
cades, especially in the field of variety. Popular personalities such manager), b.ut Uncle Joc' 8 ve1.1tures usua11~y pro a:?l .
as Phil Harris and Dennis Day (from The Jack Benny Program), than a few jokes about him being a scl‘lem%ng loafer. It
Julius La Rosa and Pat Boone {from Arthur Godfrey’s shows), and series was harmless ﬂuff, not at all ofifnswff, but ﬂOtf
Gisele MacKenzie (from Your Hit Parade) had all been promoted either. It was pure escapism, a sort of “chewing gem.;
from second string status o programs of their own because their and mind,” not only far removed from the every@ay gﬁ_
association with an established hit gave them an instant advantage the big city, but also a v.vor%d apart from_ rural reahtg as
over the competition. Situation comedies had certainly followed Nonetheless, t'hc h111b1_11y connect;lon wprkc;: zlln A
program frends in the past (wacky housewives, lalking animals, Junction ‘was an instant hit. Its prexmgre episo edc 'abi
showbiz widowers) but in courting the rural themes television number five show of the week, Hooterville was ui en;ow_
developed a very systematic approach to the spin-off process. A and the program lasted seven seasons. In 19635, the s

‘saturation points, but it looked as if the spinoff
tinued high ratings earned by the silty gimmicks

€ programs. They were light, uncomplicated, and
ven:from bad news.
f-adventure shows in the late 1950s had given the
Sternis that were not Westerns, the escapist sitcoms
ed beyond strictly rural settings. Though not direct
1y established hit, the premises of these new shows
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were just as anlikely as millionaire hillbillies and included such
hooks as Martians, monsters, and witches. Of these, the program
that showcased Aubrey escapism at its worst was Gilligan’s Island,
which followed the adventures of the passengers and crew of a
sight-seeing charter boat that was shipwrecked on an uncharted
South Pacific jsland. The show literally went to the ends of the
earth to avoid reality in a premise that seemed to overwhelm the
writers with its limitations. Though the castaways were confined to
a tiny isiand and could never be rescued (or the show was over),
someone from the outside world was always finding the way to
their doorstep, then departing without them after going through the
same sort of obvious jokes and misunderstandings. It was like
tepeating one skif from a comedy variety show over and over and
over again. Yet even with this strained set-up and repetitions
scripts, the cast might have been able to overcome these limitations
by developing a sharp comic sense in each of their characters.
Instead, most just settled into the plastic caricatures they had been
given: the hard working skipper (Alan Hale, Jr.), his well-meaning
but bumbling first mate (Bob Denver), a dumb but beautiful movie
star (Tina Louise), a pretty homespun Midwestern girl (Dawn
Wells), a brilliant research professor (Russell Johnson), a multimil-
lionaire (Jim Backus) and his pampered wife (Natalie Schafer).
Hale, Backus, and Denver made valiani attempts to bring life to
their roles, but even they usually fell short. Denver brought the
spacey, naive innocence of his Maynard G. Krebs character to first
mate Gilligan, but what had worked well in a supporting role to
Dobie Gilkis could not carry an entire series. He was just another
lost child on the island. Backus and Hale flashed moments of wit,
but it was a losing battle. Overall, the show resembled nothing so
much as a kiddie cartoon and it seemed designed to capture the
interest of young children by presenting cardboard adults who
acted like children in grownup bodies. This strategy attracted a fair
size andience and allowed the program te survive for three sea-
sons, though it tarely elicited more than an audible groan from
most of the nation’s adults.

Other new gimmicks might have appeared as silly as Gilligan’s
Island on the surface, but the better ones kept a tighter rein on the
initial premise. Rather than building a sweeping but all-too-
limiting setting that could prematurely strangle the series, other
producers settled for a slight wrinkle to reality that could be con-
tinuousty exploited. In this vein, a Martian and a witch were
incorporated into moderately normal situations and acceptable, if
not outstanding, TV fare resulted. Both My Favorite Martian
(starring Ray Walston as a Martian shipwrecked on Earth) and
Bewitched (Elizabeth Montgomery as a suburban housewife who
happened to be a witch) used their zany hooks primarily as an
excuse to display entertaining visual tricks in that week’s situation.
Once the complications were introduced, the actors and scripts, not
the gimmicks, carried the episodes.

Still, a totally bizarre setting could succeed as long as it stuck to
the basics of comedy. If the characters and atmosphere on Gilli-
gan’s Island had been developed beyond dull caricature and cheap
tropical sets, the program might have been able to transcend its
limitations. ABC proved it could be done that season with the
hilarious adventures of an entire family that came directly out of
the world of late night creature features, The Addams Family
(based on the characters created by cartoonist Charles Addams).
Though the plots for the series were usually just adequate, the
characters and seiting were devilishly sharp. Gomez (John Astin)
and his wife Morticia (Carolyn Jones} headed the freaky family
that lived in an appropriately spooky old family mansion just out-
side of town. Rather than limiting the program to predictable mon-
ster jokes or half-hearted attempts to make the characters appear a
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Ozzie and Harriet}, epic Westerns (Bonanza
‘career dramas (Dr. Kildare and Ben Ca-
dlsgust was in reaction to the term “soap
- iworks had found that the label carried a

b o % H p 00 10:
7:00 7130 8:00 8:30 9:00 G130 10:0 30 ad off large segments of viewers, so they
G THAE BING GRUSHY
M tooat VOYAGE TO THE BOTTOM GF THE SEA ';ERGE A;?g WENDY AND ME SHOW BenCasey py aspects of their prime time programs
Y HAPPY . ; ed t itten rule
focal To Teli The Tath I Ive Gol A Secret | Andy Grifith Show | The Luey Show MQETUHNS SLATTERY'S PEOPLE feround and adher ouan unwr
— “Uheras to the afterncon “housewife” hours.
T BRETOL COURT (KAREN: HABRIS AGAINST THE WORLD; ‘Andy Willams Show Alfrod Hitchook Hour j ;
N focal TOM, DIGK AND MARY)  JONATHAN WINTERS SHOW major break from this policy. Peyton Place
" following characters through a continuing
MeHale's Na TYCOON PEYTON PLACE The Fugitive R A
o | omeat i e s the usual self-contained episodes of other
local I WORLD WAR ONE Red Skelton Hour Petticoat Junction The Doctors And The Nufsé program brazenly d1splayed the sadsy
Beli Telephone H i
E focal | Wir. hovalk THE MAN FROM UN.C.LE, That ‘Q’;:tzvhzsweek e S ad‘;?s' _ d'scandal.
- three network, the soap opera strategy rﬂdde a
w 1ocal Adventurss OF Ozzie l Patty Duke Show SHINDIG MICKEY Burke's Law ARG 854 er all, CES had made a fortune in daytime
And Harriet
- GBS Hepons CARA WILLIAME nmng classics as Love of Life, As the World
tocal PO The Bevery Hillbillies | Dick Van Dyke Show Danny Kaye Show .-
E GBS Maws Spacizls SHOW Famorrow, and The Gudding Light, and ABC
D local The Virginian NBC Wednesday Night At The Movies fiinit its assault on the field to the daytmle.
- “ints were just sitting there and, if Peyron Place
T locat The Flinistones Donna Reed Show l My Three Sons BEWITCHED PEYTON PLAGE Jmmy Dean Show : ..OI‘. would have two hit shows at once because
local THE MUNSTERS Perry Mason Passward THE;:Q;@;S oF The Dafsndlers wice each week. ABC boldly ballyhooed the
ezt Kraft Guspense Theatar. 1glevision (it was based on a successful book
Dr, ¥ aze 0 . .
R jocal BANIEL BOONE | r. Kitdare # Perry Come's Fratt Music Hal enored the cries of anguish from outraged
local JONNY QUEST ihe Farmer's THE ADDAMS 1 ) enming's DAY TWELVE G'CLOCK HIGH | focal” d the series with high hopes. It was a smash,
— S GOMER PYLE ' vidual. success didn’t alter the bias against soaps.
R focal Rawhide THE ENTERTANERS USMC. THE REPORTER - exception that gave soap opera fans a chance
¥ local international Showtime Bob Hope Pﬁ%e; ﬁgh: Sc;hor‘y:ier Theater Jack Benny Pragram Jack Paar Shaw
§ @ classic soaper with the usual conflicts stem-
“The Outer Limits Lawrence Welk Show Holivwood Palace ciated with extramarital and premarital sex
[ iocal
fogal Jackie Gleason Show GILLIGAN'S ISLAND MF. BROADWAY Gunsroks s were bold and titiflating for prime time, they
\iff to afternoon viewers who studied the cast and
FAMOUS ADVENTURES " . X
T local FLIPPER 1 oFum Magon | (ENTUGKYJONES NAC Saturday Night A The Movies éw England town of Peyton Place and nodded
y stance MacKenzie (Dorothy Malone) feared the
i The ABC Sunday Night Movie
foca! Pagon Train I BROADSIE e milidtion she felt would occur if anyone discovered
Lassie My Favorite Martian Ed Sullivan Show MY LIVING DOLL Joey Bishop Show Candid Camera What's My ;ghteen years hefore she had “made a terrible
N | FROFLESINCOURASEL i picey's Wondertul World Of Calor | Bt Dana Show Bonanza THE ROGUES ine months later, given birth to an iliegitimate
{rom 6.30) acKenzie (Mia Farrow). Now, Dr. Rossi (Bd Nel-

normal part of society (in spite of their background), the producers
accepted the members of the family for what they were and
stretched the premise to the limit. The Addams family were ghoul-
ish eccentrics and proud of it. They flaunted their behavior in
characters that were bristling with energy. Morticia and Gomez
cultivated man-eating plants, stayed in on sunny days, and reveled
in hurricane winds. To relax, family members enjoyed stretching
each other out on the basement rack and, at play, the children
experimented with dynamite. The household also included live-in
relations Uncle Fester (Jackie Coogan), Grandmamma Addams
(Blossom Rock), and cousin Itt (a four-foot-tall ball of hair), as
well as the ultra basso butler, Lurch (Ted Cassidy), and the uiti-
mate right hand helper, Thing. For all of them, the guestion of
conforming to normal society never came up; the most important
task was maintaining family traditions and an awareness of the
Addams family roots, which stretched back hundreds of years.
They were aristocrats with highly unusual tastes and no doubts
about their proper station in life. Gomez and Morticia were pas-
sionate, but proper, and their sirict adherence fo iraditional upper
class role models resulted in a marvelous caricature of the aristo-
cratic lifestyle. Ever the ardent lover (just a word of French by
Morticia sent him into an uncontrelled fury}, Gomez often found
himself frustrated by his wife’s insistence on abiding by the rules
of public decorum (“not now dear; it wouldn’t be right™). They
were ghoulish in their preferences, but always socially correct.
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Such a rich collection of characters, added to the ¢o
hold accouterments, gave the program a comic Verv
even more striking when contrasted with the mundane
of CBS’s family of freaks, The Munsters. Unlike
household, the Munster family looked like classic horre
tures: Fred Gwynne played a Frankenstein father;
Carlo, the vampire mother; and Al Lewis, Count Dracu
nately, the attempts at humor in the show never tose: ah
physical incongruity of the Munsters as they tried to
average, if somewhat odd, middle-class family. Once
value” of a collection of monsters had worn off, the rout
of the scripts became painfilly evident. Visitors from
world would leave the Addams home in a terrified da :
in the Munster mansion merely faced grownups in Hallo
tumes. Both series lasied only two seasoms, but 7%
Family brought a touch of class to escapist television.

Escapism was certainty not limited to situation com
to television under Aubrey, but rarely had the network
the concept with such a vengeance. TV critics, upset at
rural settings and mindless heroes, were positively agh
move by ABC to bring daytime soap opera, intact, &P
Television’s cultursl slide seemed undeniable and comp
fatl of 1964 with the premiere of Peyton Place.

Actually, psendo-soap operas had been appearing 513
for years in the guise of drama anthologies {Lux Video

delivered the baby (and who probably kaew “the
_l'éve with Constance while Rodney Harrington
was in love with Allison {only he probably did not
&), There was much, much more and the story
pening teenagers, broken marriages, adultery,
& kids {the ne plus ultra development in soap opera
endless string of coincidences.
ason, Peyton Place often landed in the top ten, and
1965 ABC launched a third night, which lasted
llowing summer. At the same time, CBS gave Our
“an off shoot of As the World Turns, a twice-each-
'e'IIyout, but this ran only for one summer. In the
NBC converted Dr. Kildare into a twice-each-week
nizing that the program easily matched the sudsiest of
3. After one year in this guise, Kildare also disap-
sly, Peyton Place was a one-of-a-kind hit, at least
TV viewers were apparently unwilling to devote
‘several prime time soaps simultaneously, though
d Peyton Place for nearly five years.
mOTe imaginative form of escapist entertainment was
78, led by the phenomenally siccessful James Bond
0ks. Americans had been a bit sfower ¢han the British
ng-such larger-than-life international adventures, but by
00, were hooked and the networks responded with a
ud-like TV spies. Spies had never been handled very
erican television and the task of bringing the delicate

balance of refined wit, cruel violence, desirable women, expensive
gimmicks, and occasional self-parody to television seemed espe-
cially difficult. NBC was the first to jump on the bandwagon,
enlisting James Bond’s creator, Ian Fleming, for a very Bond-ish
proposed TV spy series, originally titled Mr. Sole. Fleming had to
drop out of the project due to i1l health, but the show made it to the
air in the fall of 1964 as The Man from UN.C.L.E.

Though obviously working with a substantially smaller budget
than the multimillion-dollar Bond film epics, the series was a very
good television equivalent, comfortably adopting many of the most
attractive Bond gimmicks. The United Network Command for Law
and Enforcement was a powerful CIA-type organization headquar-
tered in the bowels of New York City, with a secret enirance
hidden at the innocent-looking Del Floria’s tailor shop (behind the
fake wall of a changing room). UN.C.L.E. deployed a world-wide
network of agents and an arsenal of claborate gadgets, specially
designed guns, and exotic electronic gear including miniature
communicators, tiny listening devices, and coded identification
badges. Concerns over world domination, the balance of power,
and freedom were bandied about, but this was a cosmetic device to
give the scripts a topical flavor for what amounted to a weekly
battle between good and evil. Just as Bond’s British secret service
squared off against SPECTRE, UN.C.I.E. faced the highly skilted
forces of Thrush. (Its acronym was never revealed in the series, but
an authorized tie-in paperback novel, The Dagger Affair, revealed
it as the Technological Hierarchy for the Removal of Undesirables
and the Subjugation of Humanity). The two organizations were
engaged in a never-ending struggle that appeared more like a high-
powered chess game between two superpowers than a fight for
world domination. Particular schemes assumed important propa-
ganda value and served as arenas for a perverse, sporismaniike
competition between the best agents from both sides.

Napoleon Solo (played by Robert Vaughn) was UN.CLE.'s
top agent. Like Bond, he was a company man who flaunted the
rules of discipline to pursue his own pleasures, placing more trust
in his instincts than in standard operating procedures. Solo was a
highly refined, highly educated boy-next-door type who fell
somewhere in between the aristocratic aloofness of Sherlock
Holmes and the gritty earthiness of Sam Spade. He was an excel-
lent Bond surrogate who always got the job done for agency head
Alexander Waverly (Leo G. Carroll).

The chiel difference between the man from UN.C.L.E. and
James Bond was that Bond operated solo but Solo had a partner.
At first, lya Kuryakin (David McCallum) was little more than a
right-hand flunky to Solo. (He was featured for all of five seconds
in the pilot episode for the series.) In February, however,
McCallum was sent on a promotional tour of eight major cities
with low U.N.C.L.E. ratings, during which he eamed the right to
become an equal partner to Solo. Not only did the ratings go up in
the cities he visited, but to the surprise (and delight} of the produc-
ers, it became obvious by the enthusiastic response of female fans
that the Kuryakin character had become a teen heart-throb. From
then on, McCallum’s sensitive, intellectual, continental allure was
used as an excellent complement to Vaughn’s middle-American
goodness.

In contrast to thie James Bond films, The Man from UN.C.L.E.
downplayed cynical sadism and violence in favor of a stronger
emphasis on tongue-in-cheek humor and character interaciion. An
innocent bystander (usually a beautiful woman) was always intro-
duced to the plot to bring the high-level conflict down to a less
abstruse level. If the future of mankind did not mean anything to
viewers, then a damsel in distress certainly did. More important,
with the increased visibility of Kuryakin, the men from U.N.C.L.E.
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cnisive reports. Though the reporters were not
ioular canse, some viewers felt that the addi-
side certain issues seem much more important

ﬁowever, that the network news departments
ﬁcalIY. devoting portions of the additional nightly
“eamination of social and political issues previ-
séad. That was onme of the reasons they had
ger news time in the first place: to win the oppor-
“Tength, with important issues. Viewers did not
to. face some of these issues, though, and many
e_yif' aw as an intrusion on their lives. There were
- special interest newspapers and magazines
deological slant (not everyone had to read the
ut if people chose to watch network news at all
of only three similar programs. Fach one tried to
- of all the important national news events of the
ture of the network news programs made it all but
ip disturbing news items; they came unpredictably
efote an irked viewer could stop them. Despite the
arts to take an unbiased stance in the reporting, what

ot in another. It was not like radio either. That
dividual listener to form a picture to fit precon-
pased merely on sounds and narration, Television,
_{;ig emphasis toward “on the spot” news film,
ydly disturbing sounds and pictures into the home
& difficult to ignore. The period of the mid-1960s was
ocial change anyway and many people resented
to: confront so many different issues each night in
“tooms. More and more, they linked their growing
changes in the country with television, television
works. The messengers that had, at first, merely
rd:of a new order soon became interchangeable with
ory of the king who punished the messenger who
sad news, viewers reacted to the alterations in their

“on the tube and attacking it. One of the first events

The arrival of U.S. marines in Vietnam in March 1965 brought about an increase in TV coverage of the war. (U.5. Ar_my).

join forces for exceptionally challenging plots; - an
enlisted the aid of British cousins Timmy (Rober
grande dame Margaret (Gladys Cooper). Naturally,
family only chiseled victims that deserved it (bad giy
South American dictator played by Telly Savalas),
them embarrassed and humiliated as well as fieeced.
reviews and a strong lead-in {the number one raied Bon ave of such negative viewer reaction was the mass

program failed (o register high ratings and was drg')pp oh Washington led by Dr. Martin Luther King, Tt
after only one season. To those disgusted by what thi % 193 - > I,

abysmal Tevel of entertainment programming, such a:de
not surprising. Gilligan’s Island and Petticoal Junctior
but a witty, sophisticated program was not even givet
chance. _

The critical blasts labeling TV’s entertainment progr
childish and unimaginative were ironic becanse, at th
the mediwm was also being lambasted for its aggressiv
intrusive) approach to the news. In either direction,
faced outraged viewers, though objections (o the new
more serious. Television entertainment was a matter OL3
tastes differed and changed. Television news touched deg
and long-standing personal beliefs, and it was becoml_}fl_g
ingly apparent that some peaple would have been pleas
TV network news completely disappear from their lives.

Resentment of the news had grown out of ifs increas_ed:
and the exposure it gave to developing controversial iSS}_l_
of the additional coverage was merely a function of 11
fifteen years viewers had grown accustomed €O fiftee
nightly newscasts. In 1963 the programs had donbled:
The number of bureaus and correspondents had also
substantially, Resources available for normal COVers
average news event allowed much more depth and det

developed a natural repartee, very much in the style of John Steed
and Kathy Gale in Britain’s The Avengers. Because the world of
international intrigue all too often involved plots that threatened
“the fate of the entire Western world,” such an approach was vital
to prevent overkill and made the weekly life-and-death perils much
easier to take. Though occasionally the program went overboard
and tumed the entire episede into one long joke (as in the “My
Friend, the Gorilla Affais”), when kept in check the lighter touch
lifted The Man from U.N.C.L.E. far above the level of mundane
TV melodrama into a first class escapist spy adveniure.

ABC and CBS did not get their spy programs out until the next
szason, though in April CBS, perhaps spurred by UN.CL.E’s
mid-season surge, brought back the British spy series, Danger
Man, under a new title, Secref Agent (featuring a catchy new theme
song by Johnny Rivers). The new hour-ltong version of the pro-
gram had begun in Britain in October with Patrick McGoohan still
in his role of agent John Drake, though he had softened the charac-
ter a bit to emphasize a wry sense of humor. It proved only slightly
less successful than U.N.C.L.E. and confirmed that TV spies were
a viable commeodity.

One marvelous tongue-in-check series somehow lost in this sea-
son of escapist fare was The Rogues. Produced by Four Star Tele-
vision, the program was devejoped as a sophisticated, high quality
vehicle for a troupe of veteran performers led by two of the compa-
ny’s star-owners, Charles Boyer and David Niven. (They had also
participated in the 1950s drama anthology series, Four Star Play-
house, the company’s first venture.} Set in London, The Rogues
presented the complicated schemes and crimes of an international
family of con artists, led by Niven (as Alec Fleming}, who rotated
the Jead each week with Boyer {as French cousin, Marcel) and Gig
Young (as American cousin, Tony). Occasionally, all three would

best was the largest such assembly in Washington since
World War I veterans (dubbed the “bonus march-
thered in 1932. The networks, which had been slowly
i¢-amount of their civil rights coverage through the
treated the assembly as a major national event,
"a space shot or presidential election. There were
ports throughout the day, prime time specials, and
wrapups. The coverage showed more than 200,000 civil
yoriers as peaceful, reasonable people gathered together
of a righteous cause. Reverend King’s impassioned and
Have a Dream” speech in favor of civil rights and
rved as the emotional high point to the day and it was
1o people throughout the nation. Favorable public
_'; the preseniation provided a tremendeus boost to civil
cgistation before Congress. Legislators began to think that,
ssage of a civil rights bill would not be political snicide.
T segregation, however, saw the changing mood as
§ and tefevision’s participation as unforgivable.
htee-hour NBC prime time special on civil rights, broad-
days after King’s speech, Mississippi Governor Ross
said that television was to blame for civil disorder in
By raising the expectations of America’s blacks too
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1 objective in one region of the country could touch

rapidly, he said, the medium had created the climate that allowed
“rabble rousers” such as King to gain power. Though Barnett
might have been somewhat biased, having felt the sting of bad TV
publicity in his own moves against civil rights activities (his efforts
to block the admission of a young black man, James Meredith, to
the University of Mississippi in 1962 had received extensive TV
coverage), he was by no means alone in his beliefs, In the spring
and summer of 1964, Alabama Governor George C. Wallace, in his
first run at the presidency, pointed very specifically to the extended
civil rights coverage by CBS, NBC, and ABC, as well as the New
York Times and the Washingtorn Post, as “unnecessary.” Publicity
given to civil rights activities, he contended, not any underlying
social injustice, was responsible for the civil rights problem.

On July 18, 1964, the problem of minor disorders resulting from
the push for civil rights exploded into a much more dramatic con-
frontation as the first major inner city race riot in decades erupted
in New York City’s Harlem. TV crews rushed to the scene and
were shocked to discover that both sides hated reporters. Police,
sengitive to the possibility of bad publicity for the force, did not
welcome the presence of the news crews, but neither did the
rioters. To them, television, with its fancy remote trucks and
equipment, was just another arm of what they saw as a white
power structure, which was ready to distort their viewpoint and the
meaning of their actions. Both sides, during the night, beat up
reporters. For the remainder of the summer, thoughtful documen-
taries and discussions filled the airwaves, as people bravely
searched for the complex, underlying causes of the problem, but
they usually reached the predictable general conclusion that diffi-
cult slum living conditions and police brutality had touched off the
violence. In this light, “Harlem: Test for a Nation” (on NBC)
naively cited two cities as models of how to avoid riots: Detroit
and Los Angeles. Detroit had an integrated police force; and the
black section of Los Angeles, Watts, did not even look like a slum,
it was almost a heavenly suburb. One year later, this “suburb”
erupted into violence that totally overshadowed the Harlem riot of
1964. Two years after that, much the same occurred in Detroit.

In the summer of 1965, all three networks picked up dramatic
and mildly sensationalist overhead shots of the riot in Watts from a
helicamera devised by the crew from an independent Los Angeles
station, KTLA (whose grimly appropriate news motte had been:
“If hell breaks loose, turn to KTLA!"). Helicopter pilot Hal Fish-
man provided a blow-by-blow description of the rampaging mobs,
andacious looters, burning buildings, and police-civilian confronta-
tions. Thirty-five people died and more than $200 million in
property damage took place. At the same time, the news crews
were stoned by the mob, equipment was stolen, and a number of
$10,000 mobile vans were torched. The beleaguered police dis-
played little concern for representatives of a medium many felt was
glorifying violence with its reporting anyway. In covering Watis,
television was once again caught in a no-win situation.

TV conveyed the terror of a volatile situation in a way no other
news medium could. The expanded scope of network news had
dovetailed almost exactly ¥th the rapidly developing issue of civil
rights, in both its peaceful and violent forms. In general, TV failed
to satisfy anyone with its coverage. Many people saw it as an all-
too-willing forum for anti-establishment figures out to win con-
verts and propagate violence, while many frustrated blacks found it
insensitive and ignorant.

With the country reeling from racial tensions and the after-
effects of the Kennedy assassination, it took a great deal of guts for
NBC to go ahead with its plans for an American version of the
popular British satire program That Was The Week That Was. The
BBC had, in fact, dropped its version of the program at the end of
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r The program was at its best, though, p're'cjncts and they called the net- shown gathering daisies in a field and counting to herself as she :
September 16, 1964 topical moments. Gues.t comics Sandy Beron . yotes were counted, allowing televi- picked the petals from the flowers. Her counting blended with and ‘ I
eghin die. AT;C). Britain’s pioneer of television rock’n’roll, ptlaared as a pair 015 E’mgmg.S‘eg‘l’ea‘;dtlomst pl by fhin. two hoursl after the polls closed, was rep]aced by j[he countdown to an atorlmc qub explosion. At
Jack Good. shows America how it's done. His fast-paced strom staged an dward—wmm‘ng detente "of F-six hours in the past. Instant vote detonation, the fiery blast replaced the little girl om the screen. .
<howease for rock talent not only features top artists such as puppets that met atop the Berlin .Wall. Preside; asiilt of long hard work and calculated Then, Lyndon Johmson was heard saying: “These are the stakes—
The Beatles, but also presents up-and-coming performers infamous beagle episode {in which the presi Hand tabel stuck and the andience saw the to make a world in which all of God’s children can live, or to go
such as Billy Preston and Bobby Sherman. pet dogs by its ears) inspired a sendup featirin t Thbugh there was nothing dishonest into the dark.” An announcer then urged viewers to vote for John- !
(Him Beagle Johnson) being snatched by giant p, One{heless irked people and raised vague son on election day, saying that “the stakes are too high for you to i
September 19-25, 1964 before it could reveal LBY's choice for hisiig “oC\With instant vote projections, the stay at home.” Not voting for Johnson apparently would lead to
“NBC Week.” Following ABC’s lead, NBC puts all of its ning mate. Johnson was a godsend to the writefs § “ich of the fun from efection night with nuclear disaster. This commercial was considered so outrageous
fall premicres into_one Fa?y—to_pubhmze week. NBC also many easily caricatured gualities: he was tall, & : tals that hinged on every vote. In fact, that it was withdrawn after only one official appearance (during a
emphasizes the fact that it is the first network to have more . . " As humorou ok - ola's. ¢ each individual vot : NBC on September 7. but i h cked up i
than 50% of its prime time fare in color, with an obvious accent bs ous 2t the importance of each individual vo e movie on on September 7}, but it was then picked up in news
Barry Goldwater, a Republican presidential can +orounce an election decided. To some reports and played so often there that its message reached an
October 5, 1964 even more tempting. One of the most effecti o8t arrogant and intrusive, appeinting andience far beyond its single play.
90 Bristol Court. (NBC). An experiment in program putdowns of Goldwater came in the form g dge ‘and showing off its influence on the Another commercial aired soon after this and left less to the
packaging. NBC presents three standard sitcoms as part of various quotes from the candidate’s public statem d:cﬁrrent events, reducing everything to imagination. Another cute little girl was shown licking an ice
one ninety-minute show, The hook? All the characters in In its first half season (January through Jun ot cream cone as 4 voice-over announcer calmly explained that the
Karen, Harris Against the World, and Tom, Dick, and Mary fairly well as a Friday night lead-in to Jack Paar fews operations surfaced unexpectedly at girl could be in serious trouble. The ice cream could contain some
five in the same apartment complex: 90 Bristol Court. Only Frost took over as host in the fall of 1964, howe il: Copvention at San Francisco’s Cow dangerous strontium 90 radiation from nuclear fallout because
Karen survives past January. the program to perhaps the toughest spot on '_ ; s speech by former president Dwight Eisen- Barry Goldwater had opposed the nuclear test ban treaty. If he
October 7, 1964 night against Perticoat Junction .and P.eyron Pl nart of the GOP. In the course of a traditional were elected, there was no telling how long the Jittle girl might
NBC and Universal Studios present the first two-hour two top ten shows, TW3 came into direct confli tiower touched off a spontaneous roar when last. Though the Democrats pulled this spot after Republican
made-for-television movie, “See How They Run,” starring presidential campaign. Just as the elections in Br sned “sensation seeking colummists and complaints, the damage had been done. Millions had seen it.
John Forsythe and Jane Wyatt. This film—and a few others the end of the BBC version of TW3, the Ameti oimic generalization because Eisenhower was The Republicans, through the Mothers for a Moral America,
fike it aired this season—receives very little publicity and elections effectively doomed the U.S. counterpart, ¢ tator for ABC at the time). The phrase had presented their own lapse in taste, a thirty-minute film, “Choice.”
registers mediocre ratings. unusual way. The fate of TW3, however, was ju; ' 4t minute and the delegates eagerly took the The movie painted a picture of the U.S, on the edge of moral
mish in a ronning battle over the proper role of tei thieir deep distrust {even hate) for TV news collapse with images of topless bathing suits, pornographic book
N(;F:gilr;r ?;clgcﬁjumge. (NBC). Robert Saudek, former contest. As in its civil rights reporiing, the méd}u_. e For five minutes they jeered and screamed,
Omnibus gury, presents a series of twenty-six historical were as severcl_y scratinized as the cand1date.s_._‘ & ‘Huntley and Brinkley who were encased in
dramatizations inspired by John Kennedy's 1956 Pulitzer gies. Once again, a deep resentment of televisio coth-high ahove the arena floor, looking down.
Prize winning book. revealed. - . f Senator Goldwater, Whose.ct?nservatlve forces November 9, 1964
The competition between the networl_( news df?P vention (as the result of a brilliant state-by-state The Les Crane Show. (ABC). Johnny Carson at last faces
L cially between CBS and NBC) was particularly ficree cus strategy), honestly felt that TV news was a some network competition in the late night talk show game.
The Huntley-Brinkley Report found itself at the st o America. If there were any doubters among Thirty-year-old Les Crane generally steers his ninety-minute
deadlock with Walter Cronkite for nightly news suprem nvinced by a report cartied by CBS while the show towards substantive issues rather than celebrify chit
1963 because, it explained, 1964 was to be an election year in tional wisdom in broadcasting circles held that the nef in progress. The CBS correspondent in Ger- chat, using an “in the round” setting and a shotgun
Britain and it would not be right for the BBC to make fun of won the convention and election coverage would carfy it; reported that Goldwater had plans to visit microphone to take questions from the audience.
potiticians. Despite the fact that the U.S. also faced elections that tum into the lucrative nightly n.f:ws show.s and pI:Oh?h ftér the convention and meet with his “counter- January 1, 1965
year, NBC did not follow suit and instead s?‘et about .convmm'n.g to? for.the next.four years. An.mcreased mterestmfh Very few people missed the Nazi 31111.510117 After f(;ur years, ABC gives up its Monday-through-
both Madison Avenue and the American public that topical, politi- primaries provided a convepmnt warm-up aretna,. d Goldwater was forced to cancel the trip to Friday fifteca printe late night news program and instead
cal hamor could be entertaining and profitable. networks took the opportunity to roll out their l_a_t_ sative association from sinking in any deeper. He instinrtes a similar format on weekends only.
One fortunate tesult of the cancellation of the British TW3 was computers, to help them make “instanl vote proj neéd and CBS was properly embarrassed.
fhat it allowed David Frost to join the American version when it Kennedy’s dramatic primary victories in 1960 had sle st in the ratings race at the Republican convention, January 12, 1965
premiered in Janvary 1964 {though at first he remained in the to the potential importance of these local con_tests ad; d Brinkley clobbering Walter Cronkite by a wide Hulla‘bollloo. (NE_&C). A glitzy copy .of i\BC’sﬂ Shindig,
background as just another member of the TWJ3 family). Elliott staffs and new technological tricks available, it se.erncd' sperate move to improve the ratings at the Demo- emphasizing s;antxly-clad, wildly gyrating “go-go” dancers
Reid originally acted as the host and he was joined by Frost, Henry ly wise to cover them. As the votes in these elections; ¢ 1 in Atlantic City the next month, CBS executives ZEcdl ;Smi' mims]trcam poptsliarsLS such as Annette Funicello
Morgan, Phyllis Newman, Buck Heary, puppeteer Burr Tillstrowm, spring, CBS, NBC, and ABC raced with each olther-.to; oinkite (CBS’s sole anchor at special events since 1952) rankie Avalon as guest hosts.
and Nancy Ames (the singing “TW3 Girl”). At first, the writers to declare a winner, using their fancy new eqmi.)ment: f Robert Trout and Roger Mudd. Though Cronkite February 1, 1965
were unsure of their ground (satire was certainly new to American techniques did more than impress the regular Viewers: d tiot take the action as an insult, people throughout Twenty-six year-old Canadian newsman Petcr Jemnings
television) and settled for standard TV jokes with topical names cians watching; it left them flabbergasted. How could the id. “We Want Cronkite” buttons popped up all through replaces Ron Cochran as the anchor of ABC’s nightly fifteen
plugged in. By the late spring, they began to find their mark and declare a winner with only a minuscule percentage 'Q:f ] rglic’ pathering and viewers across the nation com- -minute news show.
the show picked up noticeably in both pacing and overall quality. totals in? CBS, for example, declared Senator Balrry Gold CBS teinstated him for the election coverage in Novem- ‘ 7 I
The writers developed satirical approaches to topical issues and vickor in the crucial California primary in June with cm_ly: ently deciding that it was best mot to tamper with a April 27, 1965 ¥ b
events while also poking fun at television itself, especially its state’s vote totals listed on the tote board. __ ersonality so obviousky loved and admired. Besides, the Edward R. Murrow, 57, dies of lung cancer. ‘
commercials. Variety shows had been doing sendups of over- Actualty, the feat was illusory. The UEle_’fk computers dd:téam had fared no better than Cronkite anyway. May 10, 1965
played, all-too-familiar commercials for years (at the time, Danny rely on the official vo.te ta11l1es for the projections l_)eoau‘ impaign in the fall between Goldwater and President The N}ew Griffin Show. Group W revamps its syndicated
Kaye’s were among the best), but TW3 did them one better. In one only took hours to trickle in, they were oftt#l quite 911516 was one of the most bitter and vicious races in years, and late night talk show, installing Merv Griffin and his sidekick,
instance, a silly but genuine catsup commercial was mun as sched- well (an area strongly supporting one candidate might as the forum for one of the major battles: imagery. Arthur Treacher.
uled. It featured talking hamburger buns that, at the spot’s end, first and show a huge lead that would be wiped out b}/ sul campaign commercials that bordered on being down-
joyfully threw their tops into the air when they heard the brand of reports). Instead, each of the networks employed statlst_lc_i thical, the Democratic Party subtly {and not so subtly) June 7, 1.965 . ~
catsup to be used. When the show resumed, the cast added an sis technigues using the results from a handful of key prec :GO}dwater as a man likely to kill kitle children by irre- Sony mtr‘od1.1ces the first commercial home video tape
unexpected coda: As David Frost began talking to the audience, had been targeted (from past voting patterns) to provide: -and indiscriminately using nuclear power. In September, recorder. Price: $295.
dozens of hamburger bun tops fell from above and covered him. educated projection of what the final totals for the state WO essage relied on subtle implication: A cute little girl was
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covers, and frenzied black rioters as illustration. It was scheduled
to run on NBC on October 22, but at the last minute Goldwater
repudiated the production as “nothing but a racist film” in its
portrayal of blacks and canceled it.

Goldwater's personal TV presentations were remarkably tradi-
tional in comparison to such titillating fare, largely relying on the
old style of buying thirty-minute blocks of time to plug his cam-
paign rather than using the already well-established technique of
presenting thirty- or sixty-second ads, Nonetheless, he did manage
1o stage his own bit of subtle media manipulation. He arranged for
his thirty-minuie programs to be scheduled, as often as possible, on
Tuesdays at 9:30 P.M. on NBC, preempting That Was The Week
That Was, which constantly ribbed the senator in its skits. The
September 22, 1964, season premiere of TW3 was replaced by
Goldwater’s program. The September 29 episode would also have
been preempted but NBC had already agreed to sell a sixty-second
spot on the show to the Democrats, so TW3 began its new season
only a week late. However, the Republicans managed to buy out
the October 6, October 13, and October 27 slots, When they were
unable to preempt the show on October 20, they bought a half-hour

election day, so NBC’s election Coverage Wlped %
regular programs. At last, on November [
election and President Johnson's landslide wctor.y
to Goldwater’'s shenanigans by beginning that we
a film of his concession speech, adding a voice
substituted the words, “Due to circumstances: ba
regularly scheduled political broadcast schedu od ¥
pre-cmpted.” ‘

It was an appropriate, very funny respouse
ready been mortally crippled in its quest for eve;
In the vital first weeks of the season, it had rare]
Place and Petiicoat Junction were top ten hits ‘and
that many viewers would turn to NBC instead; &
accident. By spring, TW3 was gone, a victim of i
change in attitudes. In the seventeen months since t,
reception given the TW3 pilot, the mood in ‘the
changed. There were deep feelings of confusio
resentment among viewers, Fewer and fewer pe .pl
ing at anything so close to home as the news. "

T3 (R N
SIS OIN

I 1965, FOR THE FIRST TIME in television
ks presented their entire set of new season
For seven nights, beginning September 12,

yan sixty returning shows. This insane com-
tiplete wrnaround fram the previous network
gmg oiit the season premieres from late September
4 procedure that had been in effect for nearly

‘falten back to last place after a brief fling at
ot in the early 1960s, had initiated the practice
“the premieres of its new shows in the fall of
rk repeated the strategy in the fall of 1964, it
ber one position for the first two ratings reports
‘geason. BEven though CBS regained the lead by
mained in its best position in years. Building on
ovided by its strong early returns, ABC nosed out
jer two network for the season. NBC and CBS
allowing ABC to repeat that success in the
on‘and both entered the September melee with theit
geks.

of scattering the premieres of new programs over
'ﬁg in late September, had begun in the early days
and had been automatically carried over to TV. It
‘a leisurely pace gave viewers plenty of {ime to
& in new shows while continuing to follow their old
sequently, the best way to launch a new show was to
efore or after a proven hit in order to catch the spill-
Such a policy obviously favored the network with
ber of established hit shows and left most of the
a5 on the others unwatched and unnoticed. An industry
b déveloped: The network with the greatest number of
e fall would probably be the network that came in
eearly 1960s, ABC had been in the position of chang-
ne-haif of its schedule every fall, and, more than any
ork; it had to constantly combat viewer indifference to
lar-new programs. As a result, the network had become
number three position and was desperate for a way to
The experimental premierc weeks in 1963 and 1964
dtiother ploy jn its search for a solution.
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e Second Season

ABC’s placement of all its new shows in one eye-catching dra-
matic seven-day sweep made a great deal of sense. With NBC and
CBS still in sunumer reruns, viewers were more inclined to give
ABC a chance. As a result, several of its new shows such as
Twelve O’ Clock High, The Addams Family, Bewitched, Voyage to
the Bottom of the Sea, and Shindig became hits early in the 1964~
65 season. Some programs even managed to maintain their mo-
mentum once the other two networks unveiled their own new
offerings. For example, Peyton Place, ABC’s experiment in prime
time soap opers, received an invaluable boost when viewers tuned
in the first week “just to see what afl the fuss was about™ and
became hooked by the dramatic complications and character con-
flicts. Returning ABC programs benefited as well. Ben Casey, for
instance, had nearly been canceled after a very weak performance
against The Dick Van Dyke Show and The Beverly Hillbillies in the
1963-64 season but, with the head start provided by the premiere
weelk in 1964, it found its old audience and became a hit again in a
new time period. In short, ABC’s plan worked and the network
broke the vicious cycle that had helped condemn it to 1ast place.

The guick lead and continued strength of ABC during the 1964
65 season were a dramatic slap to CBS and its president, James
Aubrey. Though, technically, a number of specials and preemp-
tions (for the Summer Olympics and presidential election cam-
paign) had provided the extra boost that took ABC to the iop in its
premiere week, there was no denying that the unchallenged king of
TV had been seriously shaken. Worse yet, of CBS’s own new
programs for the 1964—65 season, only Gomer Pyle and Gilligan’s
Island were major successes. Drawing on the strength of its veter-
an hits, CBS regained the ratings lead by Thanksgiving, but by a
very sim margin. Faced with the very real possibility of presiding
over the network’s first losing seasom in more than a decade,
Aubrey boldly broke another industry tradition himself and began
a major mid-season overhaul of the CBS schedule.

For years, the netwggks had operated under the assumption that
it was meaningless to tamper significantly with their schedules
once the season had begun. It was felt that viewing patterns for the
year were formed and set by late Novemnber and would not change
until the summer break and the next fall. Certainly there had been
alterations in the network schedules between January and March in
the past, but they were usually a stop-gap maneuver and not part of
an overall programming strategy. Aubrey’s actions were a calculat-
ed effort to repair the damage suffered in the fall and to steer CBS
hack to undisputed control of first place.




ng the summer of 1963, the networks began
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The underlying assumption of Aubrey’s mid-season revamping
was that the new CBS shows were good, but the schedule had not
been put together quite right. He made elleyen c_:hanges for the
winter of 1965, focusing his efforts on shifting tlmej slots rather
than introducing new shows. For example, Slattery’s Peqple, a
traditional lawyer drama starring Richard Cl'enga and featuru}g Ed
Asner, was shifted from Monday night opposite the resus“.mtated
Ben Casey to Friday night following Gomer Pyle, replac.mg the
weak newspaper melodrama of The Reporier. T'h‘e reasoymg was
simple: Slattery’s People had received g(?od c1-‘1t10a1 revllews and
should have been able {o develop into a hit against a fad'mg vetefr-
an, but the show had faitered when Ben Cqsey experl'enced its
surprise revival. With Gomer as a new lead-in, Slattery's People
could benefit from his spiilover audience a}nd slolw down the
progress of Twelve O’Clock High, a new but increasingly Popular
ABC show. Aubrey discarded the mediocre Reporter series and,
with a clever trick, even managed to reduce the ratings damage on
Monday night. Though he conceded tl'ne slot to Ben Casey ang
ABC by moving in CBS Reporis, he stnppe_d the news program of
all nadonal advertising, realizing that the Nielsen cc?mpany did not

count unsponsored shows in the ratings. O.thei shifts followed a
similar pattern and involved sach “deserving” programs as the
sitcom My Living Dell (Julie Newmar as a gorgeous female a."obot).

Aubrey’s frantic mid-season changes Worked no miracles,
though CBS’s ratings improved slightly and it managed to eke out
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a slim victory for the 1964-65 season. AF _the end
1965, Aubrey was fired. Rarely in television his]
executive fallen so far, so fast. Yet there were sugg
Aubrey had undercut his own position by allowing th
programs (The Reporter, The Baileys of Balboa,  an:
Williams Show) onto CBS’s 196465 schedule L:'BC:
financial interest in their production outfit. What’s m_.
showing by all three was seen as the central reason cB
(o slip in the fall of 1964. When Aubrey's winter tinks B
magically restore the network to 1fs prevlously_ ; ous ramification of a formal second season was that
supremacy, he became a marked man under a cloud 15 were given a chance to air. This was a double-
Aubrey was replaced by Jack Schneider, whose maifl opment because, at the same time, a potentially popu-
was in sales and administration, rather than PI’OE_’_ W ratings at the start might be yanked off the air
faced the task of keeping CBS on top for the 1965-6 hance {o build ar audience. In the process, having
what promised o be another tight race. : Start in January delayed until March final deci-
With all three networks launching the 1965-66 Seast 1ext fall’s line-ups because programmers wanted to
week in head-to-head competition, any small advantag econd season entries performed.
as potentially decisive. NBC and CBS focused on & iled. its second season amid great fanfare (“The
gimmick that could provide the edge necessary for V}GtOFY & fall starts all over again!”), but most of the nesw
a decade after color TV sets first went on sale, co_p 1 , which was not surprising because most new ABC
buying them in great numbers at last. The 1ong'h‘_’P? _ ie bombed. Despite the additional month availzble
boom had begun with set sales and color broadca_s._Fl ny-of ABC’S new shows were thrown together at the
dramatically in just two years. During 1964 there. uickly imported from England. Nenetheless, some
increase in color set purchases. In the fall of 1964, NB e,.sl_nft_s worked well. Peyton Place, for instance, changed
the first major color season, with more than 50% of 1 day-Thursday-Friday rotation to a Monday-Tuesday-

vember. Now, with the new season completely
eptember, the second September ratings book

Friday arrangement, and its ratings returned fo the level of the
1964~65 season. In addition, the network increased its percentage
of color programs. Most important, ABC came up with a smash hit
to revitalize its schedule, the camp heroic adventures of Batman.
Critics had often complained that television was filled with
comic-book-type characters. Batman accepted the comic book
roots of its hero not as a putdown but as an inspiration, proudly
flaunting them, though in a very different manner from its fraternal
crime stopper, Superman. The syndicated Advensures of Superman
television series of the 1950s had the trappings of the comic book
adventures (the man of steel’s colorful costume, invulnerability,
power to fly, and super-strength), but ultimately it was just a
traditional kiddie-cop adventure presenting Superman as an excep-
tionat, but in many ways typical, stalwart crime fighter. He usually
faced the same faceless hoods and routine crimes encountered by
his colleagues in the police force and private detective agencies.
Batman (billed in the comics as “the world’s greatest detective™
could have easily fit into the same mold. Instead, producer William
Dozier went a different direction and enlisted writer Lorenzo
Semple, Jr, (who became executive story editor) to shape a hero
appropriate for an age of superhero-type spies and secret agents.
They looked not so much at the character of Batman but at the
gimmicks surrounding him and, most important, at the style of the
comic book medium itself with its flashy colors, impossible gads-
ets, and unusual action sequences. Dozier decided to stage the
series as a television comic book, but with one important differ-
ence: all the comic book elements were grossly exaggerated and
the program turned into one huge tongue-in-cheek joke. After all,
could two adults in feotards and capes really be taken seriously?
Adam West (as Batman and the caped crusader’s alter ego,

Gourmet food was often the order of the day for Colonel Hogan
(Bob Crane, left) at Stalag 13 on Hogan's Heroes, aided here
by guest star Hans Conried as Major Bonacelli. (CBS Photo
Archive © 2003 CBS Worldwide, Inc. All Rights Reserved.)
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orig these programs was Britain’s The Avengers stories were certainly exaggerated and silly, but they still retained
atight to America as part of its second season lineup. enough action, mock-horror shootouts, and plot complications to
snor Blackman had departed from the series and function as adequate, though absurd, dramatic adventures. Among
s John Steed) had a new cohort, the lovely, leggy the most resilient of the new comedy-adventures was the marvel-
Mrs. Emma Peel), who picked up the saucy, flip- ously mad put-on of Get Smart, which managed to outlast all of the
and the deliciously ambiguous relationship with other new video spies.

5 Gale, she was a strong, sexy, independent woman A product of the collective dementia of Buck Henry, Mel

captions that adomed every fight {matching each p

“Crunch!” “Powl!,” “ZAPL” or “Ka-zonk” type’

September 12, 1965 perimposed on the scene) to the dramaticaily hqk'
After buildng fouOWi-ng for five years on ABC, the ammouncer-narrator (Dozier himself) who solemn}
American Football League urnps (0 NBC: inevitable question in each episode: “Is this the end-of |
Robin?” The seties, in color, ran twice each week, o
and Thursday nights, and Dozier ended the Wedsn

September 14, 1965
My Mother the Car. (NBC). Jerry Van Dyke plays a

suburban Subby who discovers his dead mother reincamated with absurd cliff-hangers designed to lure even th‘ ﬁ.m rime as wgll as any man. Such .a‘ notion was Brooks, and Howard Morris, Ger Smart featured Don Adams as the
as a decrepii antomobile on a used car loi. Ann Sothern lous audience back for part two: “same batnﬁm eard of at the time in American television (the best bumbling, over-confident klutz, Maxwell Smart, secret agent 86
supplics the voice for “mother,” who speaks to her son channel!” The exaggerated perils were a direct sendup: iatworks could offer was Anne Fraacis as a female for a CIA-type organization, Control. Get Smartf used the passion
through the car radio. kiddie serials that had run on the radio and in the m rey West), and The Avengers began building a for absurd spy gimmicks as the launching pad for its gags and built

during the 1930s and 1940s, using the cliff-hanger’

September 15, 1965 isode. At various mid-
g}‘een Acres. (CBS), Eddie Albert and Eva Gabar play coax fans back for the next episoce

+eult following and winning high critical praise. from there. UN.C.L.E. headquarters was hidden behind a false
productions included both" tongue-in-cheek spy wall in a dry cleaning store, so to gain entrance to Control, Smart

: ity slickers that move to the es, Batman and Robin were on the verge of being_ f sitcom spoofs that marked a return to the quality had to deop through the false floor of 2 phone booth. While Selo
baCderdS‘ Clamtiit‘t;— i;gadon Paul Henning hillbilly eaten by lions, unmasked, or turned into postage stamy ‘as Sergeant Bilko. The two adventure series that and Kuryakin used sophisticated communication devices the size
:gﬁ?g e : heroes used a ludicrous arsenal of “bat™ gimmicks in of the UN.C.L.E. mold were NBC’s I Spy and of a ballpoint pen, Smart had to dial a telephone that was hidden in
k - skirmishes including the batmobile, batcopter; Wild West, which both featured pairs of witty, his shoe. Adams’s hilarious portrayal of Smart, though, was the
September 16, 1965 batpole, and batarang; all housed, of course, in the bate; ts. I Spy presented Robert Culp and Bill Cosby as strong comic hub for the show. He was the classic bumbling idiot

The Dean Martin Show. (NBC). Martin retams fo At the beginning of each story, Police Commissic agents (posing as an international tennis star and that won important battles in spite of himself (a character type
television in an casy-going variety hour carried almost (Neil Hamilton} would solemnly summon Batman. an iing the world in search of Russian, Asian, and Adams had developed on the short-lived Bill Dana Show in which
completely by his relaxed, slightly naughty personality. using a special batphone “hotline,” or by switching' 5. Though eschewing the Bond-U.N.C.L.E. device he played an incompetent hotel detective, Byron Glick), With a

16, 1965 batsignal searchlight, The reason was always the iiner-secret non-aligned organization of evil in favor superb sense of timing vear after year, Adams milked langhs from
Segg;"?;;m;@ Night Movies. (CBS). The number one dastardly villain had appeared. That might have. bee siic foes and dramatic situations, the program’s i 3
network becormnes the last to add prime tme movies, alarm in Gotham City, but it was good news for Vle_. and humorous edge were its chief attractions. Cosby, i i
begioning with Frank Sipatra in “The Manchurian wide range of Hollywood performers donned the gaib of i¢-and nightclub entertainer, worked in some snappy October 29, 1965
Candidate” from 1962. most popular comic book opponents. Unlike the dy Ip:{often about Cosby’s ghetto youth in Philadelph- ABC throws in the towel on late night television, axing

ed in typical spy shenanigans throughout the Les Crané’s show, which had been renamed ABC Nightlife in
had been feared that Cosby’s co-starring status March,

le trouble spot for the show, but the mere pres-
¢ ision was no 1 ical-

er.forn‘llelr(ocn) t;]e:hl_:] NBC n;fll(.)nger a?ton;a:lca. NBC’s Huntley-Brinkley Report goes to color. Walter
_H_l_aJor sk, r.ly ce alll 1at.es refused 1o air Cronkite’s news show on CBS follows snit on January 31,
Albany, Georgia; Savannah, Georgia; and Daytona 1966.

villains in the series obvicusly were having a gfe
September 18}1365 v (NBC). Bubara Fden plays o relished the opportunity to taunt their hated adversafie
I Dream of Jeannie. . o A ; the thill of battl
beauiiful 2,000-year-old magical genie who attaches herself to their impending crimes. For them, it (P
to an Amr;rican astronaut (played by Larry Hagman). As more than the cold hard cash. Burge'ss Me_re ith (Pengui
“lord and master,” he gets as many wishes as e wants. Romero (Joker), and Frank Gorshin (Riddler) w
popular guest stars, though others such as Art Carn

November 15, 1965

September 19, 1965 Vincent Price (Bgghead), Maurice Evans (Puzzl.er), Gp: _Television was improving its attitude on racial
The FBI. (ABC). Quinn Martin gresents Efrem Zimbalist, ers (Mr. Freeze), David Wayne (Mad Hatter), Victot Bu act, the industry felt comfortable enough to award December 9, 1965
Jr, in & seties based on actual cases from the FBY's files. Tut), and, at various times, Julie Newrar, Eartha Ki iy for his 7 Spy role. “A Charie Brown Christmas.” (CBS). Charles Schulz
Ann Meriwether {Catwoman) were equally entert 4, Wild West offered a unique combination of brings the “Peanuts™ pang to television for the first time, in

an animated family special.

October 24, 1965 f brogght a frenzied lunacy to the rote (mad laug
. , . ; it . performer brought a \ ‘a
With the debut of Sawmrday’'s Scherer MacNeil Repo st common (rait among them) 4 their antic

anchored by Ray Scherer and Robert MacNeil) and . : _
{Sunday’s Frank McGee Report (in addition to the weekday effective balance to the mock-deadpan of Batman atid.

d:Western adventure by reaching all the way back to
ooty of flippant cowboys for its unlikely premise of
ating in the American West of the 1870s. President

December 20, 1965
The Dating Game, (ABC), Former ABC program

Huntley-Brinkley Reporf) NBC. becomes the first television Dozier's comic book for television combined sup rant” personally assigned special U.S. government executive Chuck Barris updates the 1940s Blind Date
network to offer thirty minutes of nightly news seven days a camp humor, colorful costumes, unusaal  cafl West (Robert Conrad) and Arternus Gordon (Ross premise of eager bachelors trying to win a date with an
week, (emphasizing weird angles), and pure imagination. Th__e e ' Western frontier, though it was never made guite eligible woman.
an instant hit that justified ABC’s second season gamo 0 or what menace inspired fears of such threats out
L viewers something unusual to langh at beyond the- th ebriish and tumbling tumbleweeds. The producers and January 1, 1966

et that bother them, nor did they feel obligated to R(.)ben“ Kinter, president of NBC-TV since 1958, is
e of the best electronic gadgets of the twentieth forcibly “kicked upstairs” to the posgu:.m of Chili'["ﬂla]l of the
. . i L NBC board (a largely figurehead position he resigns a mere
Ol.ng. n @e 13708 (thinly disguised  as three months later). At the same time, “The General,” David
o ventions of the time). Instead, they used the Sarnoff, gives up bis day-to-day control of RCA, but remains
provided by the combination of genres {o gently spoof as RCA chairman of the bggrd.

antics of Gomer Pyle and Gilligan. Batman relied on' th
battle between good and evil, but treated the melodrani
as a very silly game in which the villains were the mos
characters. (Batman and Robin were far too serious an
were incredibly dumb.) Though by no means the only.

aristocrat-goldbrick Bruce Wayne) and Burt Ward (as Robin the
Boy Wonder and Dick Grayson, Wayne's young ward) played Fhe
heroes as marvelous caricatures of the gung-ho, power of positive
thinking super patriots that had dominated comics since Wosld

War 1L Batman and Robin were very, very serious about fighting cheek program that season, Bafman was undo'ubted . : and spy formats while, at the same time, developing

ime i.n Gotham City but, though they never cracked jokes. much distinctive. It launched a nationwide bat-craze, Imsp d ally off-beat and intriguing stories. Conrad and Martin Junfi 6, 1966
CI% what they said was hilarious With a perfecily straight face parodies in every medium (most never matching the ofig equired light banter in the face of danger and even Till Death Us Do Part. (BBC). Alf Gamett (Warren
o . . )

ave the Western world” (of the nineteenth century) Mitchell} is .telt.svisitm’s ﬁf§t humorﬂgs bigot i.n this sharp-
tongued but insightfol working class sitcom set in a mundown

revealed a willingness among viewers (o laugh at sq

Batman would wax prosaic on the evils of crime and the im-

portance of good citizenship, even while struggling to escape fI'Cfm heroics and pillars f)f authority. ve Man from O emet_s OE cralzed maf:lmfen such as their most‘ frequent area of Londo. :
a seemingly foolproof trap. Robin greeted every challenge with The late-blooming success of The _a’fll e o -0 fOVE ess (Michacl Dunn), a dwarf with grand :
boyish enthusiasm and shamelessly displayed his perception of the previous season had set the stage for the influx o e ! 1s fabulous cast and crew, The Wild, Wild West July 11, 1966
obvious with such phrases as “Holy ice cubes, Batman! It’s getting heroes starting in the fali of 1965, as all three ne 'Wki Pud, entertaining hybrid and a CBS Friday night staple The Newlywed Game. (ABC). Dating Game creator Chuck
cold!™ Tt was too ridiculous to be true; so naive that it was prepos- follow the lead of NaPoleon Solo and Tllya Kuryakif. o o . Barris taps twenty-eight-year-old California DI Bob Eubanks

- so bad that it was good. That was Dozier’s trump card. By ABC’s overdose of action-adventure clones from Maver _hu.mor.had tea'med up earlier in telev1519n history in as host to a playful companion contest th_at brings t'oget.her
terous; so . “spect of the show, he fashioned an Sunset Strip had so many flippant characters appeared. Maverick, but in the new programs the line between newlyweds to blush over the intimate details of married life.
hop.e.l essly ex?gteritlngafe‘:ge ilz)mic book worlc,i for children but uninspired knockoffs at the tumn of the decade, this rie omedy grew increasingly fuzzy. The season’s best “Making whoopee,” the show’s chosen TV euphemism for
z?singéﬁzgt‘fczmﬁ’cgsmor for the teenagers and adults. The style programs contained first class writing, clever sitnations WS were tongue-in-cheek while the best new sitcoms having sex, becomes its signature caich phrase.

familiar dramatic settings. In the comedies the

touched every aspect of the show, from the full-screen comic book talented performers.
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pviously, the premise required a tremendous
belief and some people, seeing no humor in either
‘general or 4 group of POWs in particular, were
“rst. Actually, the series was a put-on of modern
ih their super-human somewhat miraculous heroics
] s) rather than a rewrite of World War II, and in
fogram was eventually seen as very funny and very
with Get Smart, the stories were straightforward
only with absurd twists. The elaborate Allied
y sabotage or aiding fugitives, were run from the
€ol. Robert Hogan, the senior officer (played by
+ recenily seen as an affable suburban doctor in
‘the tradition of hundreds of typical war films,
ed by a perfectly integrated staff of comrades: one
eBeau (Robert Clary); one cockney Englishman,
Richard Dawsan); one American black, Sgt. Kinch-
). and one naive American kid, Sgt. Carter (Larry
issions for the Allies were presented rather straight,
ag: 13 was a completely different story. The Nazis
g:éither bumbling incompetents who really meant
Toudmouths easily duped by Hogan. It was never
|y How the prisoners had managed to set up such a
o igtation In Stalag 13, but the ineptness of camp
Wilhelm Klink (Wemer Klemperer) and the simple-
peration of porcine prison guard Sgt. Hans Schultz
iggested that the task had not been o difficuli. In
‘Germans were considered vital to the continued
n’s operation and many episodes of the series fo-
on Allied missions but on the difficult task of
i'power and Schultz away from the Russian front.
7> Hogan and Klink developed an unconscious,
rship similar to the relationship between the Hekaw-
of- F Troop. Neither wanted to be bothered by
th realized that, in a very strange way, they needed
survival.

_emlére week of 1965-66 and the second season
gally did generate more excitement over the new
and, for once, network hype was not totally
edlity. Though still strongly influenced by Au-
y: of mindless escapist programming, television
me clever variations and intelligent parodies. It
i for some short-run off-beat series that attracted
owings if not high ratings, including The Trials of
and second season entry Blue Light. At the same
playing new life in entertzinment programming,
edivm was also experiencing painful growth as it
easing complexity of covering events in the real
‘military activity was bringing network news
to:conflict with both the government and their own

Robert Conrad (right)::
Martin played governm
operating in The, Wiid,
of the 1870s. (CBS Ph
@® 2003 CBS Worldwide
Rights Reserved.)

Fort Courage, Captain Wilton Parmenter (Ken Ber
perpetual fog and posed no threat to.the O’quke
prises. As a member of a family w1t‘r‘1 a dlStl}lgm_s_he
history, Captain Parmenter had earned his comumiss
__and accidentally leading a Union charge to victory i
last battles of the Civil War. He was content o let
career at the fort as well, and O’Rourke and Agam:
happy to oblige. In true Rilko style, the only maj(.)_.
happy profitable life of F Treop and the. Hekaw
outsiders, either visiting military brass that 1ns.15t¢d th
fort go “by the book” (drills! exercis?! revgﬂle!)-,':.
Indian tribes with the foolish notion of teaming up.»
awis for a raid on the fort. (*Hekawis not fightérs'; w
chief explained.) The series was 4 total farce'w1th..a .he_
sis on physical humor and marvelous cancatures-”
copniving O’Rourke and Agarn and the spacey Earl
was Melody Patterson as Wrangler Jane (a sharpshf:
with marriage on her mind and an eye on Capt:
FEdward Everett Horton as Hekawi medicine man Roatt
and Frank De Kova as Wild Eagle, the cowardly:
Even the men of F Troop maintained the Bilko tra
bling a collection of refugees from the Bowery Id
War veterans, Whatever the background, they &

s “Sorry about that, Chief!” (a deadpan apology to
ajor foul-up) and “Wonld you be-
to bluff a hidden back-up force when

such phrases a
his superior following a m
lieve?” (a transparent attempt

his opponents had the upper hand). . |
Afr’)first, series regulars Edward Platt, as the chief of Control,

and Barbara Feldon, as agent 99, often found themselves acting as
“straightman” to the buffoonery of Smart, though as the program
developed, their roles were expanded. Get Smuart managed to sur-
vive even as interest in spies waned in the late .19608 hecause it
never lost its comic touch and sense of imaginatlor.l. As programs
such as The Man from UN.C.LE. began reaching for cheap,
obvipus gags to pump new life into the spy .forrr‘lat,“Gez.STart
turned to other fields for humeor and began using its “family f)f
players in parodies of classic films, other TV Sh.OWS, an.d even 1.Ls
own nfidiculous conventions and gag lines—whlle.staymg‘wnhm
the spy motif. Get Smart became an excellent, ﬂemb.le vem.cle for
Adams and an effective parody of 1axger—than—hfe. espionage
adventures through all of its stories. By the time the scries end.ed in
1970 and Smart had inadvestently saved the world .countless times,
he and agent 99 were happily married with t.wo chﬂ.dren, a hun?or—
ous reminder that spying could fall into a nine-to-five routine just
as easily as any profession.

i i d Hogan’s : i€
ther exceptional new slCOMS, F Troop an / , - : ey o
Herf:;? ?nafrl;tainedpthe high standards of Gel Smarr’s lampoon Bilko banner of deception, double dealing, an

le. but shifted the focus to the military life. F Troop was a ly, an@ the show d.emonstrflted tha}t] freltlh \;Z:;eéy :

2?? C£ m Bilke ripoff that worked, turning the traditional John _found in the perennial TV staple of t ‘;:2 e
WZS Ee-frontier scout-cowboys and Indians story on its head. Hogan ’S. Heroes bml;ehne;\g t:;; ; eysacmsanct -
Sit y ted in the wilds of Kansas after the Civil War, both the Indi- comedy as it made fun of the : er gl

jtua ed the men of F Troop were far more interested in drinking, War I prisoner of war camps. S;Ig)o Eg e
iln:eair;lg gambling, and farning a profit than in fighting each other. ductions as “Bridge on tfhse Rllver1 : Eatl{)t:]ncomml v
i:silkpo su’rrogates S:ergeant Morgan O Rourke (Forrest Tucker) fmd presented the inmates o 1;?;1% O el e
Corporal Randolph Agarn (former Cavalcade of Stars hea_dl.n?er ment. They hiagl a cogs;;t i {1 o O ey did e
Larry Storch) managed most of the money-making illegal activitics can:qr}? and cou escagticau z mim,_ B agon of s

in the area, including a moccasin concession murned out by the tbey. There was practicaily ' B,

h al Indi ’ tribe. the “ferocious” Hekawis (as in “where the heck- vices beneath the ca'mp, snc]u. ing Cl.il e gt
L(;lc—we‘l;’)ial\r/}ost ot" the plois revolved around O'Rourke and Agamn’s rect radio contact with the Allies, and gousm
constaﬁt search for profitable new ventores. The commander at

f 1965, the independent judgments of network
ved an embarrassment to the government with
e American intervention in the Dominican
eént Johnson had announced that American Ma-

possible harm during the civil disturbances follow-
eni: coup d’efar. Within a few days of the action,
Ortets-on the scene began filing stories that the Ameri-
te-openly and blatantly aiding the take-over bid of
action friendly to the United States govemment,
cling the president’s publicly stated objectives. At
thicials flatly denied the reporters’ statements, but
ived showing the troops engaged in combat, the

more to sabotage the Nazi war machine from the pris
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g sent to the island merely to protect American

truth became clear. Unlike stories by members of the print medium
(even with photographs), the dramatic evidence provided by the
network films was all but impossible to dismiss with just a few
blustery denials. CBS’s Harry Reasoner stated on the evening news
ihat there had been “an apparent shortage of candor” at the White
House, the closest a network reporter had ever come to calling a
president an outright liar. Nonetheless, this was only a minor
irritant for the government compared to the potential havoc such
bluntness could cause in a far more important theater of U.S.
military intervention, the conflict in Vietnam.

Through 1964 and 1965, ABC, CBS, and NBC steadily in-
creased the size of their staffs in South Vietnam because, as CBS
News president Fred Friendly explained, “We are covering this as
a war, for that’s what it is.” The war-type status had developed in
August 1964, when the American government announced that éwo
U.S. destroyers had been attacked by North Vietnamese torpedo
boats in the Gulf of Tonkin. In response, Congress had passed,
almost unanimously, the “blank check” Guif of Tonkin Resolution
giving President Johnson virtual wartime powers to “take all
necessary measures to repeal any armed attack against the forces of
the U.S. and to prevent further aggression.” In March 1965, the
first U.S. combat Marines landed in South Vietnam as the Ameri-
can Air Force began continuous bombing raids throughout the
North. Without ever having declared it, the United States was at
war with a country most Americans could not even pronounce. The
networks, however, were ready to apply their growing technical
expertise to the difficult challenge of covering the overseas jungle
conflict,

It was assumed that the American intervention would last only a
few months, so much of the reporting in 1965 reflected an excited,
almost adventurous spirit. Unlike the Korean War, with its clumsy
battle footage (often provided by the U.S. government itself), the
Vietnam conflict offered a unique opportunity for television to
place its correspondents in an exotic jungle setting as they filmed
their stories for the nightly news programs. CBS’s Walter Cronkite
took a three-week tour of Vietnam in July of 1965 and filed reports
of the visit that focused on the sophisticated hardware and know-
how of the American forces. One segment featured Cromkite
aboard a plane zooming through the sky while the American pilots
aboard proudly explained the bombing apparatus as if it were some
shiny new car. For the most part, though, network reports of battle
action usualty consisted of film of a squad of Marines slogging
through some jungle and firing at an unseen enemy somewhere in
the bush. Secretary of Defense Robert McNamara had stated that
the troops would be home by Christmas, and the need to dig deeper
into the story did not seem that pressing.

Though many newsmen (like most other Americans) were slow
to realize the ramifications of the steadily growing American in-
volvement in Vietnam, the truly remarkable aspect of the coverage
was that, despite some goverm%ent pressure and secrecy, the net-
works were largely free to cover the venture as they wished. For
the first time in history, a government conducting an overseas war
relinquished control of the way the war was perceived back home.
Vietnam became a true “television war” as many people in the
country received most of their information on it from the nightly
news coverage and occasional specials on the three networks. Such
reports rarely examined the underlying purposes of the war and
mostly emphasized very popular and visual aspects such as super-
ficial combat footage, the American Gls adjusting to life overseas,
and trivial battle statistics and graphs. Still, the fact remained that
the power of government rhetoric had been usurped and replaced
by pictures brought directly into the privacy of individual homes
across the country.
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“the network with the weakest news depart-
. Best overall coverage of the war within its
< series, ABC Scope. This program had run,
titles, in odd hours since 1963. Starting in
svoted all of its time to the Vietmam War.
ockly batile statistics were given more than
the nightly news (they were as familiar and as
viewers as the stock market reports), the
cope concentrated instead on one particular
sch week. Using filmed reporis usually pro-
_Vietnam, they tried to make sense of the
ng conflict. Some of the programs included: a
‘Blacks in Vietnam (comparing the views of
‘as Stokely Carmichael with the views of
ghting); film of North Vietnam itself, shot by a
seation; and thoughtful, on-the-spot analysis by
ne of the most eloquent supporters of the war.
fored an important perspective to the jumble of
available and provided the opportunity for
elligent and informed opinions on the issue.

these shows. All of the Vietnam specials regu-
the very bottom of the ratings charts and ABC
ar registered the worst ratings of any network
i television history. In September 1963, before it
ecome a weekly Vietnam show, only 28% of
ABC affiliates aired the program. By 1966, only
ed'to show it at all and not one ARC station in
t4: carried the program at its scheduled slot in
y-night at 10:30 P.M.). Most of the ABC
ies stuck the program in some obscure corner
edule. WABC in New York aired it Sunday
WFAA in Dallas aired it Sunday morning at 9
oston topped them all; it aired each episode eight
d broadcast date, at 1 A.M. Sunday morning.
plained about the ridiculous time slots becanse
Whether for or against the war, a majority of
any. coverage of Vietnam generally upsetting and
d anything more than the short clips on the

broadcast officials had direct ties to the governmejj
ally “on the same team.” Yet the pressure applie
tial company men tarely came in the form of sony
demand for the suppression of information, but iigjy
a polite request to be more Testrained, balanced, ;
the possibly damaging repercussions of adver
Nevertheless, the “reasonable desire” for a mor
approach to the news merely added to the tensio
present between the network news departmerits
minded network executives who often viewed: i
extravagant Joss leader necessary merely for presﬁ_ge

In spite of the pressure from the top, all three n
ed competent but generally uninsightful war speé
1965. These usually consisted of carefully bala
sions between supporters of the war (such as Harvax
Henry Kissinger and Zbigniew Brzezinski) and:
{usually forcign war correspondents because therg
many homegrown crifics available). In a- pervers
evenhandedness in these debates served to help the
the most because in 1965 many viewers had never:her
against the government’s policy expressed at.
intensified, though, the networks began putting mg
the government’s side of the story.

In response to the storm of protest over Safe
CBS, later that August, aired Vietnam Perspectiv
hour-long specials that examined several differe
the war, though it generally presented the governmen
cally correct. NBC also began a weekly war progfa
afternoons, hosted by Garrick Utley), Viemam Week
this was merely a well produced yet ecssential
review of the week’s battle reports, focusing on'u
less jungle skirmishes and hill assaults. :

Tt was inevitable that such power over forming public opinion
on a foreign policy matter would eventually upset the government.
In August 1965, just a few months after the Dominican Republic
conflict, CBS aired a dramatic film report by Morley Safer that
deeply disturbed officials. On the August 5 edition of the CBS
Evening News, viewers were shown the story of an American outfit
destroying some huts in the small Vietnamese village of Cam Ne.
It was not so much what was said in the report that bothered the
government, but rather the impression the film left behind. While
the residents of the village siood by meekly, crying and begging
for a reprieve, the Marines methodically set the hots on fire, many
using Zippo cigarette lighters to ignite the straw roofs. The image
1eft by the film was potent and needed no elaboration: The United
States, a powertul mechanized society, had sent its Marines inte a
backward rural country and, with apparently no provocation, was
systematically destroying it. Whether there had been any enemy
activity (by the Viet Cong) in Cam Ne was nof really discussed.
The chilling efficiency and lack of moral qualms displayed by the
Marines {who were obviously in no immediate danger from the
civilians) could not help but raise doubts among puzzled citizens
as to what the U.S. was really doing there. Other people reacted
with anger at CBS, criticizing the network for distorting the story,
putting sensationalism above patriotism, and undermining morale.
Safer cven received mysterious threats on his life. Fred Friendly
observed, in response to the protests, “As the power of the [news]
medium increases, the power used to suppress it wilk increase.”

The government began to exert more and more pressure on net-
work reporters to “go along with the party line” on war dispatches.
Such pressure was usvally indirect and couched in appeals for
teamwork, patriotism, and common sense understanding that were
filtered through the networks’ own chanmels to be conveyed by
immediate superiors. This was not very difficult because many top

ihe public’s disinterest in special coverage of
e networks faced the difficult policy question
he guaranieed low ratings of Vietnam specials
bligation to adequately present such a major
ion'came to a head in early 1966 when it became
“the best way to cover the public hearings that
¥ Senator William Fulbright’s Foreign Relations
government’s handling of the war. Fulbright had
the'best known congressional war critics and had

The reality of th
war for those
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turned the hearings into the first high fevel public discussion of the
real aims and ultimate goals of the Vietnam conflict. In late Fanu-
ary he began by publicly roasting top administration witnesses
such as Secretary of State Dean Rusk in days of long, tough ques-
tioning, The early sessions were briefly covered on the nightly
news but, as the hearings progressed, it was clear that they de-
served more extensive airtime. The event was certainly newswor-
thy, but in what manner would most people prefer to follow it?
Live coverage of the actual testimony during the day? The familiar
two-or three-minute reports on the nightly news? A special late
night half-hour wrap up? A weekend special reviewing the events
of the entire week, featuring a discussion panel to analyze the
significant developrents?

Network executives argued that lve coverage preempted the
most profitable part of the day and would be wasted anyway; most
people interested in the hearings would not be able to watch them.
As head of CBS News, Fred Friendly strongly supported blanket
live coverage, feeling that the hearings were important and that TV
had a responsibility to present them to the millions of viewers who
would “bother” to tune in. With NB(’s president and longtime
supporter of extensive news coverage, Bob Kinter, recently de-
posed, Friendly was virtually alone among top brass in advocating
complete live coverage. He grudgingly agreed to follow a com-
promise “day-to-day decision process” that called for live coverage
on days important witnesses testified and evening highlights for
the rest. Without too much trouble, both NBC and CBS followed
this course in early February, but on February 10, while NBC went
ahead with its planned broadcast of the testimony of George
Kennan, former ambassador to Russia, CBS coverage plans were
vetoed by network president Schneider. With that action, Schnei-
der saved CBS $175,000 but lost the most respected name in
contemporary TV journalism. Friendly quit CBS in protest and was
replaced by the man he had succeeded in the first place, Richard
Salant.

Though both CBS and NBC wound up camrying two days of
hearings live the very next week, an important turning point had
been reached in television’s handling of the Vietnam War. Friend-
ly’s resignation marked the beginning of a swing away from
extensive coverage and, while American involvement in the war
rapidly increased over the next year, the number of Vietnam
specials dropped sharply. Investigative reporting and discussions
including advocates for “all points of view” were also downplayed.
Ii was not worth the trouble, both internalty and with the govern-
ment, to follow a story viewers did not seem to want to hear about
anyway. So even as the United States committed more than
100,000 additional troops to the war effort, the chief source of
information on the war for most Americans became nothing more
than short repetitive news clips dished out nightly at suppertime.

¥
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26. Same Is the Name

fo kil stories considered detrimental to the proposed
o quickly pointed out that if ITT would attempt to
Sws in outlets over which it had no control, what
4 wholly owned subsidiary?
£ all the objections, the FCC voted to approve the
i'th 3 margin, twice (December 1966 and June 1967).
1 warnings had been dismissed so cavalierly, the De-
Justice took the ruling to the U.S. Court of Appeals,
¢ the procedure that by then had dragged through
aars of hearings. On January 1, 1968, ITT called off
ting the extensive opposition within the government
for its pullout. Some observers, however, said that
ediocre ratings performance by ABC had as much
i withdrawal as the expensive, embarrassing legal

al pumber three network, ABC was constantly
fmmicks to attract attention and boost ifs ratings.

ang as the second season premieres of January 1966
-4 brief burst of success, but the glow soon faded as
i to their old favorites. Nonetheless, ABC’s gim-

VARIETY, THE ENTER TAINMENT INDUSTRY'S own
weekly trade magazine, labeled 1966 and 1967 as the era of “no
guts joumnalism” in television. Though ABC continued o produc;e
the rarely seen ABC Scope and CBS offered the CBS News Hour
prime time, the number of documentaries based on hard news
events was down drastically. For example, between September 12
and November 22, 1966, NBC broadcast only three prime time
news documentaries of any sort, and ABC offered only two. The
news departments at the commercial networks scl:e.medlafraid to
turn out anything that might possibly provoke official displeasure
ar viewer indifference. .

All three networks largely ignored a new round of hearings on
the Vietnam War held in early 1967 by Senator Willia{m
Fulbright’s Foreign Relations Commytiee. Only the nonc:(?mﬂ.lercfml
NET network gave the discussions extensive coverage, instituting
a highly practical policy of presenting one-hour f:utdowns of the
day’s live hearings for prime time viewing each night. NBC ’c’:hose
puff travelogue-type features soch as “The Royal .Palace and

“Thorpughbred.” ABC featured some gung-ho matenz.ﬂ sponif)rcd
by major defense contractors such as the 3M corpo;atlon fSr 01:x1'
Time in Hell” (the Marines at war) and B. F. Goodrich for “War in
the Skies” (with actor and retired Brigadier General James Stew.aljt
as matrator for the exploits of the Air Force in Southeast Asia).
CBS came up with “The People of South Vietnam: How They Feel
About the War,” in which the network attempted to analyze tt}e
offects of the war in Vietnam by conducting an on-the-spot public

a technigue was safe, noncontroversial, and
hopelessly misdirected, treating the problems fa(?i_ng uneduca.ted
peasant farmers in the war-torn couniry like political or fashion
trends in middle class American suburbs. o

Yet the “no guts journalism” label was not or}ly Limited to the
apparent non-inflammatory policy toward the Vietnm War. The
commercial networks seemed to be ignoring a wide range of
controversial subjects, once again leaving NET as the only force
apparensly willing to produce incisive program?.. On shows such as
At Issue and NET Journal, the noncommercial neWerk tack-led
such topics as misleading advertising, defects in Almerlcan mcdwiﬂ
care, the manipulation of the press by President Johnson’s
adminjstration, and overcharges levied against the poor by

credit unions, and the phone company. Serious

opinion poll. Such

supermarkets,

‘overall network race tight for a while each year and
d'NBC to seriously consider the latest ABC flash
ether or not to adopt it for their own schedules. For
6. ABC’s strategy hinged on two stunts: First, the
d-up its fall premiere week to begin just after Labor
shows a week’s head start against the premieres on
orks Second, ABC slotted blockbuster films such as
iver Kwai” for the first weeks of the new season,
oading” its mew schedule with excepiionally
& The strategy worked and ABC ran away with
y important first ratings period. “Bridge on the
as” especially potent and captured an impressive
énce, making it the most popular film then ever
ot Though ABC’s ratings once again faded as the
gressed, another weapon had been discovered
ratings success throughout the season: hit movies.
Qrks had been pursuing a growing love affair with
vies since 1961, but “Bridge on the River Kwai”
- dramatic ratings boost a box office smash could
gek’s competition. Even moderate box office hits
nied on to score rather well against the more limited
y series because they were, in comparison, high-
Is: By early 1967, each network had two nights of
k, leaving only Monday withoui a theatrical
& same time, the growing popularity of feature
' :e_r the face of network programming in more
h the three other celluloid smashes of the 1966
The Robe,” “Lillies of the Field,” and “PT 109,”
_ast_:_s:ffor future broadcast included such films as
at'on a Hot Tin Roof,” and “Never on Sunday.”
‘television, they formed the vanguard of a
sent more “mature” themes (usually of a sexual
ealing with them in a manner no regular series
. In: addition, the continuing success of two-hour
olid-evidence that the home audience would accept
"a regular basis and the networks increased the
letigth series, which sometimes ran up ninety

questions began to be raised on the integrity and indej
the commercial networks’ news operations. Was thet
of controversy deliberate? Were the networks fearfu
by government and industry? Were they somgho_ &
aligned to those same forces jn govermment and 1{1dusts
all this just a comparative cooling off of coverage ift Con
dramatic news events of 1963, 1964, and 19657
In January 1966, ABC brought the discussion to av
level when it announced its desire to be absorbed by:
Telephone and Telegraph Company (ITT), one of
largest communications conglomerates, and one with
government ties. In its petition to the FCC, the net\.ﬂ_.
promised that the proposed merger would be a trerr.:l_eﬁd_.
to broadcasting. With the new corporate maney th
available, ABC could, for instance, expand its.pu
programming. In addition, the increased stature of
could only help the still struggling UHF system be
the greatest number of UHF affiliates. Thus, as th
ABC improved, the staius of UHF would have 0 HI$¢.
firss, the commission appeared to accept a1l the grand:
face value and the merger seemed destined for a quic
Then, unexpectedly, serious opposition from Witmﬂ_.b
and the Depariment of Justice developed and the matte
complicated. Asked by the commission for a iegal
case, ihe Justice Department pointed out that thf? 1
guite probably lead to some violations of the au.tl-tr.
would also discourage ITT from going ahead with':d
notion to start a new television network on its OWH..
FCC, newly appointed commissioner Nicholas Johnsen
the traditional FCC policy of giving big business th
doubt, cut through the self-serving posturing and v
dished out by ABC, and stated quite bluntly that he s&
as motivated solely by economic self-interests that h
do with better serving the public. Johnson also
disturhing possibility that ITT, with its extensive g0V
contracts, might attempt to influence the ABC news
Though ITT pledged a three-year “hands off” poli :
the ABC execntive personnel, there were serious d.C_J. ..
would be sufficient restraint. In the course of the pub
on the case, newspaper Ieporiers testified that ITT h2

¢ drawbacks in the ratings bonanza, though. The
rformance by “Bridge on the River Kwai” guar-
e tags on future film purchases would begin fo
ally, becanse there were only so many blockbus-
ble: Facing the prospect of filling six movie slots
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each week, it was only natural for the networks to search for a
guaranteed source of futwre films. Logically, the search led back to
Hollywood and this resulted in the long-postponed consummation
of the marriage between television and the major film studios, with
NBC and Universal leading the way.

Actually, since the fall of 1962, NBC and Universal had been
presenting feature length material each week with the epic
Western, The Virginion. The ninety-minufe series used 2 core of
continuing cast members, but the extra length provided the time for
both the stories and guest star performers to develop.
Consequently, The Virginian was much closer in feel to an
anthology of Western films rather than a regular Western vV
series, Audiences obviously accepted feature length television
shows and enjoyed seeing movies on TV. There was not much
difference between a ninety-niinute Western and a two-hour
melodrama, so the next step was practically inevitable. NBC
contracted with Universal to begin producing feature length films
that were not part of a series but meant to stand on their own in the
regular network movie slots, by-passing any traditional theatrical
release. The first batch premiered on NBC in the fall of 1964, but
failed to generate either viewer or critical enthusiasm. After more
than a year, NBC and Universal came back with new films, but this
time backed them with higher budgets and more elaborate
publicity.

The first of these new made-for-TV movies was “Fame Is the
Name of the Game,” which aired on NBC’s Sarurday Night at the
Movies during the Thanksgiving weekend of 1966. It was not a
major motion picture event by any means. Tony Franciosa played a
wise-cracking investigative reporter with a soft heart beneath his
cool exterior (a tole akmost identical to his character in the short-
lived Valentine’s Day series) and Susan Saint James played his
wise-cracking cynical gal Friday with a soft heart beneath her cool
exterior. It was very similar to Universal’s other TV productions,
only with a bigger budget. Though well produced, the film was a
typical TV action-adventure story with the same gimmicks,
characters, and plot twists found in dozens of television series and
grade B pictures. (In fact, the plot displayed a remarkable
similarity to the 1949 reporter saga, “Chicago Deadline.”)
Nonetheless. “Fame Is the Name of the Game” stood out as a
special event, a “world premiere” movie, and did very well. Three
months later, the second new Universal made-for-TV filmn,
“Doomsday Flight,” topped those ratings.

“Doomsday Flight” was a much better film, a TV thriller with a
clever premise and effective pacing, Written by Rod Serling, the
story focused on the ever-increasing sense of hysteria among the
crew members (led by Van Johnson), passengers, and ground
personnel of a flight from Los Angeles to New York City upon the
discovery that a bomb had been planted aboard the plane. A mad

. bomber (Edmund (’Brien) had higden the device hefore takeoff

and perversely armed it with an altitude-sensitive explosive set to
detonate whenever the plane dropped below a height of 4,000 feet.
Luckily, Denver, the “mile high™ city (5,280 feet above sea level)
was on their flight path, so ... It was not Academy Award material
either, but the film was certainly a cut above the average TV
adventure stories of the time. The presence of Rod Serling served
as an appropriate reminder that made-for-TV movies were really a
combination of several familiar TV formats: drama anthology,
high-budget special, feature length film, and television melodrama.

RBoth “Fame Is the Name of the Game” and “Doomsday Flight”
turned up ameong the ten mest popular films on TV that season,
assuring made-for-TV movies a firm spot in plans for the future by
all three networks. NBC was happy with new material from an old
friend and Universal, in tarn, was pleased to have the jump on its
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competition in a lucrative new market. Viewers, too, were treated
to something special that was, at the same time, very familiar. By
the end of the decade, with popular TV movies as a base, Universal

beca

me one of the most important individual sources of prime time

material on television. Its high percentage of programs on the

networks marked the ironic triumph of the Holtywood studios over
the upstart television and assured viewers a never-ending flow of

standard West Coast productions.

While NBC was experimenting with feature length made-for-
TV movie specials, ABC launched its own showcase for special
programming, ABC Stage *67. This series was considerably more
ambitions than NBC’s movies, embracing the spirit of Pat
Weaver's mixed-bag spectaculars of the 1950s. Under producer
Tubbell Robinson, ABC Stage 67 presented a one-hour drama,

variety, or documentary program each week. The opening
* was a comedy

comedy,

episode, “The Love Song of Barney Kempinsky,’
with Alan Arkin (fresh from his comic lead in the hit movie “The
Russians Are Coming, The Russians Are Coming”} as a scheming,
amoral New Yorker trying to raise money by any means possible
for his vacation. In the field of drama, Traman Capote wroie and
creation of his youth in Alabama, “A Chiristmas Mem-
» Pormer comedy writer Dick Cavett presided over a variety
¢ mix of songs, standard

narrated a re
ory.

format, “Where It's At,” a schizophreni
jokes, dance, and parody. Documentaries stuck to safe topics such

as the death of Marilyn Monroe and the wit of John Kennedy.
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Nonetheless, ABC’s attempt to revive the on
structure with ABC Stage '67 failed. Critics,
hoping for a program totally dedicated to set_lo
Hope’s Chrysler Theater hardly qualified), were Of
their support of the unpredictable anthology approa
likely to showcase Rick Nelson as William Shaks
important, though, ABC Stage 67 was crippled
network affiliates, many of which did not bothe
program at all, fearing that it was too “highbrow
mathematically impossible for a show to becor
unless at least 90% of the television audience cou
so many local defections, ABC' Stage '67 came in: el
00% mark and was doomed before its first telecast:
the very popular Danny Kaye Show and I Spy, ‘the
gone within a year. As Pat Weaver had discovel
spectacilars the decade bhefore, the format demande
-tuning, and gradual viewer acceptance, as wel
material. Eventually his spectaculars clicked in
broadcasts as “Peter Pan.” ABC, too, would pr
format, but not until the early 1970s when it paokag_ﬂ_d
mix in the more accessible made-for-TV movie setti
Pat Weaver himsclf was back in network tele
(following an aborted pay television venfur
ill-conceived aitempt at a fourth neiwork) as ex€
for the revived Garry Moore show. Moore, returnin

e in Ca

in a format identical to his successful,
of the early 1960s: music, sketches,
family of supporting players including
yner, Chuck McCann, Lily Tomlin, and Ron
was fairty good, but it failed to make a dent in
ctition, the number one show on television,
oager for instant success, refused to give the
. following and instead, in November, they
p}ﬁyers and replaced Weaver. A new format,
snfed tired retreads of old Broadway musical
ish Button Shoes,” was an even bigger flop
ied in January. . .
iatan Moore, CBS brought in a pair of young
‘d/in a sifuation comedy the previous season,
“Tom and Dick Smothers were successful
“'and recording artists who had been given a
My Favorite Martian to work with in their
played Dick’s dead brother (lost at sea) who
Sian inept apprentice angel assigned to aid
ven before the show’s premiere, CBS wanted
§ o and use the pair to host a half-hour youth-
variety program instead, but the sponsor owned
sad to change formats. The Smothers Brothers
nig ratings, then collapsed. To CBS, this was
Lid the Smothers Brothers but could not stand
The network canceled their sitcom but
the variety format as soon as possible. The
' Moore provided the opportune, though
Hinst number one Bonanza.
hers Comedy Hour began as a very
ety show that just happencd to be geared to
The team’s Taid-back style was first described as
Martin’s: casnal to the point of apparent
ng s very deliberate, controtled approach to
he fresh new kids of television, bringing
acts such as Harry Nilsson, The Doors, The
and John Hartford, and it was expected that
ild a strong young audience as a base while
&ty show traditions of such veterans as Danny
anid:even the recently departed Garry Moore.
ers surprised everyone. Within a few weeks
eitiere they had drawn away enough viewers 10
of‘the number one slot. A large number of
normally stayed away from variety shows
Smothers Brothers. Almost immediately the
atid received, more latitude in the show and
ecidedly controversial, anti-establishment,
ne.that was appropriate to the new audience
ot anything else on television, It turned into
gatire on American TV since Thatr Was The
imlike TW3, The Smothers Brothers Comedy
mash.
had ‘built their routines on their never-ending
sonal caricatures: Tom was the “dumb”™ one
Jevel-headed, understanding brother. Their
4ys consisted of Dick trying to straighten out
nceptions, but the source of Tom’s confusion
m family frustrations (“Mom akways liked
ernment’s war policies. Though Dick would
cord straight,” it was clear that Tom’s foolish
‘considered closer to the truth. Supporting
ob Einstein and Pat Paulsen provided additional
ires through their own deadpan exaggerations.

ras’ set
y..show

Einstein played a narrow-minded, atonal Los Angeles policeman,
Officer Judy, who sauntered on stage whenever the barbs against
lawful authority went too far, and callously warned the Smothers
that they were nnder suspicion, arrest, or both for violating some
rule of society, usually “abusing” the privilege of free speech.
Paulsen mocked much of the foolishness that passed for public
debate by solemnly backing absurd notions and supporting farpiliar
issues with ridiculous arguments, usually in the form of program
“editorials.” He assumed everyome, including himself, was a
deliberate liar and not to be trusted; he often paused momentarily
and gave a sly smile over particularly blatant distortions in his
speeches.

CBS did not quietly accept everything the Smothers wished to
present, hit show or not. The network allowed the rarely seen Pete
Seeger to appear on the program, but cut out the performance of
his new song, “Waist Deep in Big Muddy,” a thinly veiled
criticism of President Johnson and his Vietnam War policy.
Though the Smothers were very angry, they could not do anything
about this particular decision. Nevertheless, they continued to
stretch the limits of their expression at every opportunity and
slowly developed a strong adversary relationship with CBS. The
Smothers were not certain how far they could push their own
network, but it seemed that as long as they continued to be funny
and successful, they were safe.

In coutrast to the new ground being broken by the Smothers
Brothers in comedy-variety, the new sitnation comedies had
slipped back into the same well-worn plots, gags, and themes of
the early 1960s. More than a dozen new sitcoms premiered in the
fall of 1966 and many, such as Pistols 'n’ Petticoafs, It’s About
Time, and The Tammy Grimes Show, were still in the grip of the
mindless escapist philosophy of humor. They were worlds apart
from the Smothers Brothers and even the clever sitcom parodies of
the previous season.

The most popular new sitcom was CBS’s Family Affair, which
featured the tried-and-true formula of a bachelor father adopting
and raising orphaned children, setting it in an upscale Manhattan
apartment. Brian Keith played father figure Bill Davis (their uncle,
actually), and Sebastian Cabot was his manservant, French. While
a predictable format, the two pottrayed refreshingly believable
level-headed adults who made mistakes, yelled, and were
sometimes baffled by the process of raising fifteen-year-old Cissy
{Kathy Garver) and six-year-old swins Buffy (Anissa Jones) and
Jody (Johnnie Whitaker). Davis, a construction company
executive, enjoyed a life apart from his new-found family, and
French, despite proper huifing and puftfing, grew to love his new
charges. Reflecting their Fifth Avenue environment, the children
emerged more like an adult’s view of the perfect child: sweet,
heartwarming, and innocently articulate. Producer Don Fedderson
repeated a technique he used with Fred MacMurray on My Three
Sons and shot all of Brian %(eith’s scenes in two production
windows, returning with the rest of the cast to complete each

episode. This gave Keith maximum flexibility in scheduling
theatrical feature film work, Though interchangeably formulaic,
Family Affair had its heart in the right place. CBS seemed to
acknowledge that the show was geared to a grown-up’s fantasy of
family life by slotting it rather late in the evening (9:30 P.M.).

Family Affair was the latest example of CBS’s continued
reliance on traditionalist sitcoms that had kept the network number
one, in spite of momentary sputs by the competition, for more
than a decade. In the 1966-67 season, CBS had fifteen thirty-
minute situation comedies on its schedule and, though many of the
shows were beginning to age, the network saw no reason io
abandon an approach that still worked well. Even if most of the
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September 17, 1966
Mission: Impossible. (CBS), Producer Bruce Geller turns

out an action-packed formula espionage show. Bach week,
an “impossible missions” force (led by Steven Hill as Daniel
Briggs the first season and thereafier by Peter Graves as Jim
Phelps) tackles a covert operation £00 sensitive for even the

CEA.

September 17, 1966 o
Jackie Gleason revives the Honeymooners skit in his

variety show, bringing back partner Art Carney as Nerton
and casting Sheila MacRae in the vole of Alice Kramden,

October 17, 1966
The Hollywood Squares. (NBC). Peter Marshall hosts a

daytime game show that places nine celebrities in a three-
level tic-tac-toe seating formation.

January 9, 1967 . .
ABC at last extends its nightly news to thirty minrtes and

begins televising the show in color.

Jannary 9, 1967
Mr. Terrific. (CBS). and Caprain Nice. (NBC). Two

virtually identical Superman takeoffs appear on the same
night, one after the other. Both feature mild mannered heroes
played strictly for laughs, but neither catches on.

January 15, 1967

“Super Bowi L” (CBS & NBC). The titans of television
and professional football clash, with the CBS-NFL
combination casily beating the NBC-AFL challenge. The
Creen Bay Packers outscore the Kansas City Chiefs 35 10 10,
and CBS tops NBC in the Nielsen ratings, 24,6 to 17.4.
Beginning with the second Super Bowl, the two petworks
will take turns each season carrying the game.

new comedies did not catch on, the veterans would stay on fop
until the right successors could be found.

ABC and NBC were also top-heavy in sitcoms, launching ten
new comedies of their own that season. A small number of these
broke away from the focus of most sitnation comedies of the past:
middle age, middle class families, with preieen or jusi-teen
children. Instead, they attempted to portray an age group usnally
left out of the equation completely: young adults, some without
any children at afi! .

NBCs most obvicus attempt to reach the youth market came in
the form of a comedy about a group of struggling rock musicians,
The Monkees. Michael Nesmith, Micky Dolenz, Davy Jones, and
Peter Tork were cast as surrogate Beatles to act and sing amid the
thinnest of plots. Most stories were simple, exaggerated melo-
dramas usually carried by a handful of mildly clever camera tricks
and special effects. Director Jim Frawley won an Emmy for his
work in the show, often borrowing techniques used in the obvious
models for the series, the Beatles” own films “A Hard Day’s
Night” (1964) and “Help!” (1965). While particular segments in
the program were quite funny, the most talked about aspect of the
ceries was its effectiveness as a promotional tool for rock music.
Each episode was, in effect, a hatf-hour plug for the Monkees’
latest disc and their TV image as rock stars became self-fulfilling.
Throughout the two-year prime time run of the series, they

produced an unbroken string of top ten singles and albums,
outselling even the Beatles. When the series ended in 1968,
though, their fortunes took an jmmediate nosedive and the group
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s CBS soon began tinkering with a slant
4 more realistic seftings, but it would not
ihe next decade.
t.4f would not reach mass acceptance until the
4t science fiction brainchild of producer Gene
Trek. Roddenberry had worked on undis-
- the mid-1950s, including an obscure West-
[sr (as a writer), and a competent military
43,iThe Lieutenant (as its producer). Tn 1964 he
“from the trials and tribulations of young
imaginatjve project he had been toying with for
1 show. Science fiction had never been
slevision, which. treated it either as strictly
GCaptain Video, Tom Corbett, Space Cadet, and
cket Rangers or in pedantic anthologies such
Theater, Men into Space, and Tales of
& anthologies such as The Twilight Zone
Js67¢ fancy for a while but suffered from a lack
ntinving characters. In 1963, while Roddenberry
he Lieutenant, ABC launched The Outer
ybstantially better writing than most previous
grams, but it was still mired in the anthology
too strong an emphasis on frightening,
bug-eyed monsters). Roddenberry envisioned
omething different; he called it a “Wagon Train to
central cast, always on the move, would
ith problems (the weekly guest stars) and
thém. This was a simple format that had worked
s:Wagon Train, Route 66, The Virginian, and
¢ only difference was that Star Trek would take

soon split up. The brief, but intense, success of
still a mimor breakthrough for youth-oriented sitcom
it was mass consumption TV at its most blatant:;
The Monkees was the first youth sifcom to dire
growing rock’n’roll generation. The comed
traditional slapstick, bui the very premise and tem;
were a dramatic contrast to the sub-juvenile :pj
programs as the prehistoric time travel setting of:
and the much-visited but still uncharted desert i§lang
Island. :
ABC presented the best of the emerging new.
adult sitcoms with Love on a Rooftap, which depic
struggles of young marrieds Julie and Dave Wil
featured an excellent mix of personalities wit
comedy: Judy Carne, as Julie, played her cha';a:
variation of Lucy, slightly wacky but also intelligen
headed. Julie was the daughter of a wealthy car sa]
gave up her life of luxury to marry Dave (Peter
apprentice architect. Duel portrayed the husband:
age guy (real world average, not TV average) who wa:
ing (but not handsome) and funny (without feso
slapstick). He just wished that Julie’s rich dad’(H
wonld believe thai the couple could be happy with
galary and their tiny rooftop apartment, because: the;
Rich Little, as their downstairs neighbor, offered:
port that alternately helped and further complicate
lives. Love on a Roaftop stood apart from the
rural escapist fare and the exaggerated farce
spoofs. It delivered very human, very funny chara
realistic sitnations that many young adults could;
doing so, the program was years ahead of its tim
also totally eclipsed in the ratings by the more familia
of NBC’s movies and CBS's Perticoat Junciion
series back five years later for a brief sumine
weathered the test of time well. ;

Love on a Rooftop might have been the best of
comedies, but That Girl was the most successf_ul
(Danny’s daughter), who had played a stage strg_ :
The Joey Bishop Show five years before, played
stage struck young woman determined to break it
become an actress. In order to support her singlé-life
City, she assumed different odd jobs while searching
break. A young single working woman trying to futfil
dream offered marvelous possibilities though
adequately exploited in this series.

Several elements in the stories undercut the pires
laughs, the writers frequently included slapstick:s
only shattered the mood and motivation, but also.
because Thomas was no Lucille Ball and broad__'
was not her strength. Ted Bessell played he'r:.b'
Hollinger, as the epitome of the sexless, dumb_ md
populated sitcoms in the 1950s and his character;.ﬁll’th
Ann Marig’s credibility. Worst of all, the serl
service to the premise of an intelligent working woman
was too much the TV textbook daffy woman wh
spite of herself. If Ann was a sharp, sensitive womai
her wits and self-motivation to survive, the SCU
qualities very well. Instead, That Girl relied on Th
the show as a safe heart-tug comedy set in the corr}fo
of idealized television romance, with an all-Americd
at the center. In this guise, it lasted five seasons. Ev
Girl compromised an innovative premise, its sutfcess
image demonstrated that a different type of sitco

“proposed science fiction show as a saleable
ontinuing characters and a slightly different,
"'Eg,.Roddenbcrry made it easier for the networks
teconceived notions of science fiction formats
onsider the series on its own merits. In April
os agreed to work on the project and CBS
orable noises. The network, though, instead
ith-science fiction as children’s fare and took on
Space (an average American suburban family
uinched into the cosmos, but hopelessly lost soon
ndaunted, Roddenberry continued work on his

ember 1964 a one-hour Star Trek pilot episode
5. completed. Tt featured Jeffrey Hunter as
aptain of the starship Enterprise, and Leonard
chief assistant, Spock, an alien from the planet
dark” raised eyebrows and pointed ears. They
dlien race, humanoid in appearance, with the
villusions so strong that they seemed real. Pike
wito Sort the truth from iltusion, leamned the aliens’
scaped from their planet. NBC expressed interest
ooked at and liked the pilot, but still had some
out. the series, specifically the cerebral subject
asting. The network was especially bothered by the
the': captain’s chief assistant as a pointy-eared alien.
fieiently intrigned with the premise, however, to ask
:'a second shot few producers ever received.
30k no chances with the new pilot, making the
-obvious and using an almost entirely new cast.
ter-(who had been playing in the unsuccesstul CBS

or'the People when the first pilot had been filmed)
45 the new captain of the Enterprise, James T. Kirk.
0y Was kept on as Spock, with his ears intact but the

eyebrows softened. Roddenberry finished his revised pilot episode
(“Where No Man Has Gone Before™) in November 1965 and
presented it to NBC. This time, the network gave him the go-ahead
to begin production, setting the series premiere for the fall of 1966.

Actually, Roddenberry had veered somewhat from his promised
“Wagon Train to the stars” in “The Cage.” The story had been a bit
“too cerebral,” especially for a pilot. With the series in production,
though, he set out to prove that science fiction could be accessible,
entertaining, and a limitless source of continuing adventures. He
imposed strict standards on himself and his production crew,
determined to avoid thé pitfalls of past TV science fiction ventures
by presenting a well thought out, orderly universe for his
characters. He had made a very good start in the pilot episodes by
eliminating the usual space adventure hardware: space suits,
landing craft, and launching pads.

The Enterprise had been assembled in space and was not
designed to ever land on any planet (gravity and heat friction
would have destroyed it), so the ship merely locked into orbit each
week around some new planet. This replaced boring and
repetitious lift-off sequences with brief, attractive shots of the ship
circling a colorful new world. Kirk and his crew were also
assigned to visit only class “M” type planets, those with an
atmosphere and inhabitants not very different from Earth. This
eliminated bulky space suits and also kept the number of weirdly
shaped aliens to a minimum. To transport members of the crew
from the spaceship to the planet’s surface, sorme mumbo jumbo

April 17, 1967

The Joey Bishop Show. (ABC). Making a return to late
night television, ABC teams Tomight’s regular substitute
host, Joey Bishop, and former California talk show host
Regis Philbin for a familier Monday through Friday desk-
and-sofa show. Bishop’s first words, after the applause dies
down: “Are the ratings out yet?”’

May 1, 1967

The Las Vegas Show. (United Network). The one-and-only
offering in an unsuccessful attempt to launch a foarth
commercial network. Bill Dana hosts a late night celebrity
talk show that, like the proto-network, lasts only one month.

June 25, 1967

“Our World.” (NET). The first truly worid-wide television
show, consisting of live broadcasts from twenty-six countries
on five continents, including a Beatles recording session in
London for “All You Need Is Love.”

August 27, 1967

After six years as a fist run prime time series, two years as
a rerun in prime time, three summers as a warm weather
prime time fill-in, eight years as a Monday through Friday
daytime rerun, two years as a weekend afternoon rerun, and
one year as a Saturday morming rerun, { Love Lucy is taken
off CBS and put into local syndication where it begins
rerunning all over again.

August 29, 1967
The Fugitive. (ABC). The day the running stops.

September 3, 1967
What’s My Line? ends 17% years on CBS. The final
“mystery guest” is the show’s moderator, John Charles Daly.
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about instantaneous matter transfer was devised and an ingenious
special effect was used to avoid cumbersome landing vehicles. A
landing party would simply stand in the “transporter”” device and,
within a matter of seconds, their atoms would be broken down,
sent to the planet’s surface via radio waves, and reassembled with
no ill effect. Besides breaking away from the traditional approach
to interplanetary exploration, there was a very practical reason for
these innovations: money. Weird aliens, space suits, landing gear,
and associated hardware involved steep costs in makeup, design,
and construction. The technical process used in the transporter
sequences was the most expensive continuing device, but it was a
bargain compared to the alternative costs. Roddenberry realized
that viewers would not be tuning in for a guide to twenty-third-
century hardware, so he did not spend much time explaining them
in any great detail. Warp drive engines were just like steam
engines; overworked they would overheat and explode. Machines
were machines, circuits were circuits, weapons were weapons.
They broke down, overloaded, and misfired. The technical details
did not matter. Roddenberry focused his energies instead on telling
the story.

He quite finnly dismissed a frequent trash can device of hack
seience fiction: the unexplained mystery of the future. All too often
such stories presented the universe of the future as filled with
temperamental  villains, beroes who could single-handedly
overcome astounding odds, and technical innovations that violated
all laws of twentieth-century mechanics. To Roddenberry, it did
not matter that the show took place several hundred years in the
futire; the audience existed jn the present, so everything that
happened in Star Trek took place for a reason. Aljens required a
reason (o attack the Enterprise. Planets were saved or destroyed for
a reason. If the captain and crew embarked on a particular mission,
there had to be a reasor. The lack of distracting technical gear and
jargon, as well as the strict adherence to understandable motivation
for each conflict and action, gave the writers and performers the
comfortable setting necessary for a solid, dramatic story.

Star Trek operated under the premise that, in the twenty-third
century, human npature remained unchanged, even though
technological breakthroughs of astounding scope had taken place.
Consequently, the outer galaxy appeared no more foreign than a
World War II battalion headquarters or a fronfier outpost in the
American West of the 1880s. In this tradition, Kirk’s immediate
supporting crew was a perfect blend of racial and ethnic
personalities: a young and impetoous Russian navigator, Ensign
Pavel Chekov (Walter Koenig); a two-fisted drinker from the
Highlands, Lieutenant Commander Montgomery “Scotty” Scott
(James Dochan); a beautiful Nubian communications officer,
Lieutenant Uhura (Nichelle Nichols); and the efficient, soft-spoken
Asian navigator, Sulu (George Takei).

Kirk stood at the helm, a handsome American man of action,
respected by his enemies and loved from afar by women
throughout the galaxy. His first love, of course, was the Enterprise.
Shatner brought just enough lightness and humor to his portrayal
of the strong commanding officer to save himself from the horrid
clichés inherent in the role. As captain, he constantly faced
decisions that required a choice between humanism and official
procedure and his two top aides, science officer Spock (Nimoy)
and chief medical officer Doctor Leonard “Bones” McCoy (De
Forest Kelley) personified his inmer strmggle. Spock was half
Earthling and half Vulcan (an alien race motivated totally by
logic), and he calmly analyzed sitnations based on facts and
precedent. He wasn’t a cold computer (his human gide certainly
prevented that), but he would not allow normal human emotions o
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H
;lzt;rfrrr:;:fgéso f;?iigﬁ,spgtnmtzef;iefnhﬁin?gﬁcoy etion team planned on resolving the conflicts Fred Johnson (Bill Raisch), the one-armed man, and Lieutenant
o exoentialty sanorons nature above all rules, T ers.had been following for more than @ee Gerard (Barry Morse) knew the publicity would draw Kimble to A 1
People came first. Spock and McCoy were constantly Fzgfl:(z)fa tshtz %;gig tgkuii ‘tf;.rlzl::;l i)ietjizuzelr}eg ‘ Szleg;:fédsfh;epseila tr?irn). Thmughoclil " episode{] A | j. 1
o ! ¥ .S, erhaps the one-armed man was really innocent and ' 3
Zizkllt o‘ii]i:t; b::l Ct}c:gitil;r tstifgai)g]ncby I\:}E;f;cl: :;VE : that somc‘one e]se'had committed the murder. For seven days the
conflicting points of view. I 'the Tast episode of a typical series carried no wolrld waited as viewers speculated on the guilty party: Perhaps a
olling import, although the production might have neighbor, perhaps Gerard, or perhaps even Kimble himself after
By stripping away the peripheral traits of scien¢ Lict nods to its impending wrap-up. The May 1966 all.
other TV presentations had coTlcent_rated on, Rodden perry Mason, for example, ended nine seasons On August 29, the final episode aired, staggeringly capturin
up Star T rek to the best strain of (th‘e SC"ﬁ genre: iile “The Case of the Final Fade Out” and had more than 70% of the American Viewing, audience Sfilchl:l hugﬁ
Ziib;lil:hSiiifséleelng:mg-ifliu()f ax]; aj‘ltfn iztbt}mg St from behind-the-scenes personnel, most notably viewer response vindicated Goldberg’s trust in ti’lc audience’s
tagonisn, ancontrofled war, gstematicpcultuizls éam_‘ Exle St.zmley Gardner as a ‘_judge. For any interest in the program and its story lines, and it was the most-
Antagon: : . > isode was simply the end point in a production watched program of the decade. No show would top the finale’s
individual freedom, Whﬂe not appearing heawry-ha de, <lip into the next step: rerun syndication during ratings for another thirteen years
dated. Prolblems facing humanoid creatures 1n.th fa ouid play any fime. In the final episode, the oné:;armed man managed to escape
and on distant planets were not as threatening: or ing, the story-telling arc of The Fugitive was police custody, only to ,be pursued by Kimble and Gerard. At tEe
ECOPle as thelsﬁme Stctl)rles 1;1 11] contem]lnorarii settin; “subtle but essential departure from the standard conclusion of a dramatic chase through a closed amuseme'nt park
f;;jﬁl:r Egllllf fjlis Stj;ﬂitlz:ca(l) qto;I;anansdrtiixfsdaosit' Hven with more than one hundred individual Kimble and the one-armed man both climbed a high tower wherf;
ot iratane, one (;f o contiomine themes that ran The Fugitive really came down to just one story: the two stood face-to-face, alone. With nowhere else for either man
£ __p' suit of life-saving vindication. Approaching to run, the one-armed man confessed his guilt, but then lunged
Star Trek plots was the necessity of a free will an_d th ~still unanswered questions central to this quest: determined to kill Kimble. Back on the ground, Gerard armeci
illusion of paradise. Though Kirk and his crew. usualf Richard Kimble’s wife that fateful night? What with a high-powered rifle, looked up and facéd an aj ,onizin
the fact that eacb 'CIVﬂlZaUOH had 1‘5 own unique; L one-armed man? What would happen if/when choice. He then shot the c,)ne-armed man, saving Kimblge’s li’ff‘:g
profound%y suspicious of so-called “Garden of .Ffdm red Kimble? And most important: Wounld Only this apparently left Kimble in worse’ shape than before Nc;
]cjlzi}ilgl)i;s;:lr;:isﬁl};tﬁi;ﬁz;e?i: ;éogllzctltl;?ii _ fablish his innocence and end his lonely flight? one else had heard the confession, the killer was dead, and. Dr.
! . \ - - overarching narrative of a character they had Kimble was now back in the hands of the law, a doomed man
their free will. Systems that combined paradise with, Then. shamefullv. a chicken-hearted neighbor \;'h .
all complications and conflict were presented . side, the ratings success of the series had marder take placmya stepped forward. He ha%l ff:arfull;/J kheellj ssiila:rrllt tt!:r:
tyl'&nglcall)lt)f ;ﬂ Frezdom without hard ::howes @d omie; but the audience interest in Kimble’s fate deeply personal reasons over the years, even as he waiched
E:lih eam elsi OWE:]I; lﬁén;(;r?p‘i:r{wiz t};upréigil pu-z_z_;le_:d internal company discussion. Leonard Richard Kimbie receive a death sentence. Now, given a second
peIbly ’s head of programming (later a television and chance, he offered to do the right thing and testify.
energy of the cast usually managed to overcome o d heen a supporter of the series from its initial Kimble was exonerated. The final scene showed a triumphant
spots in the dialogue and plots, and Star Trek ait 5. Goldberg later looked back (in an Archive Dr. Kimble leaving the courthouse a free man, accompanied bpy his
standards Roddenberry had set for it. 1 interview} at the reaction to the proposed new good-looking girtfriend. Narvator William Conrad religious]
p?formnately:[;he PTngaHés ratmg]in:ver ma“':t's network’s executives, who could not imagine intoned, “Tuesday, August 29th. The day the running stcigppedZ
z?;zﬂiosugziz; thzy pwrz;a?ncqal;?;:, ih].:: zzzg;;“ wel :a?tua}ly cared about z fictional character Real police departments broadcast orders to end the search for both
uimoning of vicwer sapport won the serics a thi 'Wlthlsponsor support secured, ABC brass Kimble and the one-armed man. For both men, the running was
_ . ng plan over, Richard Ki i
turned out to be merely a brief reprieve and, follo spnng of 1967, a well-coordinated publicity had finally triulriglf;lde Z?CIIei;OsltutlJi It);iiei:szii;as‘[. Hustice and freedom
seaitzlril Star Tr'e.ff1 was Sanczled aftegralrl;g ;CeVZY;tY; ense over the closed filming sessions for the There was, howev,er, a postseript. Late;' that night, on ABC’s
o gorrllla:geit 1: I:; :i;r SELIEZ neﬂ;?l‘_ ]y’ i ngry-(l)) o-part episode (“The Judgment™) was held late night talk show hosted by Joey Bishop, there was a live inter-
o o e e mamatar i olf e o _uggst, .allctsr the fulll cycle (.)f sumumer reuns had vieW with David Janssen, who was working in Georgia on a new
o nfwork un. Mos sris actually ncded o ¢ e hesbon b was &t maun atd beyond e Toach of he T, ~Yenr
stint to ‘turn a profit (the network run usually only:p ‘the setup. Police in Los Angeles captured Janssen said. “I killed her, J ySh 1k ” O
production costs), but Star Trek went beyond th : ed her, Jocy. Shetalked too much.
steadily increased throughout the £970s and by
after its cancellation, the continued public interest:]
moved Paramount studios to reassemnble the entir'e
of a series of feature-length theatrical films. \
Honeymooners had any series achieved such succes
it had been dismissed by the networks as past its péa
production, and characters remained popular lonig: X
vear mission” of the Enterprise had run out. ' !
With Star Trek, ABC Stage '67, Love on d RD

Smothers Brothers, the 196667 season was filled
that were slightly ahead of their time. Appropriat
season’s dramatic highlights was the conclusion of:
series that had once been ahead of its time, Qu
Fugitive. It was an amicable cancellation as Marti
David Janssen ali agreed that, while a fifth seaso
profitable, it was time to move on. As part of that w
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‘who publicly pondered, “Sock it to me?” (the show’s
noh ling). Frequent guests Sammy Davis, Jr. and Flj
Vl.ved the old Pigmeat Markham routine that used thE
“Here come de’ judge.”

the guests kept viewers on their toes, the regular cast
he program’s popular continuing bits. A weekly “cock-
and the many-shuttered “joke wall” served as the
_a_ds for timely one-liners by the entire crew, who soon
familiar figures with well-known characterizations. Arte
as-a dirty old man repeatedly pestering a spinsterish
“Judy Came was a bikinied go-go dancer with pithy
.n-t:ed on her body; Goldie Hawn was the similarly
b blonde incarnate; Henry Gibson was a poelry-
flower person”; and announcer Gary Owens was an ear-
cature of radio’s deep-voiced announcers of the 1930s
aracters popularized a lexicon of punch lines that 5001;
way into the national language. From Johnson, who
a'n::m_]reconstructed Nazi soldier, came the intonation at
¢h'show, “Verry interesting.” Whenever Carne was
aying “Sock it to me” she found herself hit by pies
WQ.ter, or falling through a trap door. Rowan anci
clves added such phrases as “You bet your bippy,”

viewers with familiar characters to guide them through
images. Blackout bits in the special were adited inft
gaggle of talented but gcneréll'
Henry Gibson, Arte Jo
delivered the punch
material weni by

IN THE FALL OF 1967, TVv’S TOP TEN LIST included such
Red Skelton, Ed Syllivan, Jackie Gleason, Lucille
everly Hillbii- machine-gun pace. A
comedians inciuding Ruth Buzzi,
Anne Worley, and Judy Carne

phrases, puns, and clunkers. The
there were three good jokes in ten, the laughter from:t
out the memory of the seven flops. Tf acne of them.

would soon be more flashing by anyway. All the ele
ness was held together by Rowan apd Martin, wh
essentially “square” hosts of the “Laugh-In" spec

very important role of anchoring the flights of fan
Confounded by’ eve

familiar presence aand humor.
viewers could turn to them for reassurance.

“Taugh-In” was colorful, innovative, and far mor
any of the new fall shows premiering that month:
heavyweights of Gunsmoke and Lucy swamped " the
Man From UNCUL.E on Monday nights, NBC
Laugh-In as a mid-season replacement series, though
feared that the program’s unigue style might ;hu

venerables as
Ball, Andy Griffith, Bonanza, Gunsmoke, and The B
lies, Most had been around for over a decade, some nearly twenty
years. Though stilt popular, they could mot last forever. Yet pro-
grammers were having trouble coming up with a formula to pro-
duce dusable new replaceinents and the only bona-fide hits that had
emerged from the previous season’s new shows were the very
traditional Family Affair, a revival of Dragnet, and the youth-
oriented Smothers Rrothers Comedy Hour. For the 1967-68 season
premieres, the networks included a nod to the young adult audi-
ence, but for the most part continued to emphasize familiar TV
veterans in new but very safe and predictable yariety, sitcom,
crime, and Western vehicles. Viewers were generally unexcited by
11 premierss passed, they turned back

it all and, after the flurry of fal
to their old favorites, Though a number of the new shows eventual-
instant smash, By Christ-

Iy caught op, none of them became an
mas, the bucolic saga of Gentle Ben (a lovable bear in a Florida
game preserve) was the only new program in the top twenty.

As part of the second season revamping in Tanuary, another new
variety show appeased, hosted by a pair of very familiar showbiz Instead, it helped, Langh-In's frantic structurs

veterans, Dan Rowan and Dick Martin. For years, the two had jokes, and many running gags set the show apart
brought their straightforward routines to pumerous traditional else on television, injecting life into an ossified fo!
comedy-variety shows and, in the summex of 1966, had served as often settled into the same dult routing. Viewers gréW
competent ‘hosts 10 one of Dean Martin’s stmmer replacement unexpected twists, surprise guest shots, and fresh new

series. They were unlikely candidates to be pioneers in a new wave Laugh-In.
of television comedy, yet their new show was truly different. On the first episode in January,
Within four months, Rowa#n and Martin's Laugh-In exploded into viewers to the unlikely figure of Tiny Tim, 2 8
4 national hit, bringing to mass popularity the innovative television fike a cross between a Bowery bum and Tinker B
comedy techniques developed years before by Emie Kovacs. large hook nose, a death-white complexion, and:an
In the early 1960s, Kovacs had put together a monthly comedy frey-type ukulele that he used to accompany hi
program for ABC in which he replaced the traditional comedy- setto on such traditional baitads as “Tip Toe thro
variety structure with bizarre visuals, off-the-wall sketches, and Such a bizarre guest was clear evidence that Laug
short unconnected bits {blackouts). The program had fallen short of to break from the staid and safe traditions of ™
its innovative premise, though, because Kovacs had been severely though even Rowan and Martin acknowledged hi_S
limited by a minuscuie hudget. In 1967, producer George Schiatter, arity and turned his presence, actual or threatent
armed with much more money and the latest TV technology, pro- gag (“You're not gomg to bring back Tiny Tims 2 ¥
duced a pilot for NBC called “Laugh-In,” which aired on Sepiem- Other, more traditional, celebrities also appééife.
ber 9, 1967. The show reworked and updated the Kovacs approach psually delivering quick one-liners in brief came -
deo tape tricks and techniques, had te be alert o caich such guests

to huwmor, incorporating new vi as Bob HOj
expanding the crew of writers and performers, and providing John Wayne, Zsa Zsa Gabor, and then president

Rowap and M

Sr2in The Prisoner. (@ ITC Entertainment, Inc.)
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M Godh
han) makes a speech to the residents of the Village as part of his campaign

;?e fickle finger of fate,” and “beautiful downtown Burbank.”
A terbthc show had been a solid hit for more than a year, some cast
inznllj ; zri rrSnove?d onland a.secoud generation of Laugh-in support-
nep yers arrived including the hippy-dippy Alan Sues; the very
a[1]:15; 11:;1; E_lrlchal.'d Dawson (moonlighting from Hogan’s Heroes),
ogs ;ﬂ )‘;Sﬂonzhn, as the caustic, chest-scratching telephone opera-
' ‘I'Jke any truly different TV show, Laugh-In had to overc
1n.1t1a1 uncertainty among viewers, but once they became fam?lrinai
:;hhthe pzt;gram’s style, they found it casy and fun to follow. In
Cieverou%', ugh-In .squeezed together slapstick, vaudeville, satire,
visuals, an air of -eurrent hipness, and even a few normai
guests. The program had everything the other comedy-variet
zi;f[}e\gstha;ll-lj-uz Iénlore of it, presented with fresh faces and I\;r.)pahrilsetiy
: echnical discipline. By May, Laugh-In was a soli ,
iltlst :rrigrf:;quenﬂy en@ed up the number one program on tf‘:ilet\?iiig?
o eno HES pOpularlty,.along With that of The Smothers Brothers
o v Hour, was tangible evidence that the American TV audi-
e seemu_ed ready for more experimental, sophisticated, and ev
controversial fare than had been available week in and, week i
over th‘e previous decade. For still further proof, there w (t)llxlt
continuing success of prime time movies. , s
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Dick’s cartoon heroes. Cassidy looked as if he had
from the comic page and his narcissistic, self-

o — T — = nr r=
— - Pt ~C o = = - i
= f’]\\ 11 gl @y(s S G5 fﬂu 12 0) QJ = demonstrated that he truly believed he was a
L JJ LA o LA D S - - ot and character frequently faced off, with Dick’s
7:30 8:00 2:30 9:00 9:30 10:00 10:30 pving as the perfect antidote to North’s insatiable
7:00 : ; i ] ; . .
The Big Vall : ‘
COWBOY IN AFRICA The Rat Patrol Felony Squad Peylon Place g Valley : 1t ggTandlzcmel;nL. Nothing cguld ultlmate@y shake
M tocel — CAROL BURNETT SHOW - . -and he thrived on compliments. He instantly
‘The Lucy Show Andy Griffith Show Family Affair R ougl) . , . } ) .
o Jecal Gunsmoke e Lucy adoring fan’s delight at meeting him with the
The Monkees l The Man From U.N.C.L.E. DANNY THOMAS HOUR s Jition, “Tt was worth waiting for, wasn’t it?”
N local ' . ) d .
; en the advantageous Wednesday night slot
N.Y.P.D Hollywood Palace Hgiwas giv geou y mg C sk
local GARRISON'S GORILLAS The Invaders Y.P.D. 11 hnad recently held (Following The Beverly Hillbil-
e Red Skefton Hour oD GBS Nows Hour cres), but the new sitcom bombed out in the
Daktari . . ) X L
e NBG Tuesday Nighi At The Movies anceled after its first season. While very similar
ues - -
E Tocal | Dream OF Jeanrie l JERRY LEWLS SHOW The Mary Tyler Moore Show would catch on in
GUSTER THE BECOND The ABG Wednesday Night Movie s, He and She, like Love on a Rooftop, was guilty
locel THE LEGEND OF HUNDRED YEARS - its time with a mix of realistic and satirical
w —_— Acres HE AND SHE BUNDEE AND THE GULHAN of .
focal Lost In Space The Beverly Hillillies)  Gireen - most successful new sitcom of the 196768 season
= The Virginian KI;ABFT[; ﬂUSECSEﬁ-L Fun For Your -2 ildish adventures of The Flying Nun. i
0 ope - - .
b oca! re of He and She, and the implied failure of
locai Batman THE FLYING NUN l Bewitched That Girl l Peyton Plage l GOOD COMPANY LS in gener al, CBS canceled plans to develop
Cal . .
T - CBS Thursday Night Movies filmmakers Norman Lear and Bud Yorkin as
GIMARRON STRIP = . . .
tocal of th vely daring BBC work-
o Dragnet 1668 1 Dean Martin Show feside version : e relatively g
oo Danie! Boone l |RONSIDE 1 Till Death Us Do Part. For two years that pro-
R . o - .
lTHE GUNS OF WiLL UnD, FOR THE DEFENS shocking and delighting tl_le Bnt:shl aundience
local OFF TO SEE THE WIZARD HONDO SONNETT ed AM Garnett (Warren Mitchell) violated all
iocal The Wild, Wild West Gomer Pyle, U.S.M.C. GBS Friday Night Movies - TV decoram. He hurtled epithets at his wife and
R Ball 1elophons Hout__ ntly dropped racial shurs, and called well-known
Tarzan Star Trek |AGCWDENTAL. FAMWLYII— NHG News Specials nstantly dropp c > we
1 local ames such as “grammar school twit.” Though
fron Horse s behavior in a situation comedy, CBS saw it
local The Dating Game | The Newlywed Game Lawrence Welk Show ron Hars one f AN Consumpt ¥
S ! l MANNIX strong for Americ ption.
X Petticoat Junction 2 ‘ P
local Jackie Gleason Shicw My Three Sons Hogan's Heroes i that: managed a mix of tradittonal characters and
MAYA Get Smart NBG Saturday Night At The Movies e -contemnporary concerns was the cop show, With
T oo on the public’s mind and on the nightly news
ight Movie P .. .
Voyage To The Bottom Of The Sea The FBI The ABC Sunday Night Movi efid very short step to the world of fictional police
oyag . : . .
GENTLE BEN Ed Suilivan Show Smothers Brothers Comedy Hour Mission: Impossicle crime revival had begun in the 1966—67 season with
Lassle F
T TS — THE HIGH CHAPARRA ision of the old Dragnet duo of Jack Webb and
walt Disney's Wonderfut Worl 0lo! LAW .
N local

While most of the new network series struggled near the bottom
of the ratings charts, all four movie nights on CBS and NBC rested
safely in the top forty. Viewers accepted and supported the mori
realistic. adult themes in such features as “Never on Suxiflay,
“Tom Jones,” “Splendor in the Grass,” “Dr. Strangelove, @d
“King Rat,” with such films as “The Birds,” “Cat 02 a Hpt Tin
Roof,” “The Great Escape,” and “North by Nortlllwest racking up
extremely high ratings. At mid-season, NBC decided to aczld a third
night of movies in the fall of 1968 so that, for the first time ever,
there would be a network movie every night of the week.

Yet over the entire television schedule such changes were
with both viewers and the networks generally
moving with caution in shaking up different formats. CBS made a
few moves to modernize both its image and schedul.e for the ?967—
68 season, but met solid viewer resistance or indifference in the
process. The network had attempted to cancel the oldest oater of
them alt, Gunsmoke, at the end of the 1966-67 Se?son, but a,n
outpouring of public support (and the diref:t intervention of CBS’s
Willizm Paley) saved the show, though it was moved t9 a ne».‘V
early time slot (Monday at 7:30 P.M.}, a}ssumed to be an impossi-
ble positien for an adult Western. Fooling everyl_:ody, Gunsmoke
bounced back into the iop ten with even higher ratings than before.
However, this did not signal a revival of interest in the overall
Western format and new shows such as Custer aJ.Ild Dundee anfi the
Culhane quickly faded from view. At the same time, CBS hesitant-

taking place slowly,
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ly experimented in the field of situation comfady w1_th.._
realistic young adult show, He and She, _but it met the
ABC's Love on a Rooftop from the previous seasort. |

He and She starred the real life husband and:
Richard Benjamin and Paula Prentiss, who filled
roles of slightly befuddled, misunderstood husb_and.
wacky, often incomprehensible wife. Paula Preg -
(like Judy Carne’s in Love on a Ro?ftoP) was a8
forward in the presentation of women 1n sitcoms.
daffy, Paula clearly had a head on her shouldc?r- .
totally dependent on het husband. They had no childre
free to pursue her own interests while he : .
though certainly uncommo, job as a cartoonist. The:
a deep and genuine affection for each other so tha
sitcom schemes and complications seemed a reas

being in love.

Besides the strong leads, He and She was blesse.d.. C
ers who should have made':_th
smash hit on their talent alone. Former folk singer H
portrayed a gnomish, klutzy apartment superintende_nt
ble Harold Gould was Dick’s boss; and Kenneth_
(hickheaded but friendly neighborhood fireman wh} :
the firchouse by climbing through Dick and Paula’s £
dow. Best of the best, Jack Cassidy was Oscar Sor
who played Jetman, the fead character in a teleV1S1{)Il.

group of supporting play

worked &

Ben Alexander, though they appeared in two different programs.
Alexander arrived first, in the fall of 1966, with Felony Squad for
ABC. The program was a very routine crime ¢xercise set in Los
Angeles, and its proclivity for scenes of spurting blood (“going
heavy on the ketchup™) was its only distinguishing feature. Jack
Webb, though, made a very conscious effort to appear topical in
his revival of Dragner for NBC.

As producer—\néritepnarrator-star, Webb brought his tight-lipped
“just the facts, ma’am” style of drama to a new decade, first in a
successtul made-for-TV movie, then as a mid-season repiacement
series, Dragnet ‘67 {the year was added to make certain the audi-
ence knew this was no rerun). Following its spine-chilling theme
song, Dragret had always assured viewers that the story to follow
was true and that only the names had been changed to protect the
innocent, so the format was the perfect front for stories that could
be consciously topical. In the first episode, Webb (as Joe Friday)
and his new sidekick, Harry Morgan (as Bill Gannon), relentlessly
pwsued a crazed LSD pusher who died dramatically of an over-
dose at the end of the show. Despite the topical trappings, though,
Dragner’s chief strengths continued to be its painstaking methodi-
cal style and dedicated support for the average cop on the beat. Yet
by focusing on crazed peaceniks and deranged dope fiends, Drag-
net and other crime shows such as The FBI could pass off standard
cop show material as hip, modern drama.

The mid-season success of Dragnet brought several new crime
shows to the 1967-68 line-up. Though they reflected touches of
TV topicality, the programs generally presented well preduced,
high quality stories and conflicts. N.Y.P.D. (produced by David
Susskind’s Talent Associates) was filmed on location in New York
City and featared a black and white police duo (played by Robert
Hooks and Frank Converse), but the series managed to resist any
heavy-handed sociology. Mannix (created by Richard Levinson
and William Link) cast Mike Connors in the role of the old faithful
private eye. At first, the plots in the series centered on the conflict
between the lone investigator and the increasingly mechanized job
of crime detection. By its second season, though, Mannix dropped

Though Laugh-in and
the Smothers Brothers
were ushering in a new
generation of comedy-
variety, veterans Ed
Sullivan (center) and
Bob Hope {right) still
remained two of
television’s top draws.
Both received Peabody
Awards in 1967,
presented by Dean John
E. Prewry (leff) to honor,
respectively, twenty and
thirty years of broadeast
success. (Courtesy
Peabody Awards
Collection)

1967-68 SEASON 195




September 14, 1967

Ironside. (NBC). One year after the end of Perry Mason,
Raymond Burr swiiches sides and resumes the fight against
crime in Californiz—this time as a determined police
detective. Though paralyzed from the waist down (by a
would-be assassin) and confined to a wheelchair, chief
Rohert Ironside is always at the scene of the crime, aided by
a special support team that does his legwork.

November 6, 1967

The Phil Donahue Show. Donahue, a radio newsman in
Dayton, Ohio, begins an hour-long weekday television
interview and call-in show there on the Avco Corporation’s
WLWD. In Juae, 1969, the program goes into national
syndication.

January 1, 1968
Bob Young replaces Peter Jennings as ABC’s nighily

news anchor.

January 9, 1968

1 Takes a Thief. (ABC). Robert Wagner stars as Alexander
Mundy, an unreformed cat burglar released from prison to
work for the U.S. goverament as an undercover agent-thief,
The adventuares are played tongue-in-cheek, combining the
charming sophistication of the short-lived Rogues series with
the spy shenanigans of The Man frem UN.CLE. Fred
Astaire adds a further touch of class in the program’s third
season by assuming the recurring role of Alister Mundy,
father of Alex and a master thief in his own right.

the computer-and-society angle and slipped into the more familiar
rock’em sock’em two-fisted detective mold popular since the days
of Mickey Spillane. Raymond Burr settled for a less violent gim-
mick premise and portrayed a disabled San Francisco police chief
in the slickly produced Ironside. Though confined to a wheelchair
by a sniper’s bullet, Robert Ironside could still track down crimi-
nals and often used his dominant, snarling personality to intimidate
them into surrendering.

As the urban action police shows returned in strength to televi-
sion, the more fantasy-oriented world of the spies was fading. Over
just a few years, the form had been hopelessly diluted in every
medium: film, print, and television. For the most part, gimmicks
and humer had completely supplanted the stories, character devel-
opment, and dramatic confrontations. Even the granddaddy of
them all, James Bond, fell victim to gimmick overkill, prompting
Sean Connery’s departure from thie theatrical Bond role after the
well-panned “You Only Live Twice.” The weekly TV spy series
were especially volnerable to the constant overexposure and had
practicalty become parodies of themselves with conflicts that could
no longer be taken seriously. In Britain, where the spy craze had
begun, Diana Rigg (the delectable Mrs. Peel) left TV's best spy
series, The Avengers, and her replacement, Linda Thorson (as Tara
King), adopted a more helpless demeanor that robbed the show of
its dramatic tension and unique point of view. Even worse, the
seties was revamped so that both John Steed and Tara King fost
their free-wheeling independence and were forced to report direct-
ly to Mother (Patrick Newell), an oddball superior in a wheelchair.
Yet as super-sleuth TV was in its death rattle, Britain came up with
cne final spy masterpiece that successfully combined numerous
strains of entertainment into one of the best television programs
ever devised, The Prisoner.
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Since 1960, Patrick McGoohan had been portrayin
John Drake (ak.a. Danger Man) and, after seven yeaj,
been involved in almost every possible spy plot. Mg
was time to take the spy motif one step further angd
concepts that were often lurking just under the:s
Danger Man/Secret Agent series. Working onder |
wraps and backed by Sir Lew Grade’s British telev;
conglomerate, McGoohan, acting as executive prod;
turned out the seventeen-episode Prisoner series, It
dazzlingly produced program then on British televi
one of the most expensive, running $168,000 per
high costs for individual episodes would have been:
bear in the open-ended world of Armerican telev

producers developed ideas into series they hoped wol

years, yet faced the very real possibility of being canc
weeks. Most British series were designed to end aftera
of weeks anyway, so the total cost of a program wa
project. The limited run also allowed more time to ¢
pacing both in particular episodes and in the entire se
han constructed each segment of The Prisoner with:

and complexity usually reserved for one-shot featurs film

theatrical productions. As a result, the series achi
artistic success on a par with high quality hteratm
theater.

The Prisoner took the audience from the supposedy
of John Drake, the spy, into the symbolic world of Th
very pretty prison-resort in which everyone was knio
number. McGochan, once again portraying a gove
(similar to Drake), found himself in The Village fo
abrupt resignation from the British spy service. He'h
leave Britain (with a good deal of sensitive security |
his head) and take a soul-searching vacation, bu
unconscious and spirited away to the mysterious §
before he could finish packing. Once there, he was
apartment and given his own number, Six. Numpih
constant scrutiny and interrogation by Number Two
the day-to-day operations and security. The contest ¥
each episode Number Two tried to discover the rease
Six’s resignation while Number Six tried to thwart hi

This was merely the setup, the logical explan
conflict in each episode. The real focus of the seri
concept of independence and free will forever baitli
and submission. Most of the private eyes, spies, and:(
over the years had been waging the same battle as N
it had never been so vividly expressed. Philip: Mar
Spade, Bosion Blackie, Martin Kane, Peter Gun
Tohn Drake, and Richard Kimble (on the other side
been inside-outsiders trying to cope with the encrod
increasingly impersonal world. Their unending s
had always been presented within the convenient and
fiable framework of crime and justice. In such a se
hero might be insubordinate and a rebel but, in the o3
worked for the “legitimate” authority. In reality, the
often had more in common with those he pursned
superiors. It was just a matter of which side of the fir
law one happened to fall on. Ultimately, the most 1]
these heroes ever waged was the fight to keep theit
idiosyncratic ways and not be forced to become aver?

In The Prisoner, this conflict was laid bare an
revealed. Number Six had spent his adult Tife trackin
capturing agents just like him. In The Village he: i
consequences of his actions and experience first hand _
the system he had been working for. The posmbﬂ_l'

aetantly dangled as an inducement for him to

¢ for resigning, but this was an illusion. His

'fﬂways come from his own skill and instincts

0D od his guard, gave in, and accepted such an

 Beaten man, totally indistinguishable from the
a5 populace at large.

m & clear who ran The Village. At various points

ritish, and even joint control was suggested.

“guys and bad guys were thereby eliminated

& tliat the good guys (the British) were not so .

oté might not be any difference hetween them and
iyé (the Russians). Perhaps both, as important
weré inherently bad. Capitalism and Communism
the real, underlying division became clear in

antrol from above or personal free will,
all of 1967 in Britain (and the summer of 1968
when CBS presented the series). a surprising-
swers kept funing in to observe both McGoo-
rformance as a frustrated, but intelligent, caged
fex plots and elaborate sets that gave the show a
ation far above normal TV fare. The beauty of
qugh; was its simultaneous success on many

f;'.a.ud, if nothing else, The Prisoner could be
g escape story With elaborate gadgets and

ented the entire philosophy of the program in the
ii-0f 'a Western, McGoohan portrayed Number
ghter former lawman who refused to become
in-a small town under the thumb of an all-
judge. In this guise, Number Six seemed almost

+ Dillon and Paladin, and the insjde-outsider theme
as-tevealed as a universal one which had afready

st basic and durable American morality play,

‘i tour de force, two-episode finale that re-
Ievel of meaning, At the dramatic climax,
red that Number One (the boss of all bosses},
‘en searching from the beginning, was none
He was both jailer and prisoner. Hunter and
“anid persecuted. As the characters in the comic
-.explamed, “We have met the enemy and he is

d].fferent The Prisoner did remarkably well. It
atiia: in Britain and registered a more than re-
har f the audience in America. The program also
eritical acclaim fo be rerun by CBS the following
rned up in syndicated reruns (sans commer-

production on several levels: sitcoms (Steptoe
Dedth Us Do Part), adventure (The Prisoner and
Soap-opera (the ever-present Coronation Street),
aps; called historical dramas (such as The Forsvte
hit in its first BBC airing during the 1966-67

_ o few equivalents. For all their geod points,
ronside and Mannix were not seen as profound
Q\{lsion art. One reason for Britain’s superior
titish television was guided by a looser set of
ec.i characters and plots to maintain a more

realistic and earthy nature. Another very important reason was the
existence of the government-funded, noncommercizl BBC that
could afford to experiment with forms considered too volatile for
commercial broadcasters.

America had nothing to compare with the BBC. For more than
ten years, NET had served as a quasi-network for more than one
hundred educational stations in the United States, but it operated
under a severely limited budget and was usually forced to send its
programs through the mail. Instructional shows such as The French
Chef, children’s shows such as Mr. Rogers’ Neighborhood, and
“talking head” public affairs shows such as Washington Week in
Review, while excellent programs, all reflected very frugal produc-
tion techniques that pointed up the lack of available funds. The
programs looked low budget and could never sericusly compete
with commercial fare for viewer support.

In early 1967, a commission funded by the Carnegie Corpora-
tion issued a report suggesting a radical rethinking of the basics
behind educational television. It offered a blueprint for a new
concept, public television, that would emphasize entertainment and
information, not merely instruction. Congress would provide the
major funding for public television, but an independent corporation
would be established to dispense the money to the local stations in
the NET network and act as a buffer between them and Congress.
This would allow governmental support but, hopefully, preclude
governmental control. President Johnson’s strong support of the
Carnegie commission’s proposals helped push a biil through Con-
gress that made most of the recommendations law. In November

March 4, 1968

The Dick Cavert Show. (ABC). Former gag writer Dick
Cavett conducts a ninety-minute talk show on weekday
mornings, with a twist: Not only does he include “serious”
non-showbiz guests such as Buckminster Fuller, he brings
them out first!

May 21, 1968

“Hunger in America.” (CBS). Producer Martin Carr tums
out an old-fashioned hard-hitting CBS documentary for CBS
Reports. Carr focuses on malnutrition among Indians in the
Southwest and tenant farmers in Virgirnia, in the style of Ed
Murrow’s 1960 “Harvest of Shame.” The agriculture
industry is quick to criticize the report’ and even the
Secretary of Agriculture, Orville Freeman, finds it necessary
to defend the department’s hunger policy from the
embarrassing footage.

May 27, 1968
After only five mon# as anchor for The ABC Evening
News, Bob Young is replaced by Frank Reynolds.

August 5, 1968

The Republican National Convention opens in Miami
-Beach. ABC opts for “selected coverage” and sticks with
regular entertainment fare for the first ninety mimtes of
prime time.

September 6, 1968

The era of fifteen-minute soap operas, once a staple of
daytime radio and television, comes to an end with the final
quarter-hour broadcasts of CBS’s Search for Tomorrow and
The Guiding Lighr. Three days later, the two shows return in
expanded thirty-minute formats.
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é'j:or, well-coordinated offensive throughout
o innumerable evenings of generally pointless
Tet gave the networks exciting, street-by-
hat dramatized the war as never before. The
ymber of provincial capitals for a few days
jussy in Saigon itself for a few hours. Even-
4 the Viet Cong back while inflicting heavy
15 ant image had been shattered. It was clear
government was either ignorant of the Viet
lying to the American public. For the first

Unfortunately, PBL lasied only two seasons and we
hit on its own. .
PBL was debilitated from its inception by a series of es;
battles as people at both the Ford Foundation an NE e
mold the program o fit their own expectations. The: qaT
anti-white viewpoint of the nearly all black theatricay
premiere episode rankled a few corporate nerves,
Absence” was the only important drama presenty
offered. The anti-commercials were also judged tos
and dropped after a few weeks, as the program s¢ i
traditional documentary format. Even in this app twork reporters aggressively and openly ques-
continued disagreement among the PBL OVETSeers; nt -position. '
first season as the iraditional educational faction (lég algo provided one po‘v\.ferful phOtOg.raphlc mo-
of the Columbia school of journalism} fought th" e to symbolize Fhe Vietnam War itself, Dur-
public wing (headed by Av Westin) for total contro ffensive', while NBC cameras rolled, the
gram. After a showdown in June 1968, Westin ‘¢almly raised a small relvolver to the t?mple
control, but bitter feelings remained. Money shortage prisoner and pulled the mggf-:r. The prisoner
second season forced a drastic cutback of in-house prod onnd: and blood spurted from h_m nead. It was a
after a gallant but losing struggle, PBL died on May act without any great SI:HOUODS or dramatic
Most of its top staff mermbers moved o ABC’s news d e ngge:ssary. Though We prisoner was no .doubt
In spite of its troubled history, PBL served as an i __the_-real-hff: e_bxecutlon, takmg_place without
in broadcasting. While the commercial networks-r legal conviction, seemefi the final outrage to
PBL examined such issues as a proposed anti-bal o lowing the Tet offens1lve, more‘anc.l more
system (ABM), community antenna television - (CA e gkened press in Pubhcly quesuonm.g the
care, and the possibifity of & second Northeast blacky avernment’s war policy and the promise of
independent documentary producers such as Frederi '
invaluable exposure, airing individualistic view
Martin Luther King, Jr., cancer, law and order, and: e
The very existence of PBL spurred NBC and CBS

own output of real news documentaries, and the progr I L2 S
the direct model for NBC’s First Tuesday and CBS’ tésidént Johnson announced 4 reduction in the

two newsmagazine shows which premiered in the '-1_9_6_ - o_f ;.’Vietnam, then dramatically withdrew
Despite the prodding from public television in 19 campaign. Robert Kennedy, Eugene McCarthy,
mercial networks were still caught in the cautious dék bert I.{umphm,y were 1e:ft to vie for the nomi-
guts journalism,” especially in their reports on th'e_ Republicans, Richard Nixon was well on his
Fven as American troop strength neared one-hakf m]l
coverage of the war continued practically uncha)il_ge
symbolic low point from late 1967 through January
due to lobbying by CBS, all three networks tacitly agr
very little attention to the October peace march on: W,
thousands of war protesters, which ended in hundr
when the group stormed the Pentagon. In January,

the inevitable, canceled its excellently produced, ! : : 1 Mi
anced, but rarely seen weekly Vietam show, ABC ceived his party’s nomination) turned out to

trast that same month, public television displayed ifs: : h‘__\{eg few‘ interegﬁng moments anyway. The
a frankly pro-Viet Cong documentary by Feli _G_ =in Chicago in late August, however,
North Viemam.” Actually, CBS had originally p: iferent matter. o
but, upon seeing the footage, decided to use only'_b;l_ eitmity between the press and politicians
the nightly news. NET Journal, however, presented: even b.efore the_ convention openeq. There
of the ninety-minute documentary which, though"_bji_'_ -ght-_secunty d}xe, in part, to the genuine fe?n
a rare look at the North Vieinamese in their homelan . _tbe assassination of Robert Kemnedy in
The film was followed by a one-hour hawk and do ver, Chicago Mayor Richard 1. Daley
even so, NET received a great deal of flak for airing revent anything or anyoue, especially (he
all. In April, however, CBS sent its own Chal_ries
directly to Hanoi for a series of filmed reports
months, the commercial networks had drastically
coverage of the war. The Tes offensive in early Febi
the dramatic rallying poin for the change and the et
“no guts journalism.” :
For years, network correspondents had been genéf:_
the official government line that the United State
winning the war and that the Viet Cong were gIOWH:
weaker. Suddenly, this supposedly weakened enetd

1967 Johnson signed the Public Broadcasting Act of 1967, which
set up the fifteen-member buffer organization called the Corpora-
tion for Public Broadcasting (CPB). Immediately, CPB ran into the
first of many governmental road blocks. Congress was to grant $9
million for CPB's first year of operation but, in early L1968, both
the White House and Congress delayed the actual transfer of funds,
stalling governmental support for the new system. Instead, as i_n
the past, the largess of many private organizations kept public
television afloat until a lower compromise figure could be agreed
to by the government. Such haggling over congressional money
became a yearly ritual that repeatedly left the CPB on unsure
footing. Even with all its complications, though, the institution Qf
government funding was an important siep for the future of public
television. _
The first program (o incorporate the concept of public television
was PBL (the Public Broadcast Laboratery), a weekly, two and
one-half hour live news magazine program. The Ford Foundation,
which had been channeling money to educational television since
NET’s inception in 1952, donated $10 million in 1967 for the
creation of the program at the urging of former CBS News presi-
dent, Fred Friendly, who had become the foundation’s advisor on
television. With the exception of the CBS News Houy, the networks
had largely given up weekly, hard-hitting news shows, preferring
instead safe specials such as “Discover America with Jose
Jimenez.” PBL promised to be unlike anything else then available
on television and certainly unlike anything ever seen on NET. It
would be live, in color, and use some well-known, highly profes-
sional talent drawn from commercial television itself. Edward P.
Morgan was granted a two-year leave of absence from ABC to act
as PBI s anchorman. Tom Pettit of NBC became head of one of
the regional bureaus that produced pieces for the program. CBS
News veteran Av Westin was named executive producer. Advance
publicity touted the show as a “revolution in broadcasting” and
Westin explained the need for it, declaring, “The time has coms to
put an end to what T call ‘music up and under documentaries’ in
which, as we head into the final commercial, we are reminded that
there is 2 preblem and certainly something ought to be done about
it—but, please don’t ask what.”

The premiere of PBL in November 1967 was not quite a revolu-
tion, but it was an important landmark in American TV. The first
program was a cross between See It Now and Omnibus, using a
mixture of documentary and drama segments all devoted to an
overall theme, race relations, The documentary reports examined
the Cleveland and Boston mayoral contests, which centered on
race; a traditional panel discussion presented appropriately antag-
omistic extremists (from Chicago); and a dramatic production, “A
Day of Absence,” showed a fantasy world in which ali the blacks
in America decided to leave, and white society found itself unable
to cope with their absence. PBL also incorporated si)‘;ty—s?cond
spots {dubbed «unti-commercials™), placing them at points n the
show where their counterparts on a regular commercial program
would normally appear. The messages revealed that all the compet-
ing brands of aspirin were alike, and that the long-Jonger-longest
fad among cigarette manufacturers only resulted in more-most-
mostest tar for the suffering consumer.

The most impertant aspect of PBL was that it successfully
adopted the methods and formats used by the commercial net-
works, signaling a sharp break from the pure educational slant of
NET’s past. In place of the many drab and deadly boring pseudo-
Tectures, PBL brought in well-known commentators, slick produc-
tion, and elaborate graphics and sets. It showed that American
television could have it both ways, offering programs that were

informative and classy as well as entertaining and appealing.

trention quickly shifted back to the domestic
skepticism on the war turned the campaign
ssidential nomination into a race in which the
ht actoally lose. On March 31, in a special

etage of the event and opted for ninety-minute
(9:30-11:00 P.M.). This allowed the network
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press, from spoiling the traditional convention euphoria. A pre-
tracted union dispufe (which many network executives felt Daley
could have settled if he had really wanted to) wreaked havoc on the
networks® plans for live coverage of events throughout the city.
Daley and the Democrats also tried to impose strict reductions on
the number of press people allowed on the convention floor.
What's more, there was obvious tension beiween pro-
administration and antiwar factions, both in the convention hall
and gathered on the streets outside. When the convention itself
began, the barely contained antagonism broke out into the open.

The press openly referred to Chicago as an armed camp, even a
police state, evoking memories of the Soviet invasion of Czecho-
slovakia only days before. Despite the security (or because of it),
violence broke out both outside and inside, with parts of the con-
vention floor sometimes resembling a wrestling ring as frustrated
anti-war Democrats (while numerous) were out-voted at every
turn. (Vice President Humphrey wound up as the Democratic
nominee.} At the height of the melee inside the convention hall,
CBS’s Dan Rather was shown being punched and dragged from
the floor by security forces, prompting Walter Cronkite to pro-
claim, “I think we’ve got a bunch of thugs here, Dan.” Outside, an
eruption of violence between demeonstrators and police resuited in
vivid and graphic TV footage of pitched battles, flying objects, and
brutal beatings. Tronically, the limited technical conpections for
live coverage throughout the city delayed delivery of some of these
images just enough so that when they hit the air, they were in
direct competition with the main portion of the convention session.
The result was an eerie counterpoint of outside riot footage juxta-
posed against convention hall platitudes, touching a sensitive nerve
in those watching at home.

In the many post-convention inquiries by the FCC and indepen-
dent organizations, the networks were acquitted of taking a biased
point of view in covering the Democratic convention, Neverthe-
less, television was once again cast in the role of the messenger
with the bad news, punished for telling what it knew. The whole
world might have been watching, as the street protesters chanted,
but the whole world was not getting the same message. People of
every point of view were infuriated by what they saw at the Chica-
go convention, but they adjusted the television images to fit their
own preconceived beliefs. Anti-war forces cafled the outside
confrontations a police riot, driven by instances of deliberate
police brutality. They angrily viewed the mayor of Chicago as
responsible for their treatment, considering him a heavy-handed
despot who directed the convention from his delegate seat, heck-
ling speakers like a common street hood. Many others, viewing the
same scenes, saw a gang of unruly riotous protestors who taunted
and attacked police, provoking officials into reacting. Yet, they
still received free publicity, even open support, from the news
media.

No matter ﬁ!ow the Chicage convention was seen, however,
television was accused of a much worse sin: forcing millions of
Americans to witness the outrageous events and choose sides.
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THE CHICAGC CONVENTION SOURED Americans not
only toward television news but also toward the Democratic Party.
As a result, Democratic nominee Hubert Humphrey began his
campaign in September far behind Richard Nixon, the Republican
candidate. Unlike the 1964 presidential campaign, the 1968 race
never appeared openly vicious and cutthroat. Nonetheless, behind
the scencs there was a great deal of intense activity to foster
positive, effective images, especially through television.

Remembering his experience against John Kennedy in 1960,
Nixan turned down Humphrey's incessant requests for a series of
televised debates. Nixon's strategy hinged instead on maintaining
complete control over his television environment with the help of a
TV-savvy team (including twenty-eight-year-old talk show produc-
er Roger Ailes). As depicted by Joe McGinnis in his book The
Selling of the President, 1968, their strategy successfully by-
passed Nixon's traditional foes, the working press. When Nixon
arrived int a town, he would take part in a staged press conference-
discussion program with a supposedly typical cross section of local
citizens. Participants in these carefully arranged and highly format-
ted discussions were gathered in each city by the Nixon advance
team as part of its preparation for the candidate’s appearance there.
Former college football coach Bud Wilkinson iraveled along and
hosted the local broadcasts. In settings reminiscent of real press
conferences, the selected citizens would lob softball questions at
Nixon who sharply handled each one, resulting in the appearance
of frank and open debate without any of the risks.

Humphrey slowly began fighting his way back, gathering
sympathy from home viewers who saw the vice president shouted
down by anti-war protesters at rally after rally. In an effective Salt
Lake City speech broadcast nationwide on September 30, Humph-
tey broke, ever so slightly, from President Johnson’s Vietnam
policies, giving him his long-sought image of independence.

Throughout October the gap between the two candidates nar-
rowed and, by November 1, it was a dead heat. On election eve,
Monday, November 4, both candidates held separate fwo-hour
national call-in programs on which average citizens phoned in
questions to either Nixon (on NBC) or Humphrey (on ABC).
Humphrey, ever anxious to debate, had aides monitoring the Nixon
proadcast and often took time to respond to charges his opponcnt
had made moments earlier.

Election night itself proved to be a marathon, the longest elec-
tion coverage in TV history at that time. Near noon of the follow-
ing day, Nixon was declared the winner, just barely edging out

28. The One Punch Season

E'levision. were interacting in a very different way
dy-as Senator John Pastore of Rhode Tsland again
.th. v viclence drum. The upsurge in crime shows
: two years had once again raised the issue of exces-
ance -and fostered another inconclusive round of
o .bly harmful effects upon children. The networks
© Jia atmosphere of public outrage following the
artin Luther King, Jr. and Robert Kennedy (in
1968), Senator Pastore might suggest some form
Al regulation if they did nothing about television
i ves. Therefore, the networks sent out the word in
£ 1968 to tone down the level of violence in produc-
for the fall. : .

416 be just another passing furor, some producers
it cop and Western formats essentially intact by
the length and severity of the gun play and fist
ongressional heat passed. A star in a new Western
4 that, under the new rules, after an Indian was

Humphrey in the popular vote. Six years after his. siy
press conference,” Nixon had completed 2 remarkabl
comeback. Hoping to-stari fresh, both the Presiden
press agreed to an initial “hands off” phase, but man
honeymoon would Jast very long.
With public interest in news events at an election
September CBS launched 60 Minutes, its version of
show, which alternated with the CBS News Hou
nights, used the “magazine for television™ design qu
even down to the graphics and set. The program was
several distinct segments that mixed both hard - 8e
feature stories, with veterans Harry Reasoner and_Mx
serving as hosts and See It Now veleran Don Hewi
producer. On the first show of the series, they presenied
of Italian, German, and British journalists on the
dential campaign along with an interview with Attos
Ramsay Clark on American police as the hard news,
were balanced with warm, homey film essays showin;
Humphrey on the nights they were nominated, aitd:
short, “Why Man Creates.”
NBC retaliated in January with a similar show,
Sander Vanocur, the two-hour First Tuesday, wi
month on Tuesday nights. It had a generally softe
Minutes, offering such features as a repott on Phil _
of the first snccessful heart transplant patients; a-po
Hayworth at fifty, and an in-depth look at the b__ato_
was First Tuesday, however, that came up with the'T
of the year on its second program (February 4, 1969)
the American military’s use of chemical warfare, Van
that in March 1968 there had been an accident in I}
which resulted in the death of a large mumber of _sh'e.e
had done a two-part story on chemical warfare fo
but had allowed the government to review the firial [
airing, and its story produced no such revela. ]
Defense Department offered to help NBC (with the
it would be able to review the final product), the-1
down the agency and pursued the story on its
Congressman Richard McCarthy saw the Febrt.l
wondering why he had never heard of the sheep
an investigation. Because of the television repe s
quent congressional action, the Department of Dei
admitted that it had caused the death of the shee
all in-air tests of chemicals and gasses for bielogical

£ Felony Squad contained exactly one punch.
= was only one instance of police gunfire and,
ective Sam Stone (Howard Duff) leaned over the
g still alive.” These strange new rules and
¥ action stories gave the [1968-69 season the
@ of the “one punch season.”
“out. at least for a while, cop shows had to
ferent type of distinctive hook, Hawaii Five-O
1 travelogue-like scenery, much like Hawaiian
5 i'n_ Paradise in the early 1960s. There, lantern-
irrett: (Jack Lord) headed a team of plainclothes
a.H the legal and extra-legal measures neces-
minal schemes that threatened to disturb the
‘island paradise. Jack Webb, whose police shows
mphasized violence, capitalized on the swing away
out the first in a series of Dragner clones,
program featured a pair of tight-lipped young
by Martin Milner and Kent McCord} who
“three or four umrelated and not very violent
while on patrol in Los Angeles.
Game brought the flippant hero back to the
hut reliable premise of journalist-as-cop. The
1y _éries, based on the made-for-TV movie
‘of the Game,” presented the story of Howard
xploits of its publisher and reporters who all
xpose the fetid world of organized crime in
rime. The show sometimes borrowed the ploy
‘The FBI, grafting a few topical characters
tie story, but the glib-talking performers were
_séries. Gene Barry, Tony Franciosa, and
inthe starring role each week, with all three
rom the company’s girl Friday, played by
jite of occasional plots based on contempo-
it Nawie of the Game was pure pulp fiction, with
ppings of reality, Early in one episode, for
4nciosa received a bruise in a fist fight and—
inwritten rule of instantaneous regenera-
.through the rest of the episode.
“of 1968 television reality, however, was
roduced by Aaron Spelling). The series
ul fledged attempt by a network to absorb the
self-proclaimed counterculture and tim them
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into a standard TV action show. In the face of the deemphasis on
violence, ABC wanted a gimmick to keep the action-adventure
type format functioning almost undisturbed. With an eye on at-
tracting the younger audience that was boosting the ratings of the
youth-flavored comedy-variety shows, the network hoped to create
a new sort of TV hero in Mod Squad. The three main stars in this
cop show were not only young, they were young outcasts. Presea-
son ads identified the mod squad as: “One black, one white, and
one blonde.” Pete Cochran (Michael Cole) was a troubled reject
from a wealthy Beverly Hills family, driven to committing petty
crimes while racked by the existential angst then so fashionable.
Underneath his denim garb, though, lurked the soul of a three-
piece suit. Julie Barnes (Peggy Lipton) was a poor white girl who
hiad run away from her prostitute mother. Reflecting the changing
times in the world of television, she was a very pretty young
woman, but no dummy. Linc Hayes (Clarence Williams IH) was an
intensely brooding, beautiful black rebel, a veteran of Watts who
perpetually wore dark sunglasses. With black consciousness then
undergoing a revolution in America, television was beginning a
180-degree turn in its portrayal of blacks. They were no longer
bumbling, easy-going po’ folk like Beulah, but rather articulate
neo-philosophers just descended from Olympus, though still
gpouting streetwise jargon.

September 16, 1968
Richard Nixon says “Sock it to me?” on Laugh-In.

September 17, 1968

The Doris Day Show. (CBS), The singer-actress begins a
hectic five years adapting to a changing television wozid. In
the first season, Day’s Doris Martin character is a city widow
who moves to the country with her two children. She begins
commuting te a job in the city (as a working mother) during
the show’s second season, moving back to town with her
clan in the third. Finally, in the fall of 1971, the family
disappears and she becomes a swinging single woman
working for a powerful news magazine in San Francisco.

September 23, 1968

Here's Lucy. (CBS). Lucille Ball again uses her durable
formula of wacky redhead againsi the world. Gale Gordon
continues as her blustery boss, but, it a special addition to
the cast, Eacy’s real-life children, Lucie Armaz and Desi
Arnaz, Jr., play her fictional children, Kim and Craig.

November 17, 1968
The Heidi Incident. To begin on time a heavily promoted
new made-for-TV version of “Heidi,” NBC opts to cut from
&3 Sunday afternoon football game in progress {with the New
York Jets holding a comfortable lead over the Oakland Raid-
ers, and only one minute left to piay). Though the children’s
special airs intact, East Coast viewers miss a stunning
football comeback as Oakiand scores fwice to win.

December 3, 1968

“Singer Presents Elvis.” (NBC), The king of rock’n’roli
makes his first television appearance in eight years,
headlining a one-hour special that is a ratings smash, with
both the TV soundtrack album and a single from the show
{(“If T Can Dream’™) becoming big hits. Quickly dubbed “The
Comback Special,” the program’s masical show stopper is an
intimate in-the-round performance with Presley at center
stage, recapturing his 1950s rocking swagger.
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The three young demigods had each been a?rested on minor
charges. Then, middle-aged middle-American pqllce 'captam Adam
Greer (Tige Andrews) talked the reluctant troika into a sirange
deal. They couwld do something positive and work vylthm the
system as undercover agents who would tal'(e on spec:lal'y(?uth-
oriented assignments, possibly even hunting down crlrm.nals
among their former colleagues. It was a Cfum'berso_me, stral.ned
e, but it worked. The three hip, “with it” juvenile dt'atectlves
were easier for America’s teens (o identify with than fnthe.r j[he
square-jawed heroes of Dragnet and The FBI or t.he h1gh—hv*1ng
aristocrass of Name of the Game. The fact that the o was.secrstly
working for the establishment mollified the oldsters. .WIFh Pete,
Julie, and Linc involved in cases as timely as the evening’s heiad—
lines, ABC could exploit current issues S\‘lch as youth reialfﬁlllor?,
drug abuse, and racial tension while malcmg. sure the leglpmate
authority always trinmphed i the end. Now this was TV reahty.

NBC and CBS, fecling they had been left bc@nd, guickly
turned out a number of soapy “with-it” dral.na spefnals that. were
equally facile at incorporating then current isstes into traditional
TV plots. The occasional drama series, CBS Play.house, presented
a string of stoties dealing with ostensibly repelhous young men
who pounded their chests and questioned society but, lafter a talll-:
a elder, saw the light and got a haircui, This symbo'hc
me TV's new happy ending as youth and maturity
d and the prodigal son looked nice for the holidays.
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The sudden urge to “tell it like it 187 an
also began to take hold in the tra
NBC patted itself on the back and pr.
tion comedy to focus directly on blackg
lost time, though, the series shar th ‘
raising its black characters to negrly‘-@wm
Carroll) was a registered nurse who PO
tive human astribute; she was kind W
obedient, and reverent. Befitting the Flm
killed in Vietnam, leaving her to cgre
(Marc Copage). However, this x;}egpt:th
first black family in years was a_ctua].}.
nearly as rare as a black lead. ((_)_r.I..teE.eV
kids were quickly remarried.) Theré wa
image would really upset viewer _t_hOf
nearly indistinguishable from do;eﬂ ol
ihe Andersons, living in the sgm
bland suburbia as they did. She; .:tO
complications, and had a child tqo.-gdor
an odd way, then, Julia really d-;d-.bgng
era’s television lineup because 1_t_'W?S
as any other sitcom then on the Amf:rl_c
What actual relevancy there fgh
only on The Smothers Brothers Cont

of which had blossomed througHQUF' 1

ably in the top twenty them-
E'Ié’y pushed to include more
ored: imacceptable to the CBS
ste Seeger was at last permitted
 put Harry Belafonte was not
o Carnival™ as accompaniment
‘convention’s sireet con-

éed ‘complaints from viewers
o mollify them, CBS insti-
'.'g of The Smothers Brothers

n ﬂiem'several days-to decide

' program. Yet while the nit-
endéor continued week after
ok (CTV) regularly aired the
ered any complaints; in fact, it

d from the U.S. transmission.

Sinothers and CBS came in

hetituted: a Smothers” rerun for

g the program had been
iew: The Smothers said that
# against them and demanded
olicy or they would quit.
o censorship changes that

Baez about her husband David

sentence for draft evasion),

canceled show was aired (as edited by CBS) on March 30. The
next week, the two sides reached the breaking point again, and this
time the Smothers fost both the battle and the war. On Thursday,
April 3, CBS notified the Smothers Brothers that the final-cut tape
of the program scheduled for broadcast April 6 had not yet arrived
in New York for review. During production, CBS had objected to
two segments: the ribbing of Senator Pastore by Tommy and guest
Dan Rowan (should the senator receive the Fickle Finger of Fate
award?) and the double entendre monologue by comedian David
Steinberg, who interpreted the Biblical story of Jonsgh and the
whale with lines such as “Then the Gentiles grabbed the Jew by his
Old Testament.” So on April 6, as the controversial episode aired
as scheduled in Canada, U.S. viewers were shown a repeat of the
November 10 program.

The next morning, the Smothers held an imprompiu press
conference in the screening room of the Four Seasons restaurant in
New York City. TV critics from New York, Boston, and Philadel-
phia viewed the controversial program znd heard an angry outburst
by the Smothers against CBS. As far as CBS was concerned the
war was already over. The Smothers Brothers were fired. Walter
Cronkite’s news show on Friday had already carried the story that
The Smothers Brothers Comedy Hour had been terminated. Recal-
citrant stars could hold out for more money, but calling out CBS in
public and repeatedly refusing to toe the network line was some-
thing the top brass would not tolerate. CBS never aired the April 6

‘episode, filling the time slot with the last two shows that had

already been taped, then playing reruns until a replacement was
ready. (In September, the censored show did air through local
syndication by Metromedia.) The Smothers filed an extensive
lawsnit against CBS charging breach of contract, trade libel, and
infringement of copyright, and eventually (1973) won a court
judgment. But their Comedy Hour was gone.

'They had hoped their success would provide them with enough
clout to take their fight for principles to the limit, but the truth was
that with the national political mood increasingly polarized and

Hawaii Five-O's tried-and-true
crime formula ran for twelve
years on CBS. Series star
Jack Lord (right) and guest
villain George Lazenby. (CBS
Photo Archive @ 2003 CBS
Worldwide, Inc. Al Rights
Reserved.)
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ch as Senator Pastore breathing down broadcasters’
necks, none of the networks felt the extra frouble cansed by such
volatile figures as the Smothers Brothers was worth it. By 1970,
the Smothers Brothers wanted to return to network television, and
they turned up in a bland special that won them a brief summer
series on ABC. In all their subsequent appearaices, though. they
seemed noticeably subdued, especially in contrast to their reputa-
tion for generating exciting controversy on their old show.

NBC’s Laugh-In, though, remained where it was. In spite of
occasional  political needling, Laugh-fn’s most  yevolutionary
aspects were its format and pacing. Once the show had become a
hit, both were easily accepted and, with the exception of a few
dicklish double-entendre jokes, the program Wwas comparatively
safe for the network. After its slow start in 1968, Laugh-In over-
took Luciile Ball and became the top rated TV show on television
through most of 1969. Then, surprisingly, nothing happened.

Normally all the networks eagerly jumped on the bandwagon of

a new hit format and hegan turning out numerous formula copies.
In the early 1960s, the success of such couniry hits as The Andy
Griffith Show and The Beverly Hillbillies ted to dozens of similar
shows throughout prime time and to a strong rural orientation by
CBS that remained the backbone of the getwork’s programming
even in 1969, Laugh-In’s intricate format and image of topicality,
however, proved a difficult mixture ¢ (match. The networks made
several atterapts fo clone the series, but only one caught on.

In eatly 1969, ABC {aunched two Laugh-In lookalikes: Whai’s

It All About, World? and Turn-On, which were both complete

failures. Whar's Jt Al Aboit, World? was a sOLTY COpY that was

tost in the netherworld between a standard comedy-variety format
and Laugh-In’s zaniness. Dean Jones was the program host, but his
image was far too straight-laced for the task. The troupe of comedy
unknowns could never quite find their mark either, even aided by
an newsman Alex Dreier. The show tried 1 be titillating
Trrn-On was even worse.
In. Turn-On.) earned the dubious honor

in television history: one show.
oducer, George Schlatter, Turn-

watchdogs sk

veter
without offending anybody.

Turn-On (Get it? Laugh-
of having the shoriest network run
Though it used Laugh-In’s own pr
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On showed tittle of the humer and ing
centrating instead on the mere
the homan host was eliminated
it was assisted by a guest celebrity {1
episode). The pacing in the pro
modeling itself after the inc
cials: three hundred separate bits were
premiere, with the
out, Bven with Laugh-In
format accepted by the pub
an incomprehensible mi
feil flat. Two policemen
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McGiveney played the slinky, p
Carne). “Topical” political commen
capital of South Vietnam is in Swi
Tducation!”; and the exchang
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5, a number of ABC affiliates
show, with some either refusing
broadeast time to an obscure
ABC Scope). Though many p
On’s alleged sacrilegious fenor jhavingt
al controversy. An execufi
sent a wire to the networ
boys have to write dirty wor
walls.
though it was later pointed out that
not seen the programm.
network ratings race gave it m
ideas in the hope that one mig
same time, in the weakest posl
criticism. On February 7, two day

On October 13, 1968, the crew
the Apollo 7 sent a live felevis
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home. (From left) Command
module pilot Donn F. Eisele anc
mission commander Waiter .
Schirra, Jr. {NASA)
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w_a_s__u.nabie to sell the projected series to sponsors
enough, the only successful copy of Laugh-In was

" g@p—fricd country corn, CBS’s Hee-Haw, the net
cement for the canceled Smothers Brothers ;Nhil fi -
qu.gh—{n would ever consider watching Hee.—Haw e‘b etz
0 peas from the same pod, featuring virtuatty i’der(l)t'
: .e'e.-Haw merely substituted rural trappings. Famili "
ic stars Buck Owens and Roy Clark acted as Ihosts ana;
; orted by celebrity guest stars and a comedy trou
ent: unknowns which soon developed its own 1"211’11.11;‘:1E
ke _Lau{gh—[n, the pace was rapid, the catch phraser
: .‘tbe dialogue filled with sexually oriented doubl S
onically, Hee-Haw turned out to be the most resiliesg
ven (?utlasting Laugh-In itself. At first Laugh-In
: .waif but, by 1970, the program found itself
oner of its own catch phrases and format. Even the
- thug In seemed anachronistic. Hee-Haw suffered
the same problems but it was able to maintain a mo
! h.at lower, strain of humor during its twentre
air (all but the first two as an independejr[n-t

“griginally intended to serve

= o as only summer
gu.ch_ a success that CBS brought it back at the first
Irgc!:-_December of 1969, Hee-Haw took the time
essful, but more traditional, down-home come-

apgf:a_l_g fare for both new season programs and
tlgtrss_. Even it:’s copy of the innovative Laugh-In
) ern. What § more, thzle network continued to
° of aging veterans which, while still success-
e v;mtely. CBS needed some fresh faces and
ver loyaity should some of the old favorites
th@_ }gcreasmg]y tight ratings race. For this
B le;lé: -season.shf'fts allowed CBS to beat a
o 3.}’1{1 mnaintain its long sireak of season
- ._:pi kci)gtmued e.ssentia}lly unchanged into the
e g up a sitcom discarded by NBC (Ger
1969, Afier all, though NBC and ABC con-
= _?;zzzn formats such as the more topical
e histenes, CBS still remained number
] al;s. Though probably inevitable, a
. urgent to the network brass,
tantly: went.back to the farm to shore up its
= éﬁill'fz;mal third network in ratings, also
o § game shows whenever its latest
xception of an occasional summer re-

ver aired. ABC padded the Wednesday night movie to fill
n.._s:.s_tot until it could find a substitute. Taking no chances
.k-replf{ccd Turn-On with the wholesome musical-varieq;

¥ first hour-long daily network news show,

lace

pw Orkgle;;i,mgeartlil; shows had l:feen largely absent from the net-
ok e ! e:;;chedulcs since the quiz show scandal of the
faced( With. - 1s policy bggan to change in the fall of 1966 when
o pmmme% acing an mstal_]t tlop (The Tammy Grimes Show),
the mdioe f(());(lje t{:)f lgztdzztlametwinners, The Dating Game, int(;
e : stop gap. Surprisingly, th
provzfi ;e]sj[;:c:}bl? ratings .and, with its low progl.l};tion‘3 52;‘:
D oction efi)“; or advertisers. The Dating Game was the firsE
REC prome nmii of game s.how impresario Chuck Barris (a former
ekt ot ng egecut:ve), and its prime time success was a
preakthrougn Iions i the field. The program dispensed with the
Ao ta uz;rﬂ . oilt))/_wood celebrity angle of other game shows
ke nstead s nubile young women and handsome young men
e in;lm{nls both to each other and to the audience. The
from a trip of suiit)oi;.; S;lfi:r? ?)t:}?itsgtatrif o C;;JUOSC A
rome _ stage wall by asking a seri
a]mOI;t ;aéliiecltar:gared, silght]yl suggestive, questions.g Thoulgli
it direct lpy of the ancient ABC Arlene Francis vehicle
e et o s 0 i 58

ved ) : ntain a fairly blatant risqué

fali';ﬁ immediately copied his own gimmic)l(c and ;:;3?;;2;0?; -
qually successful Newlywed Game, which had an even strongei

:

Janmary 5, 1969

o T;E”g tt;ltaIIy dis.continues its use of the U.S. Postal Service

o tn shows to 1ts: affiliates, instead relying full time oxt thy
st-to-coast coaxial cable for live transmissions. )

February 17, 1969

Robert Wood becomy :
e
network, s president of the CBS television

March 5, 1969
R
by aé}:h.Roberts, vxfho entered the cable TV business in 1963
oo ying American Cable Systems Inc. (2 Tupelo
1551ppi, system of 1,200 subscribe ing :
_ , 1) reincorporates hi
company in Pennsylvania as Co; 2 i of
0 . mcast Corporati ix of
the words “communications” and “broadczla—lsjt”) o o et

March 31, 1969
T . .
he CBS Moining News with Joseph Benti becomes the

May 26, 1969

Caﬁi;r recci.ving great reviews but low ratings for Dick

o ds daytime talk show, ABC moves it to prime tim
e¢ days a week, for a three-month summer run -

May 26, 1969
Av i
o AB\éfzszla Ift(irmer PBI, boss, becomes executive producer
ghtly news. Howard K. Smith is
commentator te co-anchor with Frank Reynolé)smmomd o

July 7, 1969

re;;zieDLé]gi Il‘;fosrcf how. Group W brings in David Frost 1o
“hound M e > /

program. erv Griffin on its sypchcated talk

August 18, 1969

Th iffi
o ﬁen f’ls/let;' Gr;ﬁ"m Show. (CBS). With the inauguration of
D 1 K .s ov_v on CBS, all three networks have nearl
; . minety-minute gabfests running opposite each )
ate night, Monday through Friday. o otter
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became a symbol of the successful excesses of the’
genre. It might not have been great art, but it was. pus
entertainment. :
American commercial television has always been thy
ment of both crass and class. In 1969, thc_ geli gaucher
Make a Deal was the ranaway hit of day11m$: TY, vet 3
time television delivered some of the most. historic an
ments in its history as it presented the climax &0 the sk
ace and the race to the moon. ABC’s Jules
NBC’s Frank McGee, and CBS’s Walter Cronkite ha
fully reporting the exploits in Amc?lca’slspace progra
early 1960s, from the first sub—orbl@l flights to the:
the behemoth Saturn V rocket. At first, the space It
duced very long programs that had very few v1sua} ig g
the rocket had been launched. There were fmly vyoice trangpi
and neswork mockups to fill the rem?imng hours.._.ln_
NASA began to allow live transmissu?n. of the splas
rocedure {starting wi ,
ngnjljéj 5968 that Ameticans were treated to the  sigh

astronauts, live and in orbit, through signals s.ent fi :
notogy that permitted live bro

The evex-improving ech .
space, even from the capsule itself, at last allowed el

present the full impact and wonder of space exploration
On the cold and snowy Christmas Eve of 196.
gathered to celebrate Christmas, television shared with
and the world, the excitement and the dran.la of the ﬂ_1_gh
8, the first manned spaceship ever 0 orbit the moor
completed its first lunar orbit and emerged from the_-f
moon, mission control in Houston announced that con
reestablished with Apollo 8. Within seconds, an ecric:
black and white image of the moon, close up, app ared
sion, Tt was a sight never before Wime.ssed by human
that night, astronants Frank Borman, Jim Lovell, aln
presented another paporama of lunar landscape whil
the book of Genesis, closing with, “God bless all
gOOSdi):E ar;t:nths later, the three commercial networ
journey of the Apollo 11 ream of Neit %’gmsirong, M
and Bdwin “Bozz” Aldrin, Ir., remalmr_ig on the
contipuous hours in order to show the f]x.st astront
the moon. On July 20, 1969, in preparation for. th
[unar surface, Armstrong and Aldrin entered Thg_-
{(dubbed the “Eagle™), which then separated fro
module and headed to the surface. At touchdow .
Tranquility Armstrong reported, “Houston, Tranqgs
The Eagle has landed.”

5 N

Sy (e (= @
: SN AN SIS0
E 5 Ujl QJ) z_d}/r\ ,\k_) —

conquest of sp

VIOLENCE: the twin tar babies of American televi-

how much the public moratists decried what they
¢ of sex and violence on TV, as soon as their
wi fletwork programmers once again returned {o
ar standbys. Most of the outraged critics faded
n'flie public spotlight, while the home audience
rawn by the lure of programs that included
ex and violence. So for nearly twenty years,
le of outraged criticism, the networks and produc-
fnas much as possible without disturbing too
rg'or politicians with clout. However, Rhode
tful senator, John Pastore, proved to be one of the
the:long line of television critics. He chaired a
icized hearings in 1969 and demonstrated that
fjust fading away. Consequently, the new fall
“turtied into a schizophrenic mix of strategies
overnmental intrusion yet still produce hit

oilo 11 mission commander Neil

i he moon, Ap det )
N of fellow astronaut Edwin Buzz

Armstrong took this photo of T
Aldrin, Jr., the lunar module pilot. (NASA)

hase in double-entendre. The two games became back-to-back

brothers on ihe ABC schedule. -
" In November 1968, ABC scored a major game show coup by

Juring the four-year-oid Let’s Make a Deal from NBC. Altho;.lgch
the show was a long-time smash in the dajytlme, NBC‘V\;as relu r
tant to grant it prime time exposure, allowmg only e}bne summed
run in 1967. When the network refused to give the show a .second
prime time run, its producers defectec_l to ABC. Desperately in nee; !
of hit programs {0 build up its daytime s_trength, A.BC was r:)men
than happy to place Let's Make a Deal in one of its me;?yf phit
slots in the evening as part of the dealv. Though nev.er much o a i
at night, Let’s Make a Deal carried its loyal daytime audiel;:lc:;i °
ARC and within months the neiwork became number two behin

CBS during the dayaime.
Let’s Make a Deal was 2 .
challenging questions and speﬁ:iahze
luck, Otherwise respectable citizens §
in ridiculous cosfumes, hoping for a

catch host Monty Hall’s attention.
attired people in the studio audience as contestants and gave them

the chance to wheel and deal their way o big bucks. He avgar'ded
them 2 small prize and ther played on the-ir nat.u.ral greed in 13
series of increasingly valuable trades, offermg visions of urétc;

tiches ai the end if they would only deal the pittance they had for

what lurked behind door number one, door number two, or door

- testants
like programs such as Twenty One, con
e e e 1; one bad trade and they

ir winni deal
took all their winnings to each new
could lose everything. Nonetheless, Ler’s Make a Deal tapped the

barely subconscious wish to strike it rich guick, and the series

§agd _.Were an easy target for criticism, so the
iws was stopped cold. Not one new policeman,
téporter-as-cap appeared in the fall schedule.
Westerns, cither. What's more, even veteran
§.The Virginian continued the one-punch men-
eason, replacing the traditional bar room
olence such as turbulent cattle stampedes.
e two forms still left the networks searching
sent the same sort of emotions. Crime shows

- dlk: their violent tendencies, were the perfect
i the lunar module was 1L S . o P

The actlflal la??lg)lg f}ifM (Bastern time), Arit dgplct basic human crises (love, hate, life,
shQrtly bfl 0{){; an- o cli.mt‘} down the tadder of the ases that allowed a natural, dramatic climax
string as he beg A panel opened and a replace the cowboys and the cops the
surface Oiith?i ffg;{“tl- 'I'hepsign al was transmitte w0 formats that had flowished on TV in the

nt. . ; .
followedd riodi?e eromn there fo an Ea rth-based_'a'_ﬂt demise of ABC’s Warner Bros. action-
comman - t(;n od finally (o the networks, tors and the lawyers. Both professions also
NAS‘A in OUS1 t;) see Armstrong descend fhe S :law breakers and heartbroken beauties, but
millions of P;OP ©  illiseconds after it actually began immediately after the violence had taken
ﬁrsltfsttﬁgs(;nwhz raggled in the carly part of the erbal rather than physical, often resem-

television were to come back to life and ask h(_)
was used, it would be wise to ignore every entertatth
ever broadcast and show them instead thfasEe mgn(lfﬂ
1t has been cstimated that between 300 million and
one billion people either saw or heard Arn.‘kstrm?g. :
aver there was a time that felevision fulfﬂ.led 1’£S.t
and brought the world together in peace, this was_l

masterpiece in greed, dispensing with
d knowledge in favor of pure
tood in line for hours, dressed
good seat and the chance 1o
Hall chose the most oddly

entali were the doctors, presented in three
elby, M.D., Medical Center, and The Bold
‘were aimed directly at young adults and
ihe desirable 18 to 49 age demographic
series maintained the inviolable Casey-
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Effete and Impudent Snobs

Zorba/Kildare-Gillespie arrangement of a young handsome medico
for sexual interest and a sage mentor to serve as a voice of reason.
The standard operating procedure in each episode also remained
unchanged from the Casey-Kildare days as the angels in white
sought to overcome the illnesses that had struck that week’s celeb-
Tity guest stars in several unrelated cases. What had changed,
though, was the by-then prerequisite injection of a hip with-it
touch fo make the series appear bold and modem. Even the tradi-
tional TV doctor conflict between brash youth and experienced
elder was viewed as a convenient hook to use in exploiting the then
current interest in the “generation gap.”

CBS’s Medical Center had young stalwart Dr. Joe Gannon
{Chad Gverett) champing at the bit placed on him by the chief
surgeon, Dr. Paul Lachner (James Daly). Both men worked togeth-
er, though, in dealing with the comiplex and exotic disorders that
came their way, usually in the form of a beautiful, but troubled,
woman. The Doctors segment of The Bold Ones cast E. G. Mar-
shall as a chief neurosurgeon, considered 2 liberal innovator by his
colleagues, who had to keep in check his even more headstrong.
protégés (John Sazxon and David Hartman), On ABC, Marcus
Welby, played by the consummate TV parent, Robert Young,

&fought to control the hot-blooded youthful exuberance of his

dashing young aide (who even rode a motorcycle), Dr. Steven
Kiley (James Brolin).

Young, a proven hand at dispensing philosophical TV homilies,
played Dr. Welby as a father-confessor figure who operated from
his own home rather than from a large, impersonal hospital. (The
show could have easily been called “Doctor Knows Best.”)
Though the standard TV doctor illnesses such as amnesia, tempo-
rary blindness, and brain tumors received their usual exposure,
previously taboo subjects such as abortion and venereal disease
were added to the plots. The insertion of controversial issues was
an ingenious ploy to ure the young audience and seemed to allow
frank discussions of complex issues, though in reality the presenta-
tions were stacked in advance and the character of Welby was used
to spout the established catechisms on the topics. The pregnant
woman in the abortion program came to Dr. Welby only after she
was almost killed by a sloppy back-alley butcher. Welby, of
course, took the injured woman under his care, but was quick to
point out that he felt an abortion had been the wrong choice to
make in the first place. In facing the problem of sexually-
transmitted diseases, Welby played the consummate guidance
counselor, delivering frank but comforting lectures to the young-
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prpliant femate characters, Bracken’s World folded
and-a-half seasons.

show to succeed with up-front sex in spite of such
ations was ABC’s Love, American Style, the first

£ H 9: 9:30 10:00 10:30
7:00 7:30 8:00 8:30 , kT i ; ;
gy program on network TV. Since the earl
THE NEW PEQPLE THE SURVIVORS LOVE, AMERICAN STYLE hology P 5 b net o v
™ local THE MUSIC SCENE gs domination by situation comedies in the I Love
o local Gunsmoke I Here's Lucy Maybetry R.F.D. Dorls Day Show Carol Burnett Show éonvinced the networks that stable, familiar charac-
NBC Monday Night At The Movies gl in order to capture the fickle TV auvdience.
\ooal MY WORLD AND Fowan And Martin's LaughIn TR T o AL FTEG Soedials entl?ll m P ; .
M WELCOME TO T o Style broke from this assumption and presented
local The Mod Squad MOVIE OF THE WEEK WMARCUS WELBY, M.D. g playlets that used guest stars exclusively. The
T THE GOVERNOR GBS News Hour gulars turned up in the short comedy “quickies
loal Lancer Fred Sketton our | AND | J. 80 Minuiss otween the individual playlets, The omni-present
~ | DEBBIE REYNCQLDS ¥ | NBC Tuesday Night At The Movies : N . i
E local | Dream Of Jeannie SHOW Julia | FETsi T sy as portrayed in the different humorous vigneties,
‘together.
. THE COURTSHIF QF The ABC Wadnesday Night Movie . g i . - N
w logat The Flying Nun | EODIES FATHER ROOM 222 e Y an Style did mdec?d dl.splay a frefedom ]Il.tO]JlC and
E focal Glen Campbell Goodtima Hour The Beverly Hillbillies MEDICAL CENTER Hawail Five-O . he trad1t1o1?al Sltl]fi;l()l;l COD:[ESIIES Eﬂd it worked
isqué image. At heart, thou It was ver
The Virginian Kraft Music Hall THEN CAME BRONSON g a 118q g : - gn, ¥
D focal @ Virg Thore was talk of affairs, sleeping together, -and
The Gnost And irs. That Gir l Bewitched This Is Tom Jones | It Takes A Thisf it the Ph_ll”ltan ethic always trivmphed and nothing
T focal Muit urred either on or off camera. The program was a
H Iocal Farrily Aftair JIM NABORS HOUR CBS Thursday Night Movies éffective transplant to TV of the Doris Day-Rock
local Daniel Boone ‘ Ironside Dragnet 1870 | Dean Martin Show o‘m_:comedy films of t}_w: 19593, with ‘Lhe sam.e simple
R ise: The courting rituals in America are in them-
MR, DEEDS GUES , TTANY DURANTE PRESENTS |HE LE o ) . t
E local Let's Make A Deal { THE BRADY BUNCH TO TOWN Here Comes The Brides | SISTERS HOUR d will seem so to the viewers when presented in
’ 5 c. With an emphasis on rituals and
lecal Get Smart The Good Guys Hogan's Heroes CBS Friday Night Movies rgted ‘stylc : 1)
R oca ract itself, Love, American Style was the most
i 1ocal The High Chaparral The Name Of The Game | BRAGKEN'S WORLD ple of permissible 1969 TV sex: Not only was
and-no action, even the talk was not meant to be
; Il d Palace Iocal - . . in
s focal The Dafing Game | The Newtywed Game Lawrence Welk Show Holtywoo ' ciasionally the sugar-coated view of life became
locat Jackie Gleasen Show My Three Sons Green Acres Petiicoat Junction Mannix itie program was gener ally ﬁmny and a genuinely
! . ation by ABC.
Movies e
. Show Adam-12 NBC Saturday Night At The . : ' .
T focal findy Wleme e - G were the only two networks actively experi-
Land Of The Giants The FBI The ABC Sunday Night Movie __fo'rms in the 1969-70 season because CBS had
| o pat a while longer with its veteran sixty-minnte
ROME WITH : Mission: Impossible 3 - : _
Lassie. e Ed Sullivan Show LESLIE UGGAMS SHOW - d:thirty-minute sitcoms. CBS had barely won the
LOVE !
THE BOLD ONES [THE DOCTORG i fact. had ; 4 noticeable. difficult
N Wild Kingdom The Wonderful Word Of Disney BILL GOSBY SHOW Bonanza LAWYERS: THE PROTECTOR in fact, had experienced noticeable difficulty
w hits during all of the late 1960s. Instead of
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sters and their parents. They, in turn, responded with appropriate
lines like “Who, me?” and “What? My child??” Thus, the show
was able to reassure one side with the dead certainty of a Sunday
school lesson while luring the other with the appearance of pre-
senting progressive drama.

Though not at all violent, the new doctor shows could sneak in
underlying sexual themes in the same way as the afternoon soap
operas, by being all talk and no action. Other series, which could
not wrap their titillation in the white robes of professional respect-
ability, fared far worse. One of the major victims of the more
stringent limitations on TV sex was an elaboraiely planned ABC
series, The Survivors, another of the network’s forays into the
world of novels-for-television (succeeding Peyton Place, which
faded from view in 1969}, Produced by Universal and created by
Harold Robbins, a master in the genre of broad-based sexy pulp
fiction, the new series proposed to bring to television exciting sex-
drenched dramas of the rich and playful jet set. ABC promised that
Robbins would be closely involved in the production of the series
and that the program would be a true television novel, presenting a
different chapter of a continuing story each week. None of this
ever happened. Just as the show was about to begin production in
mid 1968, the sex and vielence confroversy flared and The Survi-
vors was delayed until the fall of 1969. With the toned-down
standards still in effect, the series was turned into a traditional
television suspense thriller with soap opera touches. Consequently,

the explojts of a powerful banking family were mixe_
sudsy daytime staples as pregnant unmarried damsels
hide their shame. The network also abandoned the co
novel storyline and settled for a stable, celebrity-stud:
ing cast (Ralph Bellamy, Lana Turnes, Kevin Mc
George Hamilton), but the program did not surviv
neutering. The show quickly went through three prodi
head star (Bellamy), and, by mid-season, was writte:
fledged flop, Despite ABC's major financial investal
project was quickly disposed of, with an equally up
spinoff series, Paris 7000 (starring the only cast hold
Hamilton, as an American playboy in Paris), fulfi
contraciual arrangerents between ABC and Universak s
Another victim of the tighter production codé W
project with Twentieth Century Fox, Bracken’s .W
ostensibly presented the behind-the-scenes lives
major Hollywood studio but was actually an eXcuse.
much of the nubile young starlets (including Karen _J 1
Harrison, and Laraine Stephens) as the censors would
the time Bracken's World began production in the sprif)
the stricter rules required the beautiful women o ki
their clothes on. Though they flitted to and fro complying
orders given by the off-camera unseen head of the’ st
Bracken (Leslie Nielsen), the stories were quite We:
rely on its dramatic content without maximum exp

- was new, the network ended up relying on years
'_t'Q. familiar formats and stars, assuming that
'e'back to CBS after sampling the cormpetition. In
tdcoked as if this strategy was going to fail for
ore than a decade. CBS still had its hits, but there
sessful regular series, movies, and specials on
5:tip the balance in the overall ratings. NBC
lace at the start of the season and remained there
hile ABC’s new Movie of the Week occasion-
one: in the weekly ratings. The new Bill Cosby
The Bold Ones career drama gave NBC a power-
ne~up. ABC turned out an intelligent new sitcom
7 222, and it received both critical praise and
dratifigs against The Beverly Hillbillies.
‘sharp break with both the rural slant of CBS’s
own trademark of mindless escapism. The
: and humorous while being only slightly senti-
Pottrayal of an integrated middle class urban high
nknown cast acted out believable stories with
excellent characters: a daffy white student-
ientine), an understanding but much put-upon
{Michael Constantine), and a black teacher of
Lloyd Haynes) whose classes were held in
dealt with such dramatic issues as student rights
ut faced them with humor and more credibility
: _ilf;h series as The Mod Squad or Marcus Welby,

&

M.D. With its successful showing in the ratings, Room 222 at last
proved that more up-to-date settings could work very well in
sitcoms, too.

In contrast to this successful momentum, all of CBS’s new sit-
coms failed, and even variety stalwarts such as Ed Sullivan and
newcomer Jim Nabors were in the dumps. In January, NBC felt
strong enough to order ao changes in its prime time schedule and,
by February, it looked as if CBS might actually lose the season to
NBC. Faced with this awesome prospect, CBS’s new president,
Bob Wood, decided to take drastic steps to stay on top. The first
phase was a full-court press to win the season in progress with a
game plan designed by veteran CBS programming chief Mike
Dann, and dubbed “Operation 100.”

During the one hundred days remaining in the regular secason
{which ended in April), Dann countered NBC’s regular program-
ming and previously announced specials, slot by slot, night by
night. He preempted weak shows such as Get Smarf as often as
possible, realizing that even a moderately successful special would
probably register better ratings. The most striking aspect of Dann’s
counter-programming was that he used some very unusual materi-
al: previously run movies such as “Peyton Place” and “The African
Queen,” specials that had played years before (sometimes on com-
peting networks), and documentary films from National Geo-
graphic. By packaging and promoting them as special events, CBS
beat NBC at its own game. NBC had aired most of its blockbuster
movies in bulding its fall lead and was unable to effecively
counter the CBS moves. Dann’s strategy violated CBS’s traditional
reliance on the strength of its regular series for success, but the
plan worked. CBS managed to win by enough each week during
the one-hundred days to boost the network’s overall season aver-
age past NBC’s, though just barely.

With his mission accomplished, Dann guit while he was ahead
and went to work for the new noncommerical Children’s Televi-
sion Workshop. To replace him, CBS promoted its thirty-two-year-
old wunderkind, Fred Silverman, head of the network’s daytime
programming since 1963. For seven vears, Silverman had kept
CBS so far ahead in daytime ratings and revenue that the network
could afford a few close calls in the nighttime ratings.

The second phase of Wood’s plan to retain the number one spot
was the surprise axing of three still successful CBS series at the
end of the 1969-70 season: The Jackie Gleason Show, Petticoat
Junction, and Red Skelton. (Skelton moved over to NBC for one
tast season.) The rationale for these cancellations lay in the new
shibboleth of TV programming: demographics. The total number
of people viewing a program was no longer the most important
consideration, but rather the kind of pecple watching. While
Gleason, Skelion, and Perticoar Junction had maintained adequate
ratings, they also served to reinforce the image of CBS as the
network appealing primarily to old people and country folk rather
than the advertisers’ favorite segment of society: voung marrieds
in the 18 to 49 age bracket, preferably women because they made
most of the domestic purchases. For the sin of appealing to the
wrong types of Americans, (Gleason, Skelton, and the gang at
Hooterville became the first of the CBS veterans to walk the plank.

Though CBS was just coming to grips with the changing reality
of television, the other two networks had begun to tinker with
some firmly established traditions of prime time TV years before.
Since the early 1960s, in fact, a number of network programmers
(at NBC in particular) had been sliding back toward the all-but-
abandoned anthology format to the extent that even some of the
features of the British system, which emphasized Hmited mn
series, began turning up on American TV, Ninety-minute Westerns
such as The Virginian and Wagon Train marked the first tentative
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" : S [ TV deiractors had claimed would dramatic production of the year appeared on the May 17, 1969
- < ne NBC potent programs to captuie elopment mMany : - : ' '
many dt.oicitarq’ givine P P ! premiere of Hollywood Television Theater, the lavishly funded
an audience. - . crease in G < i
September 22, 1969 - ABC took the almost inevitable next step with nade ng this change was an II]CE“C-d%E 1’n the number of succss@r to I‘\"ET Playhouse..George S..Scott directed .a new
Music Scene. (ABC), David Steinberg hosts a rock version movies and gave the format its own ninety-minute ng'in programs on pu.bhc television’s NET network. production Qf The Andersonvﬂlei Trial,” a 1.9.59 Saul L.ewtt play
of Your Hit Parade (with some comedy thrown in), featuring without any continuing segments at all, the Tuesday nigh med from PBL that its success as a net\?vork rested that dramatlze.d th«-e Nuremberg-like post-Civil War irizl (.)f the
on the first show James Brown, Thl'ffe 1205 Night, and a filin the Week (the brainchild of twenty-seven-year-old ABQ jat were at least structured like commercial network commander of an inhuman prisoner of war camp. Scott himself
of The Bearles with _their latest hit, “Ballad of flohnfaﬂd ming executive Barry Difler). Though not quite a refur £ ibat the aundience would give them a chance. In the had starred in the original Broadway production but for the new
Yoko.” The progtam is one of two back-to-back forty-five- s . - brousht the full-leneth weekls: clicked with two such well-produced series, Ses- television version, recorded live on tape, Richard Basehart, Jack
inute shows, but the packaging sirategy fails and both One, the program in effect broug g _ _ - . o .
mirte 3 ’ format back to television several years after the death 1iThe Forsyte Suga. Sesame Street was a product of Cassidy, and William Shatner took the leads in the thought-
vanish by January. ii;?:;?mants of the fo;'m the T1.S. Steel Hour, Armsiti en’s Television Workshop and began fife as an eight provoking debate on moral responsibility.
Septernber 26, 1969 ] Theater, and Chrvsler Theaier. The move in the mid-19 : enty._njne week t'ele\nsmn .hez-id start” program NET s production style was much closer to the fondly remem-
The Brady Bunch. (ABC). A vapid suburban sitcom resenting series with popular, continuing characters i chool children, especially those in the urban ghettos. bered Hve drama of such vehicles as Playhouse 90 than the gener-
straight out of the 1950s. Robert Reed plays a widower (with f_:l arked the end of the TV drama anthologies as 4 i cmpted to teach basic concepts of letters. and num- ally action-oriented made-for-TV movies on the commercial
three cute sons) who marries a widow (played by Florence creative force, but the success of made-for-TV movies d ilie technigue of exciting, constant repetition pio- networks. Though such programs as Hollywood Television Theater
Henderson) with three cute daughters. IJE Combmef fﬁmg ed their rene\x;ed viability : ommercials. Program headliners such as Jim were not going to spark a revival of Studio One on commercial
ives i ical Los Angeles suburban house, complete Wi ' = ; ; : R . , : i T .
lives in a typic . ] g;t e;l 221( maid (played by Amn B. Actually, ABC’s Movie of the Week more closely res glarfil muppet chargcters including the Cogkle Mon television, NET s programming was at last providing something of
a dgg, a cat, and a smart- \d ABC SI;: o "67 show as it incorporated comedy and th [ and Bert and Emie elaborated on the basic lessons, a real alternative to the lock-step TV world of CBS, NBC, and
D) . ials, as iell as adventure and drama, under is ban fi “humorous interpretations of the facts. Sesame ABC. NET’s programming wound up having an effect on long-
specials, » . I - P . . - . .. . .
October 5, 1969 . _ material such as David Wolper's documentary film “The gmng, educauhonal,’and an ingtant succe.ss- with rangta Planrlvlqg b}i th.e commer(;llal television exetlzutives. With
Monty Python's Flying Circus. Meanwhile, back in of Robert F. Kennedy” joined bread-and-butter adven children, lasting far longer than the originally public television viewing on the rise, they began using NET as a

Britain, the BBC uncovers five David Frost Show graduates

( 1 gomg TOng a ter twen V- test ground fo ormats and ideaS they feared ]]‘ ]i ]
tak la ¥ nd . a8 811 siron fter t
( d one A CIICa]J) ho ¢ the Laugh In formu IEYO {#} WC,GkS W, 1

show brought invaluable attention to the other less ready for a commercial run. NET had truly become a force to ‘

features such as “Seven in Darkness,” which presented
to safety by seven blind survivors of a jungle plane cra

the fringe. tion, the Movie of the Week slot served as an excellen f the NET schedule and boosted the ever-present reckon with, not only by the commercial networks but by the
. . . sor 11. government itself. ai
uised pilot films of proposed regular seri g . - e
December 29, 1969 , for thinly disg P prop such series & eek Forsyte Saga began a Sunday night run on
Dick Cavett becomes ABC’s late night replacement for the mortal and The Young Lawyers were two suc 'serles.g_l‘.’_e 969, following its smash hit appearances in
slumping Joey Bishop. ahead for the 1970-71 season following their success 11007, 0 g Smas pp ‘ :
film debuts. L and, again as a rerun, in 1968, The Forsyte Saga
January 1, 1970 ) NBC also increased its made-for-TV showcases, whi ¢:adaptation of John Galsworthy’s novels, fQHO“." May 8, 1970
Robert Samoff becomes chairman Of. the board dt RCA as work labeled “world premieres” and inserted in its re; G‘;"_? g and losses of a respectabhla upper class ,VIC[OH_ The FCC adopts the Financial Interest and Syndication
his father, seventy?mne-year-old David Samoff, is name: slos. Among the prescntations were some fairly seriot fifty years .and three generatlF)ns. .Product‘lon and rules (the “Fin-Syn” rules). These seversly limit the
bonorary board chairman. that pulled off the very elusive TV trick of garnerin ries were first rate and the historical setting was networks from retaining any financizl interest in the rerun
ratings and strong critical praise. “Silent Night, Lomel ‘heart, though, the series was really just a high- syndication rights of programs they air and prohibit them
February 4, 1970 ) ) 1gs ac : And 5 ntaining all the ingredients of a period soap opera: . [from maintaining in-house syndication divisions. The Fin-
After seven years as CBS’s daytime programming boss, Christmastime TV adaptation of Robert erson’s b iful hemmi 1d - Svn rules do not fully go into effect undl 1973
Fred Silverman is promoted to the nighttime division, as an play, was a tasteful and sensitive study of the pangs’¢ en, eagFl. young Womeni a sc emg 9 ¥l Y 2 -
assistant to chief programmer, Mike Dann. tween two married people (played by Lloyd Bridges: antal affairs, and a complicated continuing
. - : gleéss, American viewers who would never be June 22, 1970
J Jones) who decided to have a brief affair after one chanc i Fred Silverman succeeds Mike Dann as programmer #1 at
: ‘As the World Turns considered The Forsyte prog
The two lovers were actually shown in bed togethe : ._g ;A]’S 7 e iy British and network #1.
in this direction because the programs were, in effect, they refurned to their respective spouses at the end, mO:;ih ¥ u]]j i tmgd bGEHUSEfltllwas_t nttils a ktin
o elog imarily showcased weckly guest stars struck by some divine punishment for the transgression (;ney bragged about lollowing fhe weeky July 8, 1970
Western anthologies tha{.pn_m ary C’s 1964 effort at the daytime soaps (which had been dealing with such oits of the Forsyte family, encouraging their The Smothers Brothers Summer Show. (ABC). The
while carrying a few continuing cheEracterS. NBC’s ettort at a b for years), adultery had never Ie inas; well. Consequently, the 167 NET stations # brothers sneak back onto television for a summer series with
situation comedy anthology, 90 Bristol Court, atteml?ted to incor- and much more, . b k’f stsion brogram. noticed a sizable increase in their Sunday some of their old crew and a few new faces (including Sally
porate three half-hour sitcoms under one banner, with each seg- favorable treatment 1n & work for te “M S. t Chatl aid they began looking for programs with the Struthers). They avoid becoming embroiled in topical
ment dealing with that week’s particular topic in a different way. It One month tater, NBC prescn;e;l i( wee s B Ay B Avsinmivee Theater controveries bt also fail to rekindlo thr popularity with
LR . - d adapted for television by &1 T ’ ; As a result. thei : icked £
. t but it tarned out to be clumsy, poorly tumed-ptay produced an : _ i . o viewers. As a result, their program is not picked up for a
was dntlgmg?z%oiz{l ;:1;511,1"6 son and William Link (the creators of Mannix). Thé : i th %i;p.gf;ubstantlﬁll gr‘ants from the Mobil C1)11 regular fall season run.
001}2‘3:}; ,rr?irclidle and late léﬁ()s, the success of both prime time sensitive portrayal of a chance encounter .interuracml 1o 'dam- - r;:tls ;;]l:deril“:gcalhgr;:;aion ?)’1:55) ;‘;
ovies and made-for-TV movies {which were, after all, anthology even more precedent shattering situation than : o ;‘ie -an e t}?:r ;lng', fos h% Omaibus July 16, 1970 N ”
e i «t impetus to break from the standard Lonely Night” Patty Duke played a runaway Uiwe ZD0Ke, began wi € LSt CRUFCALts Nearly ten years after Ed Mummow’s "Harvest of Shame
seties) provided the strongest Jpet i ther dri by a hurricane 1o seek shelter in a d sequent years, to other Anglophile sagas such as documentary, Martin Carr’s “Migrants” shows how little has
weekly format. Name of the Game, a spinoff from the succe;lsful ?1{1) er hrlven ytered 2 fugitive black activist (Al B Upsiairs, Downstairs. The limited-run imported changed for American migrant workers.
- : - i - coun .
made-for-TV movie, used its setup of three major characters n.ar ere she eI} : ,‘ . dividual NET stations large audiences and
nating in the lead role to have, in effect, three different shows with the two outsiders lovingly shgred each other N bufldén. Classy success, They also made the expense and July 31, 1970
the same general setting running in the same time slot. NBC that they had a great deal in common. With the s Sitmilar domestic proerams seem less and loss Chet Huntley says “goodnight” to David Brinkley for the
ded this concept in 1969 with The Bold Ones, a series that storm, though, their utopia evaporated and the_reai_ <sirining. NET" P § q d d " last time, with the hope that “there will be better and happier
:ften fd te Ij[otr.ally unrelaied segments in the same time breaking them apart. As a sign of the changing fm sin Hhe s extended parasitic dependence news, one day, if we work al it” On August 3, John
ed separate, : ‘ ] S
tcm;h o pmrs The Lawyers, and The Protectors, the last one portrayal of an unwed teenage mother (a very COntf NET . . . Cft.lancellor and Frank McGee join Brinkley for the new NBC
stot (The ocl ,d T Sen,atﬂi’) NBC discovered that major cept only a few years before) was all bui overlooked _ 1 was still producing several excellent Nightly News format,
ce . . . 1;
cventually rep > d iosa, Robert Stack (Nawme of focused on the first black-white romance in TV'1 i e uding The Advocates, NET Playhouse,
stars such as Gene Barry, Tony Franciosa, Ro o three Emmys and, more jmportan elevision Theater. The Advocates presented a September 27, 1970
the Game), B. G. Marshall (The Doctors), Burl Ives {The Lawyers), Swﬂet Chflrhe won three I{: ¥ » v well i ersial issues argued courtroom-style by knowl- Ted Mack’s Original Amateur Hour, television’s longest
Leslie Nielsen (The Protectors), and Hal Holbrook (The Senator) “Silent Night, Lo;'u:ly ,nght did surprising yhi hest rom both sides. NET Playhouse turned out running entertainment show, gets the gong. Age: 22 years.
were much more likely to agree to do a television series if they did “My Sweet Charlie,” in fact, emerged as the hight such as “The Trail of Tears.” an unflinchin During its last ten years, the show had been refegated tc a |
not have to maintain the grueling production pace that a weekly on television that year. The messagc:h from1 th'6 .ratllla_ Persecution o f the Cherokeie In diaﬁs in thi Sunday afternoon. slot on CBS. ;
. . : i i i these innovative stories was that the television:: = ’ 1
tv. or ninety-minute TV show required. This very practical i e . ; ny Cash and Jack Pal . Perhaps NET’s best
il:nzideration rgsulted in series with both a healthy diversity and evidencing a noticeable rise in the level of its toleranc Y ac ance. Ferhaps § bes
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Since the mid-1960s, NET had been the boldest netvlvork in

praducing public affairs programs and documentaries. Daring that
time, it managed to avoid most governmental interference because
of its minuscule audience and minor badget requirements. As the
network became more influential and more dependent on govern-
ment funding, this began to change. The Corporatim.l for Pub_hc
Broadcasting (CPB) began 10 feel pressure from the .leon admin-
istration fo reduce clearly anti-administration matf:.n.a]. A numbe?r
of public TV stations became very nervous about aiving any pOSSll—
bly inflammatory programs at all. In Ff:bruaryl 1970, \:VETA in
Washington refused outright to show “Who InVltF'd Us?” on N_ET
Journal, This program was a heavy-handed portrait of U.S. for_e1gn
policy as a strategy strongly influenced .by the CIA and pnva‘m
corporations in order to further their own interests (a theme cert:mn
to itk the Nixon administration). With governmental fupdmg
becoming a major factor in NET finances, it _see.med foolish to
antagonize the people who had a strong say in just how.much
money Congress voted for public television. Though' home viewers
and private corporations such as the Ford Foundation aqd Mobil
il still donated freely to NET, the network faced mounting costs
such as AT&T line charges as it began to operate more a.ndlmore
like a real network and to distribute some of its shows via Fhe
national coaxial cable connections. With the Nixon people sorting
out friends from enemnies, the CPB began noticeably kowiowing .to
the administration in a manner reminiscent of the commercial
networks at the height of President Johnson’s influence. .

In consrast to public television’s pullback, the commercml. get—
works, which had been rebuilding their commitment to hard-hitting
news after the “no guts journalism”™ era of a few years before,
regained the courage to air & few truly controversial documelf-
taries. The Black Panthers, & prime target of I. Edgar Hoclwer !
FBI, became the subject of repofts on hoth CBS and ABC in the
1969-70 season. CBS’s siory led the network into an aggravated
battle with the Justice Department, which issued a subpoena for the
outtakes from the filmed interviews with Panther leaders. Under
protest, CBS surrendered the leftover film, though it’s doubtful tl?e
EBI found any nefarious plot or revealing off-the-cuff remark in
the seraps from the cutting room floor. Nenetheless, when ABC
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thie news media had certainly come to an end.

my fellow Americans.” Nixon promised his new
i eventually lead to the withdrawzl of all American
rmibat forces and leave South Vietnam to fight the ground
The speech ended at 1(:05 P.M. As usual, the
i teceived advance texts of the address.a few hours
Jaand their correspondents stood by for the traditional
ommentary and analysis. NBC and CBS devoted ten
o.the discussion and then returned to their scheduled
“One CBS reporter observed that the President’s
ion: program really offered nothing new and would
i intensification of the American air war. ABC,
port until 10:30, called on other political figures, as
wn correspondents, for comments, reactions, and
Democrat Averell Harriman, a former chief
‘hé Vietnam peace talks, took the opportunity to
'hgfrsh criticisms of Nixon’s handling of both the war
talled peace talks.

. disagreement and criticism immediately following
seemed to be the final straw for Nixon. He decided
g counter-attack before the networks had a chance
ters any more free air time during the Moratoriam
heduled for November 15. The networks were

President Richard Nixg
announced the U.S. inv:
of Cambodia in a prime
television speech on A
1970. (National Archive

did its report a few months laier, the network could ._o.t
that the same thing would not happen to its films, so-.onl
hoss David Hilliard agreed to speak on camera. As afig
tion for the network, the Justice Department then ref
vide anyone to give the government's side of the P._amh
Desypite these limitations, the ABC report was an effi
view of the group and it served as a high point of
short-lived new prime time public affairs series, No
Edward P. Morgan). _
NBC, which was usually content to cover safer subje
“The Great Barier Reef,” tackled the politically vol
migrant farm workers in an NBC White Paper p
directed by Martin Carr, “Mi grants.” The pro gram wa
followup to Carr’s own previous teport (on CBS) in 1!
in America,” which itsell had been a followup to Ed
1960 “Harvest of Shame.” The most amazing asp
reports was that so little bad changed since Murrow’ s
the agricultural workers, both in the fields and beh
Like its predecessors, “Migrants” iook a tough start
some major American corporations as beipg rf:spons-
ing the migrant workers close Lo starvation in the
bountifut land. It showed a representative of the Cocd
ny, which owned a large citrus farm, physically br
interview with a tenant who lived in one of the ¢ !
shanties. As in the past, the crop growers cried “fop
intense pressure on NBC to keep the show off th AL
“gsneaky journalism.” Despite the pressure, Fhe I:EPQ_
in the middle of July, without any commercial time
some affiliates refusing to show it anyway. .
In spite of these incidents of bravery, network:J
forced to take a step backwards in the 1969-70 se
works and the Nixon adminisération locked hom§
troubling issue of all, the Vietnam War. On F)ctobe'
war forces throughout the country held rallies as pa
called Moratorium Day. As with the march on th?
years earlier, CBS was reluctant to devote much ?G.YB
protests. For Moratorium Day, however, NBC ’FQQ
and scheduled an 11:30 P.M. wrapup, so CBS dld.

President Spiro Agnew launched a strong
etworks, criticizing the slant of their news
1onal Archives) .

dase of publicity given to the demonstrators irked Nixon
ident seemed convinced that the press, particularly the
55, was out to sabotage his administration. The next
«w even further evidence that the “hands off” honey-

November 3, Nixon delivered an appeal directly to
blic in a half-hour speech that outlined his new
ation policy and asked for support from “the great silent

warned that “if would be wise™ to cover, live, a speech by Vice
President Spiro Agnew at a Republican party conference in Des
Moines on November 13. They did. At 7:00 P.M., speaking on
CBS, NBC, and ABC, Agnew launched a vituperative attack on
these same networks, Before the highly partisan crowd, he criti-
cized the fact that “a small group of men, numbering perhaps no
more than a dozen anchormen, commentators, and executive
producers” decided what appeared on the nightly network news
shows. They comprised, he said, an “unelected elite,” an “effete
corps of impudent snobs,” primarily based in the East, who held a
monopoly on the national dissemination of news and opinion.
Agnew specifically criticized the “instant analysis” that followed
President Nixon’s November 3 speech, implying that, coming im-
mediately after the President’s address, the remarks were inade-
quately prepared and therefore of less value to the public. (He did
not point out, of course, that the networks had received advance
texts of the speech hours before airtime.) Significantly, Agnew ex-
empted the local affiliates from blame because they merety found
themselves in the position of broadcasting whatever the networks
sent down the line.

The Agnew speech, largely authored by presidential speechwrit-
er Patrick Buchanan, was a deliberate declaration of war by the
Nixon administration against the networks. The administration
realized that, aside from limited behind-the-scenes pressure, there
was very little it could do to force the networks to toe the line.
Instead, in a brilliant divide-and-conquer strategy, it aimed for the
networks’” Achilles’ heel. By appealing to the American public
and, in particular, to the local affiliates, the administration sought
to polarize vague anti-TV news feelings and resentments that had
developed throughout the decade, sharpening them into a clear-cut
“us versus them” conflict. The networks were thereby outnmm-
bered. If local affiliates began demanding a softening of network
tone, then the three majors would have to listen. At the end of
Agnew’s speech, NBC and ABC immediatety returned to regular
programming. CBS read a short prepared reply and then pulled out
as well. Two days later, there was no special coverage of the
Moratorium I activities on any of the networks. On November 20,
in Montgomery, Alabama, Agnew added two more names to his
enemies” lst, identifying the New York Times and Washington Post
as part of the same “Eastern liberal establishment.”

For the admintstration, Agnew’s Des Moines speech was a tre-
mendous success. Not only had the networks’ tone softened imme-
diately in its aftermath, but the tenor of public debate had turned
around. Agnew’s speech had touched a responsive nerve in the
American public and the networks were on the defensive, trying to
prove their innocence while the government called the shots. In
January 1970, the president ended the practice of supplying ad-
vance texts of his speeches and distributed them just before air
time instead to ensure a reduction in instant analysis. In addition,
Nixon aides began leaking stories suggesting that several network
reports that placed either the American war effort or the South
Vietnamese government in a bad light were trumped up. Richard
Salant, president of CBS News, said, “there is an official smear
campaign under way to dissuade us from telling the truth as we sce
it.” To counter charges of distortion leveled against one particular
story on South Vietnamese atrocities, CBS was fortunate encugh to

. have interviews with the soldiers imvolved, corroborating the

network’s story omn prisoner mutilation. Nonetheless, the attacks
confinued and, on another front, individuals with strong ties to the
administration (and President Nixon personally) filed a challenge
with the FCC to take away a Miami television station owned by the
Washington Post.

On April 30, Nixon delivered a prime time address announcing
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a very difficult position, facing pressure from all sides::
ernment wanted them to “go along” with the official lin;
Lot hesitant to use its muscle. Affiliates were critical ang
Yet there was & reawakened conscience in the netw,
departments and, even in the face of general viewer ap
produced incisive news specials and daily reports on the:
only further pigued the administration’s anger. '_ :

The born-again news team at CBS was especially
gathering firsi hand reports from the war fromt ifself '
rence’s sixty-minute portrait of an American infantry uni
-Company) revealed that there were clear anti-war feelinps
even among America’s fighting men. Another CB
“Where We Stand in Indochina,” presented unflatterjng';
with Vietnamese generals as CBS’s correspondents cong
at best, the American invasion of Cambodia was a mistak
spite of the networks’ attempts to reassert their journalig
ty in covering the important events of the year, all of th
Vietnam and public affairs specials found their usual p,
very bottom of the ratings tabulations, with the speci
Govemment” coming in, somehow appropriately, dead1ag

an American invasion of Cambodia. Following the speech, the
networks offered almosi no commentary at atl. A wave of student
protests (punctuated by the Killing of four students at Kent State
University) could not be ignored for long, though, and all three
networks did prime time wrapups of a major Washington demon-
stration on May 9, which marked the culmination of the reaction to
the invasion. The TV reports presented speakers from both sides
and went to extraordinary lengths to appear balanced and non-
biased. However, as if to “balance” the very coverage of such an
event, CBS (after some outside pressure) agreed to also do a
similar prime time wrapup of a pro-administration rally held in
Washington on Honor America Day, July 4. NET, also feeling
pressure from the White House, gave Honor America Day exten-
sive air time. During all the public reaction to the invasion, both
the electronic and print press generally acoepied the adminis-
tration’s assertion that the invasion be referred to as the Cambodi-
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an “incursion.”

Nearly two years after he had vowed to bring the country to-
gether, Richard Nixon presided over a highly divided nation, torn
apart by the war in Indochina. The television networks were also in

PUTTING IT ALL TOGETHER this fall on CBS!
togqthéi: on ABC! “It’s happening on NBC!” That’s
ks told their viewers again and again through the
705 Campus revolt and the rock generation were
gh water mark and youth-oriented shows, which had
jnder the surface for about four seasons with in-
s, seemed to hold the key to the new ratings empha-
mographics. The type of person watching had
singly important because the total television audi-
ded a great number of viewers who were judged to
tiral for advertisers’ tastes. Determined to win
tose in their late teens and twenties, all three nef-
st their lot with the kids and they prociaimed
w season as heralding something completely
Ahing would be “Now”! Variations on phrases from
stang such as “getting it all together” and “what’s
ed ‘the networks’ ads and show descriptions. This
qitment to “telling it like it is” led to one of the short-
in television history, “relevancy.”
the: thetoric, the networks® self-proclaimed dedica-
{il programiming really meant TV relevancy, a far
2'in the real world. It consisted of grafting the
issies onto the body of standard grade-B drama and
iliar: forums such as hospitals and court rooms with
bly: youthful, characters. ABC had attracted light-
ormuta in The Mod Squad and Marcus Welby, M.D.
nietworks rushed to include as many hip phrases,
clers, and timely conflicts as possible. CBS in par-
& irend with a vengeance, apparently out to prove
ger the network of the fuddy-duddies. To the god
ted Headmaster, The Interns, and Storefront Low-
feceived “thumbs down.”
‘as’a well-intentioned but poorly executed come-
45 veteran Andy Griffith as Andy Thompson,
small private high school in California. In many
182 perfect chojce for making relevancy work. He
eats cultivating an image as a warm, level-headed
10-wag respected by old and young alike, and it
0 his new role as a Welby-ish father-confessor. In
cent of ABC’s moderately successful high school
vious season, Room 222, Griffith took on the
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timely concerns of his troubled wards, trying to guide them
through brewing campus revolt and drug overdoses. Unfortunately,
the scripts and supporting cast generally lacked the control and
subtlety of Room 222 and the relevant problems clashed with the
stock sitcom humeor of such characters as the school’s athletic
coach, played by the slapstick-oriented Jerry Van Dyke. As a re-
sult, Headmaster emerged as a mish-mash of emotion that made
the program appear a cheap vehicle simply atternpting to cash in
on “today’s headlines.”

The Interns presented the lives, loves, and labors of five spar-
kling clean doctors-in-training (three white, one black, one blonde)
at a major Los Angeles hospital, and brought the relevancy angle
to a format that was quite well suited for soapy topical melodrama.
The program religiously adhered to the traditional Ben Casey-Dr.
Kildare structure including a wise elder statesman and three guest
patients each week, but the new divinities of youth and relevance
raised their unwieldy influence at every turn. As a result, the show
was not merely heavy-handed, it was often ludicrous in its empha-
sis. In their spiffy attire and perfectly set coiffures, the interns
looked more like hairdressers than medicos. Their supposedly wise
mentor (played by that old highway patrolman, Broderick Craw-
ford) was presented as being no match for the wisdom of youth and
he alternated between sagacity and surliness. Above all, the patient
aitments were absurd. On one show, they included: a go-go dancer
who was bedridden with a twisted foot; a former girlfriend of one
of the wavy-haired interns who begged for the mercy killing of her
sick husband; and a meditative monk who not only needed his
physical illness cured but his political consciousness reawakened
{a task handled by the black intern). For added topicality, this very
same episode included a subplot that focused on a bearded orderly
who was arrested for peddling pornographic movies. Through it all
the happy-go-lucky interns, like their comrades in the Mod Squad,
stood by the traditional rules and routine, determined to help
trendy youth come to grips with the flawed but ultimately manage-
able establishment.

The mixed bag of topical drama, youth, and good old American
tradition in these relevant shows aimed at scoring the TV hat trick
of The Med Squad: Bring in the oldsters with exciting all-
American action; win praise for presenting topical drama; and
capture the youth market with stories the kids could relate to. In
this approach, Headwmasier and The Interns were merely indelica-
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