


Dutkes of Hazzard combination gave the network three consistently

strong nights. This was one of the main reasons CBS rebounded so
fast from its weak fall start.

For ABC, something was wrong. The network’s seemingly
invulnerable position had crumbled practically overnight. Boosted
by the World Series and hit movies such as “Jaws,” ABC held on
to first place in the cumulative ratings through January, though
CBS won the November ratings sweeps. A season that was sup-
posed to be a rout for ABC had tumed inte a neck-and-neck race.

Fred Silverman had observed, going into the 197980 season,
that he expected ABC to fade soom because the network was
repeating its most frequent sin, overworking hit formulas, When he
had been with ABC, Silverman had stressed diversity in program-
ming (from Three’s Company to Family) and even raised a few
eyebrows by canceling shows that were still ratings winners (The
Bionic Woman and Wonder Woman) because he felt they had
peaked. Now ABC seemed determined to produce as many teen-
oriented sitcomns as possible, while banking on the success of al its
older series to continue undiminished. Even the homespun Mork
and Mindy found itself tinted wish fitillation in episodes featuring
Mork as a Dallas Cowboy cheerleader and Raquel Welch as a sexy
alien. Silverman explained that when viewers at last tired of ABC,
they would not so much tire of particular shows as of the approach
taken by the entire schedule.

Equally important to ABC’s slippage, though, was the miscal-
culation by Fred Pierce and Teny Thomopoulos on the drawing
power of particular hit shows. Viewers did not automatically
follow them to different nights and different times, so all the

programs dropped in their new slots, some immediately, some after

a few weeks. (Mork and Mindy dropped as low as 41st in the
ratings one week; in another, Laverne and Shirley sank to 51st.)

ABC shifted Fantasy Island back to its previous Saturday slot

almost immediately and the show regained much of its ratings

strength. The network doggedly stuck with its other shifts awhile

longer, and that was a fatal mistake.
CBS had made similar scheduling moves in the 1978-79 sea-

Knots Landing (a Dallas spinoff set in California
Shackelford as Gary Bwing, the exiled son) and Hoy;s

hospital comedy starring Wayne Rogers and Lynn R

based on a hit movie of the same name). Both serieg
hits and kept up the CBS momentusm. In April, CBS
replaced House Calls with yet another strong series; ch;--
from Alice), which immediately jumped iato the top t '
ABC, in contrast, had only one big new mid-ses:
Incredible. Tenspeed and Brownshoe, a well prodiig
show, flashed into the top ten afier an intense publicit
rounding its premiere, but then faded before the-
time to catch on. 240-Robert (a pale copy of CHIPs'
cy), BA.D. Cats (worse than 240-Robert), and a
blue collar sitcom, When the Whistle Blows (worst 6f
were tremendous flops. i
Still, ABC planned to hang on for the season b
Winter Olympics ratings boost, then heavily promotiy

series as they returned to their previous hit slots and plup

special blockbuster movies. The February Olympics
back in the lead, but, by March, CBS was rolling with:
mances on Sunday, Monday, and Friday. Veterans's
Bunker’s Place (the renamed All in the Family), Al
Jeffersons were once again top ten hits. MTM shows:
Grant, WKRP in Cincinnati, and The White Shidg
doing well. And then CBS’s Friday night headliners :expl'
As the battle for the top spot in network television
the spring, Dallas and The Dukes of Hazzard becdm
shows on the air, sometimes finishing first and
weekly ratings. Dallas pumped up fresh viewer inter
out its new episodes for the season with the shooting
tardly T. R. by a mysterious assailant. Reruns began.
week and many new Dallas viewers, lured by the
stayed put to. fill in character background and catch:ip
lines and setups they had missed from earlier in the
Armed with this line-up of hits, CBS closed
and the two were in a dead heat going into the fi

The Strike

RE THAN THREE YEARS, NBC's strategy for

-;tht_é-'number one network hinged on the 1980 Summer

arnes. In February 1977, even before luring Fred Silver-

ABC, NBC had won the rights to the contests (the first

the Soviet Union) by committing a record-breaking
“in its bid. This broke down to approximately $22.4
‘actual television rights, $50 million for the produc-
Moscow, $12.6 million to the International Olym-
, and $12-$15 million for such miscellaneons items
{ransportation,

sa very good reason for this expenditure: The 1976
id:helped push ABC to the number one slot. Even
wimmer Games took place before the annual ratings
for the regular season, they had provided a tremen-
ty for ABC to promote its upcoming fall schedule.
on doing the same in 1980, while also treating its
pic coverage as an on-going “big event” with frequent
o_niotions. When Fred Silverman joined NBC in 1978,

hostages taken in the seizure of the American embassy in Tran the
previous month. Looking for some way (short of war} to protest
the Soviet move, many people focused on the Summer Olympic
Games in Moscow as a symbolic rallying point and they began to
call for a boycott of the event. On January 20, 1980, President
Jimmy Carter appeared on NBC’s Meet the Press and expressed
his support for such a move. He said that unless the Soviets with-
drew their forces from Afghanistan by February 20, he would
formally request the U.S. Olympic Committee to officially sanc-
tion a boycott. Many athletes, who had been training years for the
games, disagreed with that course of action, saying that it unfairly
mixed sports and pelitics in violation of the true spirit of Olympic
competition.

While evervone watched for the next move by the Soviets, the
1980 Winter Olympics went on as scheduled in Lake Placid, New
York, running from February 12 through 24 and carried by ABC.
The ratings were even better than ABC’s successful 1976 Winter

" Olympics coverage, culminating in a dramatic face-off between the

son, rearranging several moderate hits in mid-season to build regular season (which ended April 20). The cum
strength on other mights. In the process, The White Shadow, One victory rested on the performance of a few bloc
Day at a Time, and The Incredible Hulk lost their andience and ABC opened strong on Monday, April 14, with:th

] igns toward the summer and fall of 1980, aiming to Soviet Union and the United States, on ice. There, for the first time i
strong program line-up that could ride the momentum in twenty years, the U.S. hockey team bheat the Russians, eliminat- :

practically dropped from sight. CBS quickly saw its mistake and, show of the weelk, the annual Academy Awards proj 'ic:s' and bring NBC to the top by Christmas 1980. ing them from the Olympic championship series. A video tape
within a month, moved them all back to their previous slots, Johnny Carson. CBS neutralized this by scoring: bi e with its huge investment, NBC signed ABC’s 1976 replay of the game placed as the number four program of the week |
thereby saving the shows. and Wednesday with the surprisingly well-dong _' iducer, Don Ohlmeyer, to supervise both the actual and, two days later, the U.S. team went on to beat Finland for the ,

In the fall of 1979, CBS yanked its fall flops from the schedule ana Tragedy: The Story of Jim Jones. On Friday, AB 980 and the necessary preparations by NBC’s sports gold medal in hockey. P

O_!ﬂmeyer’s first NBC project was Sportsworld, a In the jubilation over the American victory, many people op-

right away (in addition to its three unsuccessful sitcoms, that alse Best of That's Tncredible,” a special edition of iis 0

included three hour-long series, Paris, California Fever, and Big It all came down to the last day, Sunday, April 2 100n sports anthology modeled after ABC’s Wide posed to the boycott were quick to point out that the Winter Ofym- _

Shamus, Little Shamus), Some were gone by the beginning of one of its champion theatrical films, “The Sting,” 1o PO_?Z‘_:IS, that arrived at the start of 1978, This new pro- pics seemed a petfect illustration of why the United States should : i
October. ABC, on the other hand, took until Febrouary to finish its performance, CBS countered with a special new NBC’s sports production crews the opportunity to participate in the Summer Games: Confrontations could take place '
moves. By then, shows such as Laverne and Shirley and Mork and of The Dukes of Hazzard, The downhome Haz Iechnical skills while providing the network with the in the sports arena rather than on the battlefield. Nonetheless, the ' i

Mindy had lost much of their ratings luster and needed time to beat the con men from Chicago. CBS won the nigh romotional forum to talk up Olympic-type competi- Soviet troops remained in Afghanistan into the spring and, on L

rebuild even in their old slot. To hive former top five shows the season. The final seasonal averages for the: et April 22, the .5, Olympic Committee voted 1,604 to 797 in favor
occasionally in the Nielsen basement dragged down the entire CBS: 19.6; ABC: 19.5; and NBC: 17.4. CBS held rew nearer, NBC also scheduled a host of other tie-in of the resolution calling for a boycott. Though individual athletes
ABC schedule and CBS pulled ahead in January. brate its first regular season win since the 1973 6 dnging  from specials such as the apimated were not specifically ordered to stay home, the committee’s vote :
One important reason for ABC’s inability to move guickly, cut network chairman William Paley called it ong 5" to the NBC-financed movie “Goldengir]l” featur- meant that there would be no official U.S. team sent to Moscow -
its losses, and bring in new shows was that the network had failed victories.” nton as an American track star at the Moscow games. and, therefore, no funds available to defray the tremendous cost of i
to develop adequate back-up strength. Eatlier in the decade, CBS Tn one season, CBS had outscored and outmaneu self produced a four-hour made-for-TV movie en participating. P

Olympics, “The Golden Moment.” NBC announced Throughout the months of public debate on the boycott, NBC

had fallen from first place for much the same reason: While com- petition with a varied, versatile schedule rangi )
Ya-hours of Olympic coverage in 1980, pre-empting found itself in a difficult position and deliberately kept a low

fortably on top, it had not built up a solid inventory of replacement gloss soap of Nallas to the serious character dra
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shows. CBS, however, had also learned its lesson. In the 1978-79 Yet, this dramatic turnaround also underscored how. prime time schedule from July 18 through August 5. profile. Because the Soviets said that the Olympics would go on
season, the network was ready with The White Shadow and The network standings had become. Even with one o =anstmas day 1979, the entire NBC Olympics project even without U.S. participation, NBC could still carry them. Real-
Dukes of Hazzard as early winter replacements. This season, CBS tine-ups in years, there was littte chance that victo O_Pa'rdy as the Soviet Union invaded Afghanistan. istically, however, such a move would have been a public relations
displayed more of its valuable “bench strength” at the end of 1979 80 season, however sweet, marked the begind lan invasion shocked and angered many Americans fiasco. The network’s financial investment in the games had been
by quickly replacing failed series with two strong new shows: twenty-five year reign at the top by CBS. : already frustrated by the continuing stafemate over the widely reported and to go through with coverage while the athletes
289 i
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grams, game shows, sports broadcasts, aftermoon soap
anid variety shows all operated under different contracts.
guch as Tonight, 60 Minutes, Monday Night Football,

1 People could go on as usual. The networks were forced to

iige with what was available for the fall, carefully mixing

cials, theatrical films, sports events, selected reruns, and

“series episodes completed before the strike began,

ance, number three NBC appeared to be in the best shape
e strike season, which seemed a pervérse form of
“balance its Olympic disaster. NBC had a backlog of both
‘fiew miniseries and *big event” presentations to draw
Slading the tweaty-five hour Centennial from 1978, the
Godfather Saga from 1977, and a new .twelve-hour
s, an adaptation of James Clavell’s novel, Skogun. In
‘{he network’s “reality shows” such as Real People were
ad; and it even had ready a good number of completed
from popular series (including four of CHiPs and six of
suse on the Prairie). NBC also had the World Series and,
fke: dragged into 1981, the Super Bowl.
such strong inventory, Fred Silverman went into Septem-
‘aggressively, touting the NBC schedule as being 75%—
material through October. CBS and ABC, more reliant
sitcom and drama series than NBC, were not as fortu-
oh ABC featured its own reality shows (Those Amazing
d That's Incredible) and reran its 1978 miniseries of
ng the usual September premiere period, the network
'_ ontinued its summer rerun schedule, occasionally

des that were several years old. CBS was squeezed
ter. Though the network had a few new “pre-strike”
f'Lou Grant and The White Shadow, some of its other
uch as M*A*S*H and Archie Bunker’s Place had
parceled out all but the preceding season’s shows into
adication. In addition, short-run winter and spring replace-
uch as Flo and House Calls had only a handful of
dtall, and those had already been rerun in the summer,
tiad to scrap most of its schedule and rely instead on
yvie presentations and reruns of specials.
nsed the potential for a big victory. Even before the
man had planned to open the 1980-81 season with a

one distupted all three networks. On July 21, 1989, the mem
the American Federation of Television and Radio Artis
Screen Actors Guild went out on strike. This haltefi' 0d
theasrical fitms, made-for-TV meovies, and most prir 1
and taped series. The central issue of the strike was a:d
unions to win for their members a share of the mone;

e ia- pa
roducers upon the distribution of programs via | cd i . .
Eystems and prerecorded video casseites and video di niseries ever at the time, right behind Roeets.

E ¢ involved recognized the precedent-setiifig L R.O_:Gts or Holocaust, which focused on generations and

f t;:riznotiations At the time, actors received: Shogun was the story of ome man’s personal struggle.
. bl sgette or di'sc sales, yet, since the mid-1970s, 3 amberlain played the hero, an English sea pilot named
Zii €, ttrastelevismn e ’had,begun to grow. Anyne home, who found himself shipwrecked in Japan during
ternate gel for future arrangements bothi K 000s. Facing vast cultural differences, as well as com-
Wodu liﬁerverzst 1$2ns Both sides therefore apprO?CiJé cal: ar.ld religious intrigue, Blackthome slowly adapted
ks v efuli and, as a result, an immediat Linstinets to the Eastern traditions. The Englishman be-
:;Zt iillliilsce\lr;rchjgotiati{ms ciragged on ,through the -TQf_@aga (T‘.o.shiro Mifune}, a Japanese warlord aspiring
th mer while celebrities walked the picket line upreme military dictator (or “shogun”) of the country,
C\;‘TLI“ e strike began, the companies supplying BY ove with his translator, the beautiful Mariko (Yoko
ial f eltlhe Eetworks were just a few weeks into prods ong the way, Blackthome also proved himself in
T;SOOYSI eagon and had only a handful of shows. won acceptance in his new land, becoming the first
8 t;llbes;r approached, it became clear that, for the. 1 i Sfimura_i warrior. Shogun was an entertaining combi-
fin_‘ ion hii?o the’ networks would have to’begi Xotic seftings, beautiful photography, a love triangle,
televisio Ty, : :of violence, The program was challenging, effective,

season without most of their regular series. NBC's delioht _ L
. . - X 'whelming success, giving the
ilv shut down Hollywoo § delight, an overw! g \
Though the strike virtually 1Z]ead to open the season.

g
number of areas unaffected. Performers appeanng_m_ [

hogun. He stood by that timetable, figuring that the
coutd be practically unbeatable without front line series
om the other networks. Silverman’s calculations
ct: The five episodes of Shogun ranked as the top five
‘th; first week of the “new” season, giving NBC the
ed week in its history. Shogun became the second

themselves were forced to stay home would have appeared to be
the height of cynical self-interest. ‘

In May, NBC announced thai its far-flung summer Olympics
programming would be drastically cut back. Becagse the US
Olympic Commiitee decided to go through the for‘mahlty of naming
an Olympic squad, NBC did cover those team (rials in the spring
and early summer, For the actual games in Moscow, .though, NBC
limited itself to short feature reports (running aboi‘lt n_mt.aty siaconds
each) during the nightly news. This was virtually indistinguishable
from the short clips and summaries offered by ABC and CBS as
well as other news organizations. A few individual stations w.ent
even further and specifically ignored any Olympic news, refusing
ntion winners in major events or new world records.
s did not go to that extreme, for
s if the 1980 Summer Olympics

even to me
Though most news organtzation
most television viewers it was a

never took place.
NBC lost more than $30 million in ad revenus as well as money

already spent in preparations. There was not even a .chance to
tebound four years later. ABC had already Won‘the blddmg for the
rights to both the Summer and Winter Qlympic Games in 1984
Above all, NBC had lost the promotional vehicle it had counted on
for more than three years. Fred Silverman and NBC had been done
in by events totally outside their control. .

Just a few days after the Moscow Olympics began, thoug}},
thete was another development outside network control, bui this
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The week after Shogun, the striking unions reached a tentative
settlement with the producers. However, there still remained two
or three weeks for ratification by the rank and file, and then about
three or four more weeks before the first new shows would be
ready to air. So the ad hoc strike schedule continued until the
beginning of November, with new shows, new specials, sports, and
theatrical films generally outdrawing rerun competition. ABC’s
NFL Monday Night Football had the best opening ratings in its
history. Both the baseball playoffs (on ABC) and the World Series
(on NBC) also earned record-high ratings. CBS’s highly publicized
made-for-TV movie about a Jewish woman in a Nazi concentration
camp, “Playing for Time” (starring Vanessa Redgrave), scored as
the number one show of its week, giving CBS its only weekly win
during the strike.

At the beginning of October, the actors ratified the tentative
agreement and, on October 6, series production resumed. For the
immediate future, the seftlement provided actors with a pay rate
boost of 33% for prime time reruns. In the developing new video
fields, there were important precedents established: Performers
were granted 4.5% of the distributor’s gross for the first vear of a
show’s play on pay TV, and 4.3% of the producer’s gross on
prerecorded video disc and video cassette sales above 100,000
units. Though such provisions did not result in any immediate
cash, they promised performers a share in the expanding video
industries that could eventually prove lucrative. Looking even
further ahead, the new pact acknowledged the likelihood that as
more and more material was required by cable services, cable
programmers would have to follow the route taken by the commer-
cial networks years before and begin to develop original movies,
variety specials, and even continuing dramatic, adventure, and
comedy series to supplement their basic late 1970s schedule of
uncut movies and sporting events. All that was years away, though.
The immediate focus following the setflement was to turm out new
material for the season already in progress as quickly as possible.

The networks’ post-strike schedules in October, November, and
December were almost as confusing as the strike period because
not every returming series followed the same production timetable.
Half hour videotaped programs were ready much. faster than hour-
long filmed series, so the networks had to continue to improvise,
plugging the holes in their schedules as the shows became availa-
ble. Theie were other disruptions as well, including election
coverage, the November sweeps, and holiday specials for Thanks-
giving and Christmnas. As a result, some season premieres were
practically buried and did not produce the expected instant jump in
the ratings. It was not until January 1981 that the schedules settled
down at last. Despite NBC’s success during the strike season,
though, it was CBS that came cut on top, once again propelled by
Dallas.

CBS had done the worst of the networks during the strike
because it did not have as extensive a backlog of flashy “event”
programming as NBC. More important, this weak start threatened
to scuttle CBS’s game plan for the entire season becanse it diffused
the momentum of the network’s strong come-from-behind victory
in the 1979-80 season. CBS had planned to start the 1980-81
season with its winning schedule in place and quickly build its
previous razor-thin victory into a healthy lead. The strike nullified
those plans and gave NBC the initiative instead. CBS could only
sit on the side and wait.

Once the strike ended and program production resumed, CBS
set out to quickly win back the audience. Its first move, in mid-
October, was to rebuild interest in Dallas by rerunning episodes
from the show’s initial tryout as a 1978 spring series. This innova-
tive ploy worked. Few current Dallas fans had followed the series
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September 9,1980
The FCC creates “secondary stations,” a new technical

classification that sets up the possibility for thousands of new
low-powered local television stafions.

September 16, 1980
As part of Johnny Carson’s new contract with NBC,

Tonight shrinks to sixty minutes. Tom Snyder’s Tomorrow
expards to ninety minutes to take up the half-hour slack.

October 25, 1980
ABC’s Love Boat and Fantasy Isiand are the first series to

get new episodes on the air after the strike settlement.

QOctober 28, 1980
Presideni Jimmy Carter debates Republican chailenger
Ronuld Reagan in Cleveland before a television audience of

forty-six million.

November 2, 1980
In the season premiere of Archie Buriker’s Place, Archie

comes to grips with the death of his wife, Edith. This
realistic plot development evolved from Jean Stapleton’s
desire to leave the series for good.

November 4, 1980

NBC’s use of stategic exit polls helps it to call Ronald
Reagan the winner in the presidential election at 8:15 P.M.
Eastern time, beating ABC’s announcement by more than
ninety minutes and CBS’s by mare than two hours,

November 15, 1980
Under new- producer Jean Dourpanian, the “next

generation” of Safurday Night Live debuts with a new cast of
six unknowns, but the refurbished program fails to gel. After
only four months, NEC installs ancther producer (Dick
Ebersel) and revamps both the crew and format, with only
two cast holdovers: Foe Piscopo and Bddie Murphy.

November 17, 1980
Roger Mudd, passed over by CBS as Walter Cronkite's

successor, defects to NBC News.

L

in its original run and the ratings for the program remained strong.
Then, going into November, CBS began to rekindle the “Who shot
J. R.7° mania that had started with the season finale of Dallas the
previous spring. Since then, the program had turned into a world-
wide sensation. In Britain there was spirited betting on the identity
of the assailant, with odds quoted at 20 to 1 that I. R. shot himself.

To open November, CBS staged “Dallas week,” airing four epi-
sodes of the program in one weck (one on Thursday, two on
Friday, and one on Sunday). The first iwo Were reruns of the final
episodes from the previous season, featuring some of J. R.s
dirtiest deals and culminating in his shooting. This effectively set
the stage for the two-part season premiere in which doctors rushed
to save J. R.s life. All four episodes finished in the top ten
(coming in at number one, 1Wo, four, and nine for the week). The
regular Friday episode the following week continued the story,
dangling spurious clues and suspects. This also finished number
ane. With interest once again at a peak, the answer to the buming
question “Who shot J. R.7” came at last on Friday, November 21.
In the closing moments of the program, Kristin, . R.’s mistress
and personal secretary, confessed that she had done it.

A record number of viewers tuned in o find out the answer,
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sending Dailas through the ratings roof. With a 53.3.1
76 share, it became the highest rated individual show i
history to that point, topping such sports evenls as the' Sij
and World Series and previous TV milestones includinp
of Little Ricky on I Love Lucy, the final episode of The
and even the concluding segment of the original Roors..
Dallas stayed at the front of the television ratings [ﬁa:
remainder of the season as its many new viewers stk
follow the plot complications introduced while T. R. reco
CBS’s other regular series fell into place, the network wip
ratings deficit from the strike period and by mid-DecembBr
both ABC and NBC in the cumulative ratings race ey
winning the entire 1980-81 season with relative ease.
One reason that NBC, which had taken the ratings.
the strike, fell so quickly from the top was that the ne
not match CBS’s line-up of established hit series. Yet, i
it looked as if NBC at least had a chance at making 4 res
showing for second place overall by following an innova _'
phase post-sirike plan. First, in November, Fred Silverma:]j
set in place NBC’s strongest night, Wednesday, bring]
Facts of Life, Diff ‘rent Strokes, and Quincy (o follow thie
People. For phase two, he held back most of NBC’s ‘othe
ing shows and new series while ABC and CBS slot
filling in with short-run series instead. One of these, a variet;
starring country singer Barbara Mandrell, proved s
enough to win instant renewal in January. o
At the beginning of January, Silverman launched phas
and brought in the remainder of NBC’s regular serie
CBS and ABC had just finished their delayed fail premicr
had a second-season type limelight all to itself. For th
weeks of 1981, the NBC strategy seemed to be workir
network beat out ABC and came in second our times Re
(and revamped) programs such as Lobo, BJ and the Bear,-_-aﬁ_}
Rogers alt did well in elongated two-hour openers, and ne
such as Flamingo Road and Harper Valley P.T.A. toine
spectable ratings. '
NBC’s three-phase post-sirike strategy gave Fred Silv
chance to demonstrate his greatest strength: effectively jugg
programs on a schedule in order to entice viewers 10 givé"_
shows on the network a chance. However, though such:8il
favorites as Real People and Diff 'rent Strokes had caught-on;
still had not developed a sufficient number of solid seric:';-'t_:
entire schedule. ITn many cases, once viewers were lured: 1
they found little to keep them there. Instead, NBC still
depend on big events and specials both to buy fime fdr__
catch on and also to fill between hits. Here, ironically, Silvenm
successtul strike strategy took its toll. i
In presenting a mostly new schedule during the actors
NBC had not only drawn from its backlog of material, it
aired many blockbustex movies and specials normally kep!
the ratings sweeps periods. This tactic put NBC in a very
ble position, particularly during the February sweeps. Wil
had such top theatrical movies as “Hooper” {with Buri K&
and “The Amityville Horror,” and ABC gzired “Norma R
“Jaws 2,7 NBC was left with tepid made-for-TV films
“Kent State” and “Elvis and the Beauty Queen.” Worse ¥
shortage of aftractive event programming, NBC was:fot
throw its regular series against such ABC specials as the fhE
eight-hour sexy miniseries East of FEden and the flashy 14
TV movie “Miracle on Ice” (recreating America’s 1980 0ty
hockey triumph). As a result, Fred Silverman presided: 0
third consecutive losing season at NBC, with the network’s
for the 1980-81 season exactly the same as the yeat bef

usted personality in America,” Walter Cronkite,

fly nineteen years as anchor of The CBS Evening
rch 6, 1981. 60 Minutes correspondent Dan

k over the post three days later. (CBS News Photo/
Archive © 2003 CBS Worldwide, Inc. Alf Righis

ot RCA board chairman Thornton Bradshaw announced
erman had been removed from NBC and was being re-
rant Tinker, president of the MTM studios. Silver-
. f being the first person to take all three TV networks
dne had to remain unfulfilled.
0 and one-half month actors’ strike made the 1980-81
“of the most confusing programming periods in televi-
oty The strike, however, had a much more significant
‘thin merely messing up network plans for that one sea-
al : marked the first time ABC, CBS, and NBC were forced
t-head-on the changing reality of television technology
i wledge the rapidly growing influence of cable TV and
d'ep_ attachments. For years, the networks had steadfastly
ismissed advances in these fields, but in 1980 this
- nger be done. On the surface, the industry in 1980
iich as it had for decades. The three networks, combined,
: 6% of the TV viewing audience. Less than 2% of
.h_omes owned video cassefte recorders. About 20% of
subscribed to cable TV service (more than doubled
0); but original programming on cable was still minimal,
_Qnetheless, many established television production outfits
2un to diversify in order to be ready to fill the programming
it were just now starting to ernerge with the new video
-_P_!__f_b demands by the actors (and other traft unions) for a
th_c_as‘.e new sources of profit reflected the increasing confi-
: heir inevitable growth, At last, the networks began to
th these changing times as well. Near the end of 1980, first
- en CBS, establ-ished new cable television divisions to
PF_OgTams exclusively for the new video industries. ABC’s
fitst to hit the air.

At 9:00 P.M. on Sunday, April 12, 1981, ARTS, ABC’s cultural
cable service (the Alpha Repertory Television Service} debuted
with three hours of original cable TV programs three nights each
week (rebroadcasts filled the other four nights). Like the sparse
schedule of network television four decades before, the ARTS
offerings represented only a modest start in a new market. Yet they
were an important first step, signaling that a seismic change was
coming to the television world.

November 30, 1980
Tanya Roberts joins Charlie’s Angels as Julie Rogers,
replacing Shelley Hack who lasted only one season.

December §, 1980

While watching ABC’s Monday Night Football, millions
learn of the fatal shooting in New York City of former
Beatle Fohn Lennon, with announcer Howard Cosell clearly
upset by the news. Six years earlier, Cosell had interviewed
Lennon on air during 2 Monday night game in Los Angeles.

December 20, 1980

As an experiment, NBC airs a televised football game
between the New York Jets and Miami Dolphins without any
play-by-play announcers.

Januafy 12,1981

Tomorrow Coast-to-Coast. (NBC). Rona Barrett, formerly
of ABC’s Good Morning America, joins Tom Snyder as co-
host of NBC’s revamped late late night talk show.

January 15, 1981
Hill Street Blues. (NBC). MTM presents a critically
acclaimed series on police life in an urban setting.

January 20, 1981

After twenty-nine years as CBS’s chief anchor for special
events, Walter Cronkite reports his farewell news
spectacular: the inanguration of Ronald Reagan as president
and the release of the American hostages from Iran.

April 11, 1981

TV writers begin a three-month strike against TV and film
producers in another dispute over how to divide profits from
the new video technologies. The fall 1981 premieres are
delayed somewhat as a result. .

April 12, 1981

Anne Baxter hosts opening right for ARTS, ABC’s
cultural cable service. The initial offerings include
performances by flutist Michel Debost, a concert by the
Israel Philharmonic, and a feature on painter Gustav Klimt,
kicking off the first week’s theme: “Paris: The Dream and
the Reality.”

May 8, 1981

SCTV Network 90. (NBC). Nearly five vears after the
Toronto branch of Second City launched its uniquely warped
TV satire series, the program moves from syndication in the
U.S. to a network slot. Despite a starting time of 12:30 A.M.
(following Tonight on Friday), it quickly becomes a late
night comedy favorite.

September 1, 1981
Milton Berle's thirty-year (“$200,000 per year™) contract
with NBC expires.
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the late 1950s as the networks increased the
sogramming and the locals began using a greater
idily vailable old movies as well as reruns of network
syndication producers then joined forces with the
roduCé the new wave of filmed Westerns and action-
o t'hat were starting to dominate prime time. These,
s syndicated reruns.
wrial for syndication increased in the 1960s, when
of stations such as the Westinghouse, Metrome-
chains struck gold with talk shows. They supplied
and other interested locals with videotaped gab-
Mike Douglas, Merv Griffin, and Phil Donahue for
on-network time slots of later afternoon and late
snment expanded the potential syndication market
th: the “all-channel” bill, which required all televi-
factured after 1964 to include UHF reception

C‘

TRANSITION: 192787

41. Stop and Start It All Again

w through the decade, independent producers again
iato, the realm of producing entertainment series, though at
fiftned out new versions of old game and quiz shows.
at-entered the field again with the FCC’s 1971

BY THE EARLY 1980s, THE PUBLIC ATTENTION directed most cities had only a few stations. On these, for®

toward which network was number one and what shows were in the access to the viewing public was largely limited t¢ tho: vhich mandated that all three networks return thirty
top ten had fostered the image of television competition as a wide- New York-Hollywood entertainment-production axi : m.g['.lt to be filled locally by their afﬁha_tes The com-
open free-for-all. The reality was completely different. Besides fighting for time on existing channels; of forbade ic use of off-network reruns in th1§ prime

From the beginning, network television bore the stamp of a of a television forum tried to find new outlets, attemptin slot, so independent producers stepped in with more
surprisingly small number of people. Milton Berle inspired millions ply choices for viewers and available markets for p versions of canceled network programs, and even
to buy their first TV sets in the late 1940s. During the early 1950s, 1 the years, a frequently proposed scheme to enhance acee

Love Lucy launched the Desilu studios and began the domination of creation of a fourth commercial network that migh :1970s, producers grew bolder in their access ven-

filmed sitcoms. Throughout that decade, Louis G. Cowan presented tions into a force equivalent to ABC, CBS, and NBC: fng: new comeldy, adventure, and drama programs.
one quiz show after another on all the networks. In the late 1950s, American television had, in fact, begun with four Hetw e .-.}3ad beer.l rejected b){ the networks, so they were
ABC drew more than one-fourth of its schedule from the Warner that sitnation lasted only a few years. By the o dividual stations, by-passing the networks. In 1973, the
Bros. film studios. NBC carried a similar reliance on Universal DuMont television network had foundered and die pace: 1999 gave local programmers big-budget

Studios through the 1960s and 1970s. CBS’s president James politics, financial constraints, and a lack of affiliate; Wlth familiar televisiog stars (Marti]ll Landfau and
Aubrey presided over programming geared toward rural America in problems almost killed ABC as well. If.rom the SU(?CCSS}?UI Mffs fon: Impossible serties). In
the early 1960s, building on the success of Paul Henning’s The By the mid-1960s, the number of stations throughou . I_:;ear supplied five episodes weekly of the adult-
Beverly Hillbillies. Ten years later, producer Norman Lear devel- had grown. Many major cities had at least three TV: .HF”’I”W”: Muary Ha_rt.ma,n comedy soap opera.
oped a style of television comedy with All in the Family that was UHF reception had been mandated for all TV sets.: Mor Stadios, then television’s largest. supplier of prime
more urban-oriented, topical, and controversial. Garry Marshall were capable of picking up ABC’s signals and, as th programming, took the next .Step in 1977 when it set
supplied ABC with a string of hit sitcoms that made the network grew, serious discussions once again began on the po 0 Prime Time (OPT), a‘ShOI't-hved attempt to compete
number one in the mid-1970s, Ace programmer Fred Silverman starfing a new fourth commercial network. e network programming. For a few years, the .S'flldJO
directed strategy at all three networks during the 1970s, moving One 1967 effort, the United Network, actually hi ted. a handﬁvll qf ﬁrsf—run cir?lma miniseries directly
from CBS to ABC to NBC. lasted all of one month with just one program, The Las: ¢ 31 stations, beginning with Testimony of Two Men.
Though tens of thousands of people worked toward the finished a virtual clone of the Tonight show on NBC, hosted by B niversal’s OPT formula and Lear’s Mary Hartman, Mary
preducts, over the decades access to television remained limited. Tonight show regular himself under Steve Allen in the ; ‘_Z_tOl the heart‘ of alternative access. Instead of trying to
Ultimately, program material was funneled through just a few the problem remained finding affiliates. Though th 2 mamtgm a full-time network, the.y‘wxsely conceptrated on
networks, studios, and producers. As a result, the race for the top more stations operating than there had been in the earl of time. They allowed Subscnbmg local stations flexi-
spot was more accurately a contest among those who had already when both ABC and DuMont were floundexing, they we .__g_-thls flashy -materia] against their competition. How-
staked out a share of the television pie. Placing a show on television in the right places to foltow the existing network model CCﬂS_S of Umveisal _and ,]:ear -only und.erscored the
meant the opportunity to earn huge profits. It also afforded a vast In order to reach 90-95% of the homes with TV .SetS; 2<Pel’lf?ﬂ_ced by . Out51ders .trymg to gain access to
pulpit to present a particular point of view. So from the beginning, needed broadcast affiliates in about two hundred ci Eﬁ‘VllSIOIIl. Ultimately, Universal and Lear me.rely
the constant battte in broadcasting was between those who had most of the stations unaffiliated with ABC, CBS, and.: \ variations on what they were, at the same tme,
power and influence, fighting to keep i, and those without such bunched in only the largest cities, thereby leaving oul he Ileth)rks. Yet the resemblance of thf?,ll‘ shows Fo
status, fighting to attain it. ' sections of the country. Even with more than seven humer _._“__/.fork offerings probably accounted for their success in
From its creation in 1927, the Federal Comumunications Commis- mercial TV stations on the air nationwide, every fourt o . o
sion recogaized the special limited nature of the broadcast medium model still faced a daunting task trying to reach a suf_ﬁC' s ff)l.‘ all the talk (e§pec1ally by .the government) of
and set up rules that called for use of the airwaves for the public’s audience (90% of the viewing public) to attract major advert matives to th? major COWEICIﬂl networks, there
“interest, convenience, and necessity.” The FCC tried to include Until the problem of audience penetration could be such a system in place. :I'hlS system ha.uj been crea}ted
avenues of access by calling on stations (first radio, then television there would be no viable fourth network. So progtjam 0 thrnment 1tse_1f and was designed w;tl_z a d1ffc_:r.em motiva-
as well) to incorporate a wide range of programming aimed at turned to another form of access: syndication, creanng éCOI.DIHeI‘Cial. r{etworks. Itlwas publ{c telev1510n:
serving their communities. Though often compliance with the network of stations for individual programs. During the 12 imercial television began in the United States in 1952,
commission’s rules consisted only of token religious, public affairs, and early 1950s independent producers such as Jerry Fair . _?”Iaf:k of funding the sylstem w?s. limited to Iow-bus:lget
and educational programs, these were Important precedenfs be- companies such as Ziv began selling programs to imidi tﬁa fare. Access to public telcws'lon was almost a J-()kﬂ
cause, from the start of American television until the mid-1960s, tions to slot during time periods not used by the netWOI'. Here were very few people watching the cheap-looking,
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deadly dull programs. In the late 1960s, after passage of the Public
Broadcasting Act of 1967, public television began acting more like
a full-fledged network as its member stations gained production
savvy and the federal government awarded it a yearly stipend.
During the administration of President Richard Nixon, public
television was strong ecnough as an alternative network power to
pique the government with its public affairs analysis of war and
domestic policies. As a result, the administration forced the PBS
network to decentralize and return more power to the local stations.
Oddly, the complicated system that emerged worked.

The PBS schedule was set up by a convention of local affiliates
that bid on shows and pledged support for new series. Local stations
usually did not air PBS shows at a set time, instead fitting them into
their own schedules as they chose. The affiliates in larger cities
such as New York, Chicago, Washington, Boston, and Los Angeles
often produced programs and offered them to the entire network,
but anyone who could navigate the funding bureaucracy could
produce a show.

Once a show was picked up, it was treated far differently than it
would be by the commercial networks. Philosophically, PBS was
meant to co-exist as an alternative to commercial television, not as a
replacement for it. As a result, programs were treated as something
special. Even a one-shot program might be aired multiple times
during the same week as its original broadcast, then offered addi-
tional times during the same season and periodically revived over
the years, Limited-run series could also receive the same treatment.
Movies would often be aired without any interruption. Though
public television had less consistent success with comedy (apart
from a handful of British imports such as Monfy Python), it excelled
with dance, drama, variety, and documentary shows.

Yet even with all these offerings, public television was still not
the all-encompassing answer to American television’s closed
nature. The stations were still constrained by the same limited
number of frequencies available for broadcast. They had merely
been earmarked by the government for this specific purpose.

The chief stumbling block to practically any major change in
television access and selection remained the very nature of the
commercial television setup. A fixed number of outlets were in
competition with each other. Even more limiting, they all had to
cater to a huge audience,

In addition, because commercial television was beamed to
homes indiscriminately, nervous executives tended to remove
whatever might be perceived as offensive by some people—even
though others might consider the same material to be high quality,
mature, adult entertainment. Popular theatrical movies were edited
to soften language and o remove violent and sexoal content. Series
were created for the largest possible audience. Because commercial
television advertising rates were based on the relative standings of
the programs against each other, the networks selected entertain-
ment formulas that had proven popular and successful in the past
and might “knock off” the competition.

By the dawn of the 1980s, however, there was a glimmer of
potential for change, coalescing around ideas that had been around
for decades.

As soon as tefevision caught on with the public in the 1950s,
various production outfits pressed to get “pay TV” started as a
competitor to free TV. Hollywood studios, losing box office busi-
ness to felevision, were especially interested in a systern that would
allow charges beyond commercials and the one-time purchase price
of the TV set. A few such experimental systems got off the ground
in the 19505 and early 1960s, using individual TV stations that
broadcast signals that were coded and could only be picked up by
viewers with a decoding box attached to their home sets. Zenith had
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s format. In 1977, Robertson used that program as the
iiifor the Christian Broadcast Network (CBN), which
ing The 700 Club and other religious programming to
ins via satellite.

there were few independents operating in their areas. As
more local cable systems added WTBS to their cahlé
Turner’s station became available throughout the South. {J
relay satellites to bounce his signal to cable systems throug
country, Turner eventually transformed WTBS into a virtug dison Square Garden (MSG) network had local (New
al TV station. Other non-network stations {(such as WGN & yction roots from years of in-house coverage at one of
go) followed Tumer’s lead and began sending their signalg try's premiere sports arenas. For its national cable service,
systems throughout their regions. “red selected hockey (New York Rangers) and basketball
Though these independent superstations offered their v ¥ Knicks) games, along with a handful of special events
new choice on the dial, their programming was hardly revo] apmnual 'dog show competition.
television. The movies, sports, and series reruns were & Nickelodeon brought programming for kids to cable,
pered with plenty of commercials. However, Turmer’s hat had started in 1977 as a local Ohio offering (Nick
aggressively using cable connections was revolutionary. nd- expanding it nationally.. Nickelodeon represented a
While they reached a relative handful of viewers corp m many past local chifdren’s shows by eschewing familiar
ABC, CBS, and NBC, these cable connections could by-p, aons in favor of its own original creations. A modest day-
limited number of available over-the-air frequencies. In ad hedule allowed these new features nurturing time.
the fact that viewers were willing to pay for such connectidr_ls ilis of government provided the programming material for
with commercials) opened up a whole new revenue stre: ' w1979 service, C-SPAN (the Cable-Satellite Public
households went from paying zero to paying something fo etwork), a noncommercial offering funded by the cable
sion, there was the potential to add other charges. itself. The brainchild of thirty-seven-year-old journalist
in 1972, Time-Life set up Home Box Office (HBO), a:
service carried over various cable systems, but one with
portant difference. Cable subscribers had to pay an addit

September 27, 1977

Madison Square Garden Sports Network (MSG), owned
by United Artists/Celumbia, begins programming via cable.
It is the first attempt at an all-sports cable network.

April 1, 1979
Wamner/Amex’s Nickelodeon cable network, aimed at
children, begins operations.

April 26, 1979

Weekly Major League Baseball comes to cable via the
Madison Square Garden network, with the beginning of
twenty-three weeks of Thursday night games. Generally
games are blacked out within fifty miles of the home team’s
city. Fim Woods, the regular announcer for the Boston Red
Sox telecasts, handles the games from cities in the East,
while Monte Moore {who does Oakland Athletics games)
handies those from the West Coast.

September 15, 1979
TV Guide adds listings for pay cable services such as HBO
and Showtime to its New York City edition.

¢ a daily civics lesson for home viewers.

~the main focus for C-SPAN was live gavel-to-gavel
“the U.S. House of Representatives, but it quickly added
tures to fill its off-session houwrs, including videotapes of
rigressional meetings and hearings and other public events
p'olitical figures. Because many of these events had
cen: routinely open to the press, C-SPAN needed only to
amera crews. However, in contrast to other news organ-
that rarely aired more than a few words from the events,
wcarried every minute. Even more attractive to those
ng ot camera, the network tool the approach of being an
f record” and did not inject any critical commentary
coverage. Tnstead, that was handled on separate viewer

above their regular costs in order to receive HBO. Thi
allowed HBO to be noncommercial and still be profitabl

ing with an audience of thousands rather than million
HBO was distributed (via microwave transmitters) to jus
systems in the East, and its programming was restricted;;f
box office films not yet farmed out to network television;
films considered too racy to air intact on the comimercial 1
and sporting events that the networks had by-passed. By
1970s, HBO was using TV relay satellites to distribute it
cable systems coast-to-coast and also had developed a:nium
original programs to drop in between the films, including:
comedy-variety acts taped in nightclubs, and independent;
duced entertainment shows. o VS,

Though the initial audiences were miniscule (HBO’ orts was another ready-made programming hook with events
night reached a mere 363 subscribers), cable systems soon king place that did not require much in the way of scripts,
that adding FIBO as another channel in their service resu riginal production. The challenge, though, was to find
higher number of subsecribers. By 1976, HBO had a ¢ ready claimed by ABC, CBS, and NBC. In September
Viacom’s Showtime, which also charged a premium fee foi (the Entertainment and Sports Programming Network)
package of uncut movies, original programs, and spec mainstream networks with a service that assembled a
The potential business was there, even if nobedy yet ko ¢ available, the obscure, and the otherwise ignored. Sports
what programming mix would convince cable subscribers rt were catried from virtnally anywhere around the
an additional fee. : hen tepeated (and repeated) on tape.

Even more challenging was the question: How cou 1 repetition was necessary because cable services interested
who had no problem receiving the networks over the air:fo W customers were realizing that one strong selling point
convinced to pay for television? What could lure membet statil; availability, While the commercial networks and even
audience into becoming cable subscribers? There was n § aired individual programs only once and usually signed
answer, but there was also no shortage of those trying to fllld Wwee hours of the night, cable services realized there was

With ABC, CBS, and NBC offering one-stop “departme _éason not to keep on playing and replaying their material
shopping for a mix of mainstream comedy, drarna; Hew out the day. It did not cost them much to do so and it helped
sports, those attempting to emulate Ted Turner’s success t::hel_r identity on the cable dial.
concepts that were both distinctive and cost-cffective. B ftern began to emerge. Because these cable services could
superstations were already the surrogate local stations: rd {0 be all encompassing, they had to define themselves by
markets, there was little room for others in that format. N if programming they were offering. Because they also
services had to be even more specialized, though taking afford non-stop original material, they plugged in rerans
offer potential viewers something reassuringly familiar.:* ._asz-l_ﬁecessary. In the process, having a succession of original

The quickest Toute was one that involved existing mg ecame less important. For the specialized cable services,
program models. Television preachers had been a brod 5t important to emphasize their brand identity: Govern-
mainstay for decades, and the Reverend Pat Robertson orts. Kids. Movies,
particularly successful since the early 1960s with his:sy tesulted in a subtle, gradual, but significant change in cable
program, The 700 Club, which packaged religion within a¢ Pectations. Instead of tuning in at a specific time for a

an experimental pay TV station in Chicago; pay TV stations stayed
on the air for a few years in California and Counnecticut. The sta-
tions ultimately failed for the same reason that various fourth
networks had flopped to that point: They could not compete with
the selection on the established commercial networks.

Advances in the concept of pay television took place from
another angle during the 1950s with “cable television.” Rural
residents who lived in fringe reception areas that could only receive
over-the-air signals from one or two stations (if that many) willing-
ly signed up to pay for clear reception of the closest free TV sta-
tions. Cable companies plugged a cable connection directly into the
home sets, delivering a signal that even a rooftop antenna could not
supply. In addition, the cable wires even had capacity for some
exira channels, though not a great number at first, beyond those
needed to present the nearby local stations.

At first, the FCC seemed uncertain how to handle such signals
which, technically, were not using the broadcast airwaves at all.
Eventually it claimed jurisdiction and issued rules such as the “must
carry” requirement specifying that local cable services had to carry
all local broadcast stations, not jusi the more popular channels. In
the 1970s, several legal cases brought by the cable industry success-
fully staked out cable’s identity as being different from the broad-
cast networks and more akin to print publications. There would be
rules, but the rales would begin with a different set of assumptions
about scope, coverage, and content. They were not, in general, as
restrictive as the rules that applied to broadcasters.

As the market for rural cable service grew, urban over-the-air
local stations soon realized that they could expand their total
audience by arranging to feed their signals to the nearby cable
gystems. In the mid-1970s, Atlanta entrepreneur Fed Turner revolu-
tionized cable TV by taking this process a step further and trans-
formed his low-profit non-network UHF station into America’s first
“superstation,” WTCG (later renamed WTBS). Though the pro-
gramming on WTBS generally consisted of old movies, syndicated
reruns, and local sports events, Turner worked to convince cable
TV systems throughout the Southeast to add his station to their
service.

Turner realized that, unlike many city dwellers, rural viewers
had rarely been offered a choice beyond network affiliates because

296 WATCHING TV

specific show, viewers turned to a channel virtually anytime for a
specific zype of program. It almost did not matter that, at any partic-
ular moment, the program on that service might be a rerun.

The development of these specialized services occurred com-
pletely under the radar screen of most television viewers. For one
thing, there were large areas of the country that did not have cable
franchise setups, so residents of cities as large as Chicago could not
order cable if they wanted to. There also remained the question:
Why would they want to? Cable services for the most part still
offered little in the way of original programming that could be
considered on a par with that of ABC, CBS, NBC, or PBS. Proba-
bly the biggest lure of cable was the opportunity o see uncut and
uncensored theatrical films, but that was more of a substitute for
going to a movie theater than an alternative o commercial televi-
sion.

It was Ted Turner who again upped the ante.

In 1979, Turner announced that his next cable venture would be
an all-news service, CNN (the Cable News Network), It was ©
begin the following year, just in time to cover that year’s political
conventions and fall presidential campaign.

‘While on the surface “all-news™ appeared to be yet another in a
growing list of specialized cable networks (like “all-sports™), the
idea of a full-time on-air television news service was staggering in
its audacity. In the early days of television, the three networks had
regarded news as a loss leader. Later, when the evening news
programs and prime time series such as 60 Minutes and 20/20
became bona fide successes, they were still just one element of a
network’s revenue stream.

CNN would be a news operation that would stand on its own,
twenty-four hours a day. Unlike all the other specialized cable

Jannary 25, 1980

Black Entertainment Television (BET), -the first U.S.
television network aimed at biack audiences, commences
programming on cable with a limited schedule of two hours
per day. BET’s founder is black businessman Robert L.
Johnson.

April 9, 1980

Cable’s MSG network is renamed the USA Network, as it
beging to move away from an all-sports schedule to a more
diversified general entertainment format.

August 1, 1980

Cinemax, a sister channel of Time-Life’s HBO, debuts on
cable with an eighteen-hour per day schedule of movies,
movies, ard nothing but movies.

December 7, 1980

Bravo, a pay cable service focusing on the arts, debuts
with a tribute to Aaron Copland taped at Camegie Hall in
New York.

Augost 1, 1981

MTV (Music Television), Warner/Amex's latest cable
venture, brings rock music videos to TV twenty-four hours
per day, beginning with The Buggles' "Video Killed the
Radio Star" and Pat Benatar's "You Better Run." Some of the
other artists featmred in MTV's first hour include Rod
Stewart, The Who, Tedd Rundgren, Split Enz, and .38
Special. The original five “veejays” are Martha Quinn, Nina
Blackwood, Mark Goodman, 1. . Jackson, and Alan Huater,
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7 SIELSON]

For a new generation’
youthful TV viewers, M
was the destination that
inspired the acquisition of
cable connection in the.

[N GRANT TINKER ASSUMED CONTROL of NBC in
chairman and CEO, he brought a significant change to
face of that network.

iiiter head of the MTM production company, Tinker had

Reserved.)

formats to that point, & creditable television news operation would
cost money. Big money. That was because, in conlrast to the con-
gressional sessions typically carried by C-SPAN or the scheduled
sports events on ESPN, major news stories could take place any-
time, anywhere in the world, at a moment’s notice. If CNN was to
be a respected news source, it would have to be ready to go where
the news was.

Turner made it clear that CNN would be such a major player
doing things his way, even down to locating the CNN news head-
quarters in Atlanta, Georgia, rather than in the traditional network
turf of New York or Washington. (Both cities would contain bu-
reaus.) Such pronouncements added to Turner's maverick reputa-
tion (which had earned him the nickname “the mouth from the
South™), but they also followed in the tradition of previous stubborn
visionaries, such as NBC’s David Samoff and CBS’s Willtam
Paley. Ted Turner had previously transformed his family’s success-
ful billboard-advertising business into a wide-ranging communica-
tions company. Now he was expanding that vision further, in the
process taking original cable programming to a new level.

At 6:00 P.M. on June 1, 1980, CNN debuted as promised. After
a filmed presentation of “The Star Spangled Banner” (just like a
“regular” TV station might run when signing on every morning),
anchors David Walker and Lois Hart in Atlanta began presenting
the news as if this was just another day of a service that had always
been there.

Even then, CNN was not automatically accorded parity with the
existing network ncws operations. For example, at the Democratic
Party’s August presidential nominating convention in New York's
Madison Square Garden, ABC, CBS, and NBC were allowed to
build huge anchor booths immediately adjacent to the floor of the
convention. CNN, by contrast, was allocated much smaller space in
the nosebleed level along with local TV stations and other inde-
pendent broadcast news groups. It still had to prove itself.

Within the broadcast news establishment, the attitude;
circles was to dismiss the fledgling news service with
scending sneer, calling it “Chicken Noodfe News.” For thie
then, CNN would have to build its own news tradition, one
four-hour day at a time, as people became accustomed -t
cept of tuning in the latest news anytime they wanted.

CNN was joined about one year later (in August
another groundbreaking cable service, this one aimed aj
different niche audience: MTV (Music Television). _

While some cable concepts such as all-sports seemed
and inevitable, the same could not be said for the premise:
MTV. It was designed to be a video radio station, playing:
videos™ (self-contained rock music performances on film an
provided by the artists themselves). These were not lengf
certs but, rather, individual songs that were mtroduced by:
stylish young “veejays” such as Martha Quinn and Niiia
wood. MTV played these music videos again and again;’iw
four hours a day. Such promotional music films had beerr ar
for years, proving especially popular on Buropean television
U.S., only a handful ever hit the networks, vsually in aone
broadcast on some music or variety show such as American
stand or Ed Sullivan. .

Unlike sports, news, movies, and kids programming;
videos were not a proven format with a hit track record
network TV. Yet teens soon transformed the slogan “I
MTV” into a national catch phrase and put the desire for
cable TV connection on the family shopping list. There
equivalent to the non-stop MTV music video lineup anyw]
network TV. _

So even though ABC, CBS, and NBC entered the fall o
with ratings numbers that continued to dwarf those of cabl_fc
networks were actually already engaged in the opening skirmi
of a battle for the hearts and souls of the viewing public. -

ipany, and Charlze s Angels). For NBC to put forth
s its new front man guaranteed a wave of positive critical
giested that as the number three network NBC might be
ing something a little daring as a competitive strategy:
togramming. After all, could the network do much worse?
presence also sent a signal to the creative community
many MTM alumni and friends} that they might find sym-
¢:éafs in the NBC network offices.

did make a few changes to the 198182 season schedule,
had been planned during Silverman’s regime, but NBC’s
eup was still largely Silverman’s creation. More significant-
ker kept in place the man that Silverman had made his pro-
ming chief, thirty-one-vear-old Yale graduate Brandon

Silverman, Tartikoff was a programmer who truly enjoyed
: . During his ABC days, Silverman had spotted Tartikoff
tking:at ABC’s Chicago O&0 (WLS) and pulled him. to the
ark. Soon after Silverman became president at NBC, he lured
ff to that network as well, installing him as head of the
ment division. In that role, Brandon Tartikoff had the
riinity to use his “TV generation” sensibilities to seek out
&:concepts that appealed to him as both a programmer and a
‘He understood that, in some cases, new programs needed
€10 find their niche, and he was ready to fight for that oppor-
or the shows he truly believed would eventually thrive.
ropriately, the 1981-82 schedule Tartikoff had developed
41l the end of Silverman’s regime already included its share of
- offerings. There was Merlin Olsen in Father Murphy (a
‘Western period piece from Little House on the Prairie’s Mi-
Landon), James Garner in Brer Maverick (a revival of one of
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the best 1950s Westerns), and—as a centerpiece of high-class tele-
vision—the MTM-produced police drama Hill Street Blues.

A mid-season entry in the strike-delayed 1980-81 season, Hill
Street Blues had registered high critical praise but extremely low
ratings during that first go-round. In fact, the program was ranked
in the bottom 20% of all series for the 1980-81 season (eighty-
third out of ninety-seven shows). Nonetheless, in his closing days
at NBC, Fred Silverman had signed off on Tartikoff’s renewal of
the program, making it one of the lowest-rated prime time series
ever brought back for a second season.

There were practical elements to the decision. NBC did not
have a deep bench of sure-fire replacements waiting in the wings.
Having been the number three network for a few vears, NBC was
also more inclined to try practically anything in search of a poten-
tial hit. Though Hill Street Blues had not yet registered with the
general public, it had developed a passionate following among
critics. That was exactly the type of scenario that had worked in
the past for such series as All in the Family and M*A*$*H, so NBC
was willing to give this one more time to catch on. The 1981-82
season would make it or break it.

Going into the fall, Hill Streef Blues received a tremendous
boost from the Emmy awards. First, in August, it received twenty-
one nominations (including multiple citations in several catego-
ries). At the Eramy telecast itself in early September, Hill Street
Biues walked away with wins in eight of its twelve nominated
categories, including Best Drama, Lead Actor, Lead Actress, Sup-
porting Actor, Directing, Writing, Cinematography, and Sound
Editing. Boosted by these numbers, NBC found itself unexpectedly
with more Ernmy wins than anyone else.

NBC ran promotional clips from the Emmy show incessantly
leading up to the new season, which had a later than usual start due
to a spring-summer sirike among writers. Though not as disruptive
as the previous season’s labor dispute, this year’s strike once again
stretched the unveiling of new series past the traditional September
premiere dates. Because NBC was airing baseball’s World Series
that October (and so delayed the premieres of most of its shows
until early November), it had a perfect promotional platform lead-
ing up to its premicre week. After all the press coverage, on-air
promos, and word-of-mouth attention, Hifl Street Blues at last
managed to attract a larger audience. What viewers found when
they tuned in was something truly different, a worthy successor to
previous MTM dramas such as Lou Grant and The White Shadow.

Hill Street Blues had the sharp writing and attention to charac-
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ters typical of MTM offerings. It went further, however, adding the
soapier style of continuing storylines and doses of steamy sensuali-
ty that might be found in shows such as Daflas. There was also
oceasional violent action that would not have been out of place in a
series such as S.W.A.T. Yet Hill Street Blues brought a fresh take
to all these elements, mixing them with a gritty inner-city sensibil-
ity. Judiciously placed handbeld camera shots (quite unusual for
mainstream TV in the earty 1980s) conveyed the sense that view-
ers were really peeking in on the day-to-day life of cops on the
front lines, from morning roll call to the end of another exhausting
shift.

The program put identifiable and believable faces to the very
real challenges of contemporary police work, showing men and
women serious about their jobs vet also able to see the humor and
absurdity of life that came with it. For example, at times during the
opening roll call the cops seemed almost like restless students be-

coping with the unknown that lay ahead. The daily warning “Let’s
be careful out there” was the understated acknowledgment of the
dangers they faced. With its deft combination of quality production
style, writing, and character development, Hill Streer Blues re-
energized the police show format and helped set the standard for
TV dramas for the next decade.

Created by Steven Bochco (producer of -Delvecchio and Paris,
two innovative but overlooked CBS police shows from the late
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ing addressed by a patient teacher, but that was just one way of

1970s), Hill Street Biues was set in a shabby downtown
station in an unnamed rust belt city. There, Capt. Frah_k
(Daniel J. Travanti) tried to keep some semblance of _'
justice in the often crazed world of urban law enforceme
precinct, He was supported by a well-rounded cast of chi
both at the station house and on the street. These includeéd:the
and considerate roll call sergeant, Phil Esterhaus (Micha
rad); the hyper and militaristic S.W.A.T. leader, Lt
Hunter (James B. Sikking); the bleeding-heart liberal crisis
ator, Sgt. Henry Goldblume (Joe Spano); the borderfin
undercover cop, Mick Belker (Bruce Weitz); the uncouth bu
ning Lt. Norman Buntz (Dennis Franz); and three great tea
street cops. Reflecting the diversity of the force, one was th
female team of Lucy Bates and Joe Coffey (Betty Thomas
Marinaro) and two were black-white pairings: Bobby
Andy Renko (Michael Warren and Charles Haid) and N
ington and T, D. Larue (Taurean Blacque and Kiel Martin}:
Furillo’s former wife, Faye (Barbara Bosson, Steven: B
wife in real life), was constantly turning up at the stati_oﬂ g
with him about money, their young son, and the tribulatl
going back into the dating world, He provided a Sympﬂ_th_ﬂ
without revealing that he was involved in an intense $6¢
mance of his own with headstrong public defender Joyce Da
port (Veronica Hamel). That steamy affair provided soft! >
key sexual tension at the beginning of the series because

ys in conflict at work, but passionate lovers after hours.
almost every major character was involved in a roman-
-with some of the sex scenes rather daring for the era.
mple, the audience did not just see Furillo and Davenport
bed; there were also erotic settings such as a steamy
ble bath. There were also kinky daytime precinet house
een Sergeant Esterhaus and his sex-obsessed widowed
4. Grace Gardner (Barbara Babcock).
istrong core cast, Hill Street Blues came up with years of
‘stories that were realistic, gripping, and entertaining.
tinuing storylines, often overlapping dialogue, and com-
mes required a fair level of attention from viewers, but the
/a8 a near-perfect mix of TV drama elements.
-all the critical attention lavished on Hill Street Blues
its Emmy triumph, NBC still languished in last place
e 1981-82 season. In fact, the network’s overall ratings
ear dropped in comparison with those of the previous sea-
ugh Hill Street Blues managed to jump to twenty-eighth
ng all the season’s programs). This had been Fred Silver-
final NBC schedule, leaving him far short of a network “hat-
ber one CBS and former number one ABC still had the
Igranis: that filled the weekly top ten, building on familiar for-
i stars, many of which had been nurtured during Silver-
tlier days at both networks.
in fact, was still mining Happy Days with the short-run
t mid-season spinoff Joanie Loves Chachi. The network
150 tumed to familiar faces William Shatner and producers Aaron
g and William Goldberg for its own new police show, the
ason entry T. J. Hooker: Though including slices of off-
e:and earnest plots involving the rights and wrongs of the
World, the series was a far cry from Hill Street Blues and
stuck to a standard crime action formula over its run.
layed the title character, a veteran cop who chose to go
on the street” 1o guide such fresh-faced officers as Vince
(Adrian Zmed) and Stacy Sheridan (Heather Locklear).
;I_UOSt popular crime fighter on CBS was private investigator
$ Magnum {Tom Selleck) on Magnum, P.I. The series was

Every morning at roll call,
Sgt. Phil Esterhaus
(Michael Conrad) warned
the officers at the Hilf
Street Blues station to "Be
careful out there.” (Hill
Street Blues @ 1980
Twentieth Century Fox
Television. All Rights Re-
sarved.)

in the spirit of The Roclford Files, but in a far more comfortable
seiting: Hawaii. Less than six months after Steve McGarrett (Jack
Lord) had booked his last case on Hawaii Five-0, Magnum’s pro-
ducers Donald P. Bellisario and Glen A. Larson brought viewers
back te that luscious island setting for one of the best set-ups a TV
detective could hope for.

In exchange for providing security for the lavish island estate of
Robin Masters, Magnum was given lodging in a comfortable
guesthouse, access to a snazzy $60,000 red Ferrari, and the time to
pursue his own cases. Masters, in fact, was never there at all,
though his very proper and officious British aide Jonathan Quayle
Higgins III (John Hillerman) attempted to keep in check the flip
and casual Magnum. The sparring between Higgins and Magmim
(perfectly executed by Hillerman and Selleck) provided a core of
camaraderie to the series. It was clear that the two men deeply
respected each other and, after a while, Magnum became con-
vinced that, in fact, Higgins himself was the never-seen Robin
Masters. (Of course he denied it.)

Overall, Magnum, P.I. was lighter fare, buoyed by Selleck’s
charm and good looks ¢his smile while he raised his eyebrows was
truly disarming). Yet the series did not go over the comic edge.
Magnum was a Vietnam vet and two of his war buddies helped on
his cases: helicopter pilot T. C. (Roger E. Mosley) and nighiclub
owner Rick (Larry Manetti}. This carefully developed serious side
to the characters emerged just often enough to keep the series and
the stories grounded for eight seasons.

CBS’s most innovative police drama of the 1981-82 season was
Cagney and Lacey. Though stylistically worlds apart from Hill
Street Blues, the series had its own unique point of view and its
own protracted quest for ratings success. The project had first been
pitched as a feature film by two female writer-producers, Barbara
Avedon and Barbara Corday, but it eventually ended up as a TV
movie (co-produced with Corday’s husband, Barney Rosenzweig).

The premise was groundbreaking in either medinm: female
buddies. Over the vears, there had been solo female cops (Police
Woman), male-female couplings (McMillan and Wife), plenty of
teams (The Mod Squad), and male buddies (Starsky and Hutch).
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November 15, 1981

This Week with David Brinkley. (ABC}. Six weeks after
[eaving NBC, David Brinkley lands as host of a one-hour
Sunday moming news and interview show at ABC.

November 16-17, 1981

ABC’s General Hospiral, TV's number cne rated daily
soap, sets a new daytime ratings record with the ultra-hyped
wedding of Luke (Tony Geary) and Laura {Genie Francis).
Scon enough, they are split up, when Laura is kidnapped
(and presumed drowned) and Luke barely survives an
avalanche.

December 21, 1981
HBO at last expands its schedule to twenty-four hours a
day, seven days a week.

January 1, 1982

Ted Turner faunches his second all-news cable network,
called CNN-2. Unlike CNN, CNN-2 simply runs forty-eight
consecutive self-contained haif-hour live newscasts daily,
with each updated for the latest developments. By August,
the network is renamed CNN Headline News.

January 4, 1982
Sports announcer Bryant Gumbel replaces Tom Brokaw as
co-host (with Jane Panley) of NBC’s Today show.

movie pilot that aired in early October (“Sldney Sh
Best Friend”), Sidney made no secret of his homgga
helped a young single pregnant woman, Laurie, de;
sion of whether to have the child or to have an abortig;
when the regular sitcom series started a few weel
may still have been gay but he was not reminding: anyh
it. Instead, it was a few years later and he and Laj
daughter, Patti, shared his large Manhattan apartment in
platonic relationship. Randall brought his usual ¢o
the character and Swoosic Kurtz was effective enough
but even at its funniest, the series was haunted by the
“big issue” just out of sight and siill kanging in the clasg
ABC had a rauch less volatile take on non-traditi

seties quickly established its own ardent following
He: SB&SOHS

there was Dynasty, which brought Aaron Spelling (a
ticer of extravagant fluff) to the prime time soap
4 big way. Set in the breathtaking natural beauty of
cﬁmtams near Denver and the man-made beauty of
1is and offices, Dynasty presented the story of the
Bisiness empire and its far-flung cast of backstabbing,
amoral beautiful peopte living luxurious lives or
themm, Despite such a winning formula, the series had a
midseason entry for the 1980-81 season. It began
th the wedding of company head Blake Carrington
ythe; the voice of Charlie in Spelling’s Charlie’s An-

Cagney and Lacey offered television's first female buddies, two
women elevated to the rank of police detective, working closely
together on high-profile cases.

The TV movie aired in October 1981, with Loretta Swit (in
between filming for M*A*$*H) as Chris Cagney and Tyne Daly as
Mary Beth Lacey. That film scored well and earned the premise a
series tryout in the spring of 1982, with Meg Foster stepping into
Swit’s role for further cases with the groundbreaking pair. Cagney
was single, highly competitive, and determined to prove herself the
best on the force. Lacey was equally dedicated to her career, but
was also committed to her home life, where she had a husband and
two children. Together, the two women were determined to show
that they were not only as good as “the boys,” they were better.

Unfortunately, the spring tryout did not do spectacularly well.
While the network brass contemplated possible renewal, stories
circulated that perhaps there were second thoughts about exacily
how the premise was being executed, with nervous executives
reportedly concernead that the series was “too feminist.”

Cagney and Lacey was at last given the green light to return in
the fall of 1982. However, the character of Cagney was recast with
Sharon Gless, fresh from replacing Lynn Redgrave for the final run
of episodes in the CBS hospital sitcom House Calls. It was left to
see whether that change to a “softer” and more accessible Cagney
would make a difference to viewers in the fall of 1982.

Sexual identity was still one of those areas the networks ap-
proached with caution and apprehension. Whenever anything
slightly daring was attempted, there was sure to be controversy,
For example, programmers were still extremely carefu]l about gay
characters in regular series. Yet, because placing a gay character
on a prime time television series was so rare, it also offered the
opportunity for some extra publicity.

NBC walked that line early in the season when it unveiled Love,
Sidney, which featured Tony Randall as Sidney Shorr, a middle-
aged commercial artist who happened to be gay. Almost. In the TV
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name), and its newest hit series, CBS’s Falcon Crest. (No'sul

Dallas, which moved up an hour). Falcon Cresr was Sét

dent Ronald Reagan). She would do anything to consolid_
extend her vineyard holdings while crushing her enemies; T2

roles in Bosom Buddies, a low-rated carryover from:th
season. The original premise was highly convoluted 4n;
debt to the 1959 film “Some Like It Hot.” Henry and Kj
beat young advertising agency employees newly arrivég
hattan, found their bargain-rent apartment building desn
morning. With no other affordable housing available; the
at their co-worker Amy’s idea of moving into her apat
ing. One problem: It was a women-only residence. Th
Henry and Kip decided to dress in drag as Hildegarde and
their respective “sisters,” when they were in the ap

ing. Only Amy (who had a crush on Henry) knew theirs

Naturally, this premise not only called for plot com
revolving around keeping their double lives straight, it af
that beautiful women (often in skimpy nightgowns) were
dropping by “Hildegarde” and “Buffy’s” apartmént
talk” (allowing ABC a few promotional titillating moment
premise was too complicated to sustain a series for lon
show largely dropped the “boys in drag” emphasis in thé n
the program’s second {and final) season. Henry and'K
out” to their women friends in the apartment building nd
their own small. production company. By then, Bosoin
could emphasize what had been its req! strength ali alo
writing and an outstanding pair of leading actors: Peter:
the cute, smallish, and shy Henry, and twenty-four-ye
Hanks as the lanky and bolder Kip.

While the networks tended to shy away from deal:n with
troversial sexual issues, viewers certainly were not au
outraged by sexual matters. That was reflected in the ra
most popular format on television was now clearl
drenched prime time soap opera, with Dallas comfortd
sconced at the top of the ratings. In the 1981--82 seaso
plenty of company.

Everywhere, even in everyday life, conspicuous consi
was celebrated, with success in the boardroom and thf_:.'b
seen as a badge of honor. Larry Hagman's J. R. Ewing mi
presented on Dallas as a villainous manipulator, but he'als
across as the sly one youw'd ke to see on your team. J. i
to put a smiling face on greed. ;

That allure of wealth, sex, and crafty manipulators was:
on Lorimar, the Dallas production company, which set _in_.
stmilar conflicts on Knots Landing {its direct Dallas spin
mingo Road (an NBC series based on a 1949 movie of the

rmer secretary Krystle Jennings (Linda Evans), but
sandered through complicated business and family plots.
ed with Blake standing trial for murder and, at sea-
“mysterious veiled woman entering the courtroom.
cotiiof 1981, viewers learned the woman’s identity: Alex-
{Joan Collins), Blake’s former wife. Once Alexis
he: Dynasty world, the program took off. Deliciously
1lins, Alexis was the uitimate manipulator, deter-
ce again sit with Blake at the seat of corporate and
er, or destroy him and everything he had built. (At
eared she would do both, just for the fun of it.) Alexis
trongest vitriol for Krystle, whom she regarded as a
r for Blake’s love. Over the course of the series, the
wen became entwined in a series of bitter confrontations,
tright physical battles (most dramatically, a knock-
i an artificial lily pond).

had its share of complicated plots and a long List of
characters (including Krystle’s daughter, played by
oeklear, at the same time she was collaring criminals on
r). The series even had several gay characters, includ-
e’$’own son, Steven. Yet, first and foremost, Dynasty was
style. No matter their sexual orientation, both the men
imen of Dynasty were strikingly attractive and inevitably
n. sartorial sptendor. This was a glitterati world in which
nt most of their time admiring the scenery, over time
gnoring the details of stories that often resembled day-
8 at their most self-indulgent, with kidnapping, amnesia,
acters undergoing plastic surgery so new actors could
tie roles. Real-life Washington power broker Henry Kis-
and former U.S. President Gerald Ford appeared in cameos,
luring the line between the real world and the make-
orld of Hollywood.

lgh stargazing had been a part of American pop culture for
the time there was an increasing emphasis on celebri-
d their associated lifestyles, even up to the White House.
eagan had served eight years as governor of California,
had first spent decades as a star in feature films and televi-
0as president he seemed perfectly at ease in front of the
§, easily connecting with people back home yet also com-

¢ House a Hollywood trained sense of style and gloss not seen
Washmgton since the early 1960s.

: is context, Enfertainment Tonight premiered during the fall
21 as & syndicated show (distributed via satellite) devoting a
hour each day to the world of showbiz. It became a hit by
Ig glitzy film openings and entertainment industry announce-
sas news—celebrity news. Inevitably, such stories focused on
urisus homes, fancy cars, and lavish lifestyles. In essence, these

there. Falcon Crest was placed in a choice slot immediately

wine country region outside San Francisco and centered._é
schemes of powerful matriarch Angela Channing (Jane W
who had been the real-life first wife of newly inaugurated:

were real-life versions of people like the Carringtons of Dynasty
and the Ewings of Daligs.

Dynasty did well enough in the 1981-82 season, landing in the
top twenty overall. Still, Dallas remained television’s number one
series, letting CBS easily ride to another victory in the annual bat-
tle for network ratings superiority. With CBS at the top of its rat-
ings game, the network looked to make its mark in the emerging
world of cable. What could be easier?

Unlike ABC (and its Jukewarm investment in the ARTS cable
channel), CBS affixed the network’s own brand name to its cable
identity. This identification helped CBS Cable to beiter stand out
in the crowd and could be used to help attract new viewers to sign
up for cable service. ABC's ARTS service was almost exclusively
filled with programs purchased from outside suppliers. CBS Cable,
on the other hand, emphasized its own productions {which made
up 60% of its schedule),

On October 12, 1981, CBS Cable hegan with style. In the first
program, Signature, host Gregory Jackson spoke with musician
Isaac Stern, but the camera never cut away to Jackson. Instead it
remained focused only on Stern, demonstrating that this was a
show that put the interview subject first.

There was much more. Respected journalist and documentarian
Patrick Watson, from the Canadian Broadcasting Corporation,
served as the original on-air host for the cable network’s schedule.
Author-producer Norris Chumley offered a special on Gene Kelly.
Emmy-winning editor Atan Miller worked his magic on the pro-
gram Mixed Bag New Wave. Charles Kuralt hosted I Remember, a
weekly one-hour examination of a news story from the past thirty
years. Bill Moyers hosted a lavishly produced twenty-part docu-
mentary series, A Walk Through the 20th Century. There were
concerts, operas, and a weekly one-hour drama anthology.

It was as if television’s critics had at last been given their own
network to program. CBS Cable embraced the huzzword
“parrowcasting” and seemed tailor-made for the upscale, well-
educated viewers that potential advertisers wanted to reach. It was
a high-class operation that seemed determined to show this upstart
cable industry just how the seasoned professionals did the job.

February 1, 1982

Late Night with David Letterman. (NBC). NBC replaces
Tom Snyder in the post-Johnny Carson late late night slot
with a sixty-minate program hosted by cool young gap-
toothed comic David Letterman, who recently flopped with
an equally hip show that NBC weirdly slotted at 10:00 AM.

March 4, 1982

Police Squad! (ABC), In Color. The creators of the hit
film spoof “Airplane!” present an equally crazed send-up of
TV cop shows. Leslie Nielsen plays the dense but deadpan
Det. Frank Drebin, While a tlop on TV, this idea succeeds
six years later with the first of three “Naked Gun” filns.

March 15, 1982

ABC teams up with the Hearst television chain for a new
cable service called Dayiime, aimed at women. At first, it
only runs from 1:00 to 5:00 P.M. Monday through Friday.

April 5, 1982

Tom Brokaw (in New York) and Roger Mudd (in
‘Washington) replace John Chancellor as anchor of NBC
Nightly News. Chancellor still provides occasional
commentaries.
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traditional network emphasis on specific content to th 3
world of cable choice. Even the familiar network brand: n;
not help, particularly because it had virtually nothing to’

For longtime CBS boss William Paley, this was the vision of

“nelevision he had preferred to tout from the beginning of his net-
work. Yet ever since TV had become a mass medium in the mid-

1950s, pandering io the broad American populace had been the the CBS identity people hgd come to know from its! Hpg— ' (9? KJ:,\“. o E‘ ,/Z\‘ = /;\,\‘ W
shows. Instead of I. R. Ewing, Thomas Magnum, and:H; | A 15y ol =2/ A e i) R

guiding principle at all three networks. As time went on, there
were fewer and fewer slots available on CBS’s own competitive _
schedule for the more “refined” (some would say “elitist”) pro- The real direction cable \fvas heading was far less splag o
gramming that Paley wanted to have associated with his network. the glittering CBS Cable line-up. Down. the street, Param, S en , 1 n th 6 6 9 9 T

Yet clearly Paley had not forgotten those days; he became one Time-Life, and MCA/Universal were buying up Madisor § : e A e am
of the biggest boosters of CBS Cable. So what if the commitment ; :
to the cable service cost & great deal of money? William Paley had
started CBS on its road to riches back in the 1920s. He had certain-
ly earned the right to spend some of his company’s money to re-
capture the stature that had once given CBS its nickname as the
“Tiffany” network. If CBS Cable succeeded in this new medium
by being the best, that success would be one more jewel in Paley’s

Pierce, viewers were offered Isaac Stern and Patrick Watsg

Garden’s cable network and renaming it the USA Network
ing its programming to a more mainsirean “superstatioﬁ_
of movies, TV reruns, and sports. WIBS was buying th
begin airing live NCAA college football in the fall of 198
ESPN joined the USA Network in obtaining the rights to
NBA basketball games. '
In May 1982, Good Morning America weatherman Jo
man launched the Weather Channel, a twenty-four-hous i
r I

CTOWN.
However, that hoped-for renaissance in television never tock cable service that only reported ... the weather. Just a few
before, such an idea might have been the basis for a'S;_{;

hold. Tnstead, after just fourteen months, CBS Cable signed off as ; .
a costly failure. The service mever drew enough subscribers or Night Live skit. Now, it was cable reahty.. ULY 5. 1982, NBC VENTURED INTO lae Tate news cxpansion also served a & stategic response by those nebvorks t

advertising dollars to prosper. Instead, it produced a loss of about As the number of cable networks continued to ETOW, ot | ‘News Ovemight, hosted by Linda Ellerbee and Lloyd a new venture by cable macnate Ted T
$50 million for CBS. As a result, the network essentially wrote off cable system operators upgraded their systems to gain thec The program aired even later than' ABC's Nightline, In January 1y982 Turfer had 1 un}laez CNN-2
cable as part of its corporate plans for more than a decade. It was to provide more than just a handful of strictly ca’(_)le channels. 10z Monday through Thursday from 1:30 to 2:30 A M., and Headline News). ,Com e aunche NN -2 (later called
not worth' the bother and yielded litfle immediate bottom-line re- with retransmissions of local over-the-air s.tatlons. In:'addl shts from 2:00 to 3:00 A.M. The program was remarkable further oo of th;e materi]sf ai?:a dser];rl?e to o dtlflat could make
curn. Cable was in barely a quarter of the country’s households. many cable channels continued to expand their hours of opera iplicity and elegant in ils execution. Recognizing thal cable channel. Headline News ¥ aziilag f;l _fre t or thf? all-news
The percentage of homes with video recorders was in the single moving in the direction of twenty-four-hour-a-day program_' twork correspondents worldwide sent in far more reports contained thirt'y-minute o ropramsgth t1 s stories mt((j) se.]f_
digits, Together ABC, CBS, and NBC still dominated television Clearly, a process of profound change had begun in tel zid ever be used by the nightly news, NBC News Overnight updates) twenty-four hours ap dﬁ The at were repeated (with
viewing, day in and day out, with their over-the-air broadcasts. but it was the type of change that would unfold over dec : 45 reporters a chance for air time—not only presenting plugged into virtually any time 1)1.t ese program; could be
Besides taking CBS out of the cable game, the failure of CBS just a season or two. It would not come about bec:}use of an t had never made the regular news cut, but also including faxnjfiar to viewers: a}{] alf}ifl oL ufsmg A news ormat N
Cable marked the end of an era for the network. The press release show or any one event, though there would l?e 1mp0'rt. ! etsions of stories that had been trimmed for fime. o an;j‘ ana ‘-Jiuflsirvey o natllconal and international
disclosing the demise of CBS Cable came out (not ¢coincidentally) stones. Instead, the change would be ciumulatl.vc, as .hou_se'ho ently, Overnight was cost-effective, using resources the W,h it made’ABC PCB-;- a}fd 11\I]§ (E:l felzwor 'nc“ﬁcaSt'
just one week after William Paley announced his plan to resign as began to respond to the additional televislgn choices }Jemg_pr alieady had in place, including feeds from international fact that Headline I\;ews v;,as not Offef,lede ggln Cte; Oglevcr’ o Fh-e
chairman of the board of CBS, ihus relinquishing his day-to-day ed to them. New generations were growimng up se<?11.1g Fiils) rvices. As anchors, Ellerbee and Dobyns were not afraid of - was also pitched to over-the-air broadcast yto c? ; services; it
control over the network. Paley would remain as one of the compa- just ABC, CBS, and NBC as the sources of tc:le.v1s1on en often used the odd juxtaposition of stories to make subtle affiliates. for use in filline whate fa: glrs’lmZiu me netwprk
ny’s directors (and its major stockhotder), but the last of the origi- ment. Even though viewers still tuned in ‘r.he'major net or} without sacrificing the integrity of the overall presentation. Choose :[his WE:IS B incm 1:761‘ Sto e loc ! station might
nal broadcasting pioneers no longer had the final say at the net- most of the big shows, they were also Pecomlng aware that rfectly appropriate for the wee -hours and, with the in cont:snt but also in servicin ti?:irrz’?gligt[;snetwor tork mot only
work he had created. might be something else, just down the dial. s on world news and in-depth pieces, Overnight was & The relationship betweengthe networks a;ld their affiliates had
In an odd way, CBS Cable had tried to do too much, bringing a und’s newscast. always been complex, with affiliates, In theory i’itﬁniz
W 'mogths later (October 1982) CBS launched its own considerable flexibility in deciding wh:at network sthows the§ ¥
}ght service (CBS News Nightwarch) digging even deeper slotted and when. Practically speaking, it made good business |
¢ late hours (broadcasting from 2:00 to 6:00 A.M. late Sun- sense to run network programs exactiy as scheduled to take
_:xqugh Thursday nights) and making similar use of resources advantage of viewer familiarity and national publicity. However, :

place.. That same month, ABC replaced its late night there were exceptions, as when stations chose to insert local sports
;r.lent series reruns with The Last Word, a flashy followup events or decided to avoid controversial network programs the o
g tine, .featuﬁng Gregory Jackson and daytime interview felt might offend local sensibitities. ! |
sario Phil Donahue providing news analysis and interviews. Affiliates had always looked to programming sources apart |
fietworks also expanded their news coverage at the other from the networks for early evening and post—prfme time shows H
- thz ll;roadcast daily. On _July 5_, ABC placed a one-hour (generally game shows and talk shows), so in that sense Headline '
sedst C News This Morning (with Steve Bell and Kathleen News was just another potential program provider. However, by |
__),_before Good Moming America. That same day, NBC offering news programming, Headline News was agg‘ressi;'ely :
ed its Today show an extra thirty minuies, using the regular staking out new territory. ABC, CBS, and NBC did not want :
: _élst] for Egrly Toa‘ay. In October, CBS also adi.ied a thirty- longtime relationships ruptured, even in the empty overnight hours }
éear yledmon of the news, The CBS Early Morning News. (where many stations slotted Headline News). In theory, such a L
__l_mllatlveiy, these new programs added some forty hours of change could set a bad precedent from the networks” point ,of view |
per week to the netwhorks"scheduies. Becatise the overnight If the affiliates became accustomed to turning to Headline News.
Iid the early morning shows practic‘ally c.n.’erlapped, they they might by-pass other network programs elsewhere in thé
Vely extended network feeds for their affiliates to nearly broadcast day. So the networks moved in with their own news
-four hours a day, just like some cable services. This repre- offerings for late night, overnight, and early moming to try to ni :
-d spectacular recommitment by the networks to one of their this affiliate “rebellion” in the bud’. ’ ’ i
-:éai;ct’i ealrea; of prog?'a;nmmgl, and restlllted ir{ nearly n‘j.nety Though CNN’s Headline News marked the first time there was :
ey K of news, information, public ai.”'fa1'rs, and mte.r- such an identifiable and direct challenge to the broadcast networks : '
a ws across ABC, CBS, and NBC. Not coincidentally, this from cable, there were skirmishes on other fronts as well. i
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“Charles Kingsfield (John Houseman, right) and his
dent, James Hart {(James Siephens), was at the center

NBC -

With music videos on MTV continuing to generate “teen buzz,”
NBC became the first broadcast network to attempt a regular slot
for such programming. In the summer of 1983, NBC unveiled its
response, Friday Night Videos.

For ninety minutes late Friday night into Saturday (12:30 to
2:00 AM.), Friday Night Videos brought the MTV video world to
mainstream television. At first, there was only an off-screen
announcer (Nick Michaels} to introduce the videos, but soon the
network used its clouf to vie with MTV for the latest video
premieres and celebrity guests to spice up the program’s format.

Friday Night Videos developed into a respectable program by
network standards, but it could never hope to compete for teen
loyalty with MTV ‘s twenty-four-hour video lineup. Instead, it was
more like Music Videos 101 for those who had heard about this
new form of TV and now could see some of it for themselves.
Nonetheless, slotting Friday Night Videos was a tacit admission
that in this case the over-the-air networks were playing catch-up
with cable, attempting to lure the young audience for a hot pro-
gramming form that had been created totally outside their system.

ABC, CBS, and NBC were much more comfortable viewing
cable as the pricey home for network castoffs, reruns, and a limited
number of movies that were repeated ad nauseam. Broadcasters
were still the only ones that could afford the original, high-gloss
professional productions that viewers had come to expect from
commercial television. Still at no additional charge.
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aper Chase. (The Paper Chase © 1979 Twentieth
iFox Television. All Rights Reserved.)

Yet even here, the first chinks were appearing in the:ngt
armor. In the spring of 1983, the premium cable service Sh
added to its schedule a network “castoff,” The Paper Chas
series had originally played for a single season on CBS_'n} l
79, and more recently had been rerun on PBS. Showtime: wa;
program’s third home. However, Showtime was doing some
unprecedented with the series: It was paying for the productict
additional new episodes, marking the first such comuitme
cable service. This was a warning that another exclusive
area could be challenged: the production of original series.”

The Paper Chase was the perfect vehicle for such a v
During its CBS run, the series had been well regarded as a.s
adaptation of the 1973 feature film, due primarily ® O
winning star John Houseman continuing his role as Pro
Charles Kingsfield. Houseman was riveting as the no- -no
contract law professor who demanded the best from his cla
winning the immediate and undying admiration of first
student James T. Hart (James Stephens), the epltom
Midwestern integrity, optimism, and hard work.

Houseman and Stephens formed the nucleus of the serie;
both were back for The Paper Chase: The Second Year. Thes
episodes not only gave Showtime the chance to show off
production that looked as good as any network series, théy
allowed a glimpse of what premium cable could do th
commercial networks could not (or would not).

:BS Paper Chase episodes had seemed buffeted by the
s of plaving in a television world dominated by the likes of
- and Shirley and Charlie’s Angels, so that for every plot
Integrity and moot court there were also riffs about
mg & mobster’s daughter or helping a defecting Russian
The result was hit and miss, never luring the Three's
mpany crowd but offen amnoying the quality crowd.
theless, The Paper Chase still stood out as an exceptional
for the time and its quick cancellation on CBS became a
‘point for those who found little to watch on commercial
on. Its revival on cable was a chance to support quality
en by pointedly subscribing to an alternative.

showtime’s  viewers were not disappointed. On the new
es, the pacing was less frenzied and the plotting more
cter- and issue-driven, There was a greater willingness to let
ories flow at their own pace, even if they were less ftashy.
pisode (“My Dinner with Kingsfield”) found Kingsfield and
expectedly sharing dinner and conversation as the result of
Wstorm, In another story, Kingsfield quietly disappeared for
dy, forcing both students and faculty to make important
_OnS on their own, without having him there for guidance.
€new Paper Chase episodes did not air each week. Instead,
WU]’HC ook three years to present thirty-six new episodes,

treating each one like a special mini-movie that was repeated and
promoted throughout the schedule. Eventually, the series took Hart
and Kingsfield through the three years of law school to graduation,
For his part, Houseman refined and polished the nuances of his
character, giving cable subscribers the opportunity to see
performances that went far beyond the original film portrayal.

The Paper Chase showed that, in addition to offering movies,
cable could use the right series to attract subscribers. That was
exactly what had lured viewers to commercial television in the first
place back in the 1950s: regular series with strong, identifiable
characters. The trick was to use familiar formats with hooks that
differentiated the cable shows from those of the over-the-air
networks. After all, while people regarded watching movies on
cable as saving the cost of going to the theater, there were already
series on commercial TV for free. A series on cable had to be
something special. As competition to land hit films increased, such
original productions would become a key element in defining the
cable landscape.

The overall television landscape, however, remained the prov-
ince of ABC, CBS, and NBC. Among the three, CBS maintained
its reign at the top of the ratings with a mix of soaps led by Dallas,
adventures led by Magnum, P.I, comedy led by M*A*S*H, and
television’s number one show, 60 Minures. In second place, ABC
had its soapy mainstay {Dynasty), a handful of aging comedies
(Three’s Company, The Love Boat), and Monday Night Football
(hurt that fall by a players’ strike}, NBC remained a distant third.
Overall CBS had a comfortable lead in the competition, and the
new shows for the fall of 1982 did little to change that equation.

Yet amid a fall lineup on the three networks that included such
disposables as Bring em Back Alive (a knockoff of Indiana J ones),
The Powers of Matthew Star (a teen-hero science fiction tale), and
Murt Houston (a generic male hunk detective), there came almost
unnoticed an astonishing number of high guality comedy and
drama offerings. Most were from writers and producers weaned on
the M'TM production company style, and a few were from MTM
itself, Nearly all were on the third place network, NBC, Only one
registered respectable ratings that season: Bob Newhart's new
sitcom on CBS.

Newhart placed Bob Newhart's resilient deadpan everyman
persona in the setting of a small Vermont country inn. He played
Dick Loudon, a transplanted big-city writer of how-to books (and,
after awhile, the host of a local TV talk show), who bought and ran
the Stratford Tnn with his wife, Joanna (Mary Frann). Throughout
the eight-season run of the series, Dick and Joanna remained
perpetual “newcomers” to old Vermont, continually puzzled by the
town’s otherworldly situations that brought a never-ending parade
of odd characters through their door as guests, neighbors, or
employees. These included the slow but countrywise handyman
George Utley (Tom Poston), shallow and self-absorbed local TV
producer Michael Harris (Peter Scolari), pouty and self-absorbed

hotel maid Stephanie (Julia Duffy}, and backwoods siblings Larry
{the only one who spoke), his brother Darryl, and his other brother
Darryl (William Sanderson, Tony Papenfuss, and John Volstad,
respectively). All of them gave Newhart plenty of opportunities to
do what he did best: React. Slowly, Cautiously. Hilariously.

Newhart was a comfortable fit with CBS, giving the network a
new yet very familiar program from one of its comedy mainstays
of the 1970s. As part of the CBS Monday-night lineup (following
M*A%S*H), the series got the time it needed to properly establish
itself and easilty Janded in the top twenty for the season

Of course, even the CBS clout did not guarantee that every new
series from the network would be a hit, especially those shows that
ventured too far from the familiar CBS groove. Square Pegs, also
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Randolph) as the two tried to figure out how a guy as o0
as Steven could be so wrong in his world view,
characters, especially the parents, family life wag
representing the best thing that ever happened to them. "

Over time, Michael I. Fox’s Alex emerged as the
most popular character, with his ingratiating smile, né;
confidence, and puppy-dog charn.. Though always re
to his conservative leanings, Alex also learned to sy
emotions in greater depth. One pivotal moment took place
illogically lost his heart to Ellen Reed (Tracy Pollan),
dent at his college. Uncertain how to express himself;: h¢
tongue-tied as she boarded a train to visit her current bo
another college (with marriage kikely to follow). A shor
on the way to a prestigious college party, Alex impulsive]
the car away from campus and frantically drove hundreds
to meet Ellen at the destination train station. There, i
morning hours, Alex finally uttered the words, “T love. yg
she reciprocated. Though the character of Ellen was wi
the series after only a season, int real life Pollan and Fox fo
through on that declaration and were soon married.

Family Ties did not keep its characters frozen in time Ty
Alex and Mallory from high school through college and
into her teen years. Steven survived a heart attack an
surgery, while Blyse had a late-in-life fourth child (son
Appropriate to the generations theme of the series, congg
Alex soon won the heart of his younger brother, though th
blatantly jumped character time-line continuity to help this
The season after Andy was born, he was suddenly a walk
talking child (played by four-year-old Brian Bonsall):
much essier to integrate into the stories than the eight-mo
baby he should have been. As a result, Andy could: eng
verbal give-and-take, especially enjoying the attention of his
brother. Together the two scanned such publications as:
Street Journal and watched such television shows as Wal
Week in Review. Alex knew it was never too early to:
important family values.

NBC’s other new generational sitcom that fall, S:lver 3y
was hatched by producers from The Jeffersons. In this serie
was no doubt as to which was the most mature and iﬁte]l_l_g
character: Tt was twelve-year-old Ricky Stratton (Ricky Schrod
who had just moved in with his wealthy dad, thirty-five-
Bdward Straton Ul (Joel Higgins), owner of a fabil
successful toy company. The two had never spent time to
before then (as the result of a divorce, Ricky had been raised
motn and then sent to military school), so Ricky was amazed:
that his dad was more of a kid than he was: sunny, optimistit
taking great delight in playing with toys, not just selling thein
household included a miniature railroad train system tha
throughout the mansion, with cars just big enough for Edwar
ride in. Edward’s secretary, Kate {Erin Gray), kept his tife
and hoped for adult romance one day; while his business mana
Dexter (Franklyn Seales), and his lawyer, Leonard (L€or
Lightfoot), made sure he remained solvent. Grandfather Edw
Stratton IT (John Houseman, in an occasional role) scowled_ t
son’s childish (though successful) behavior, but Ricky. hel
bridge that generation gap. Not surprisingly, Ricky and hig
taught each other aspects of life they had missed by going:
separate ways. Edward learned to let go of some of his exten
childhood tendencies (marrying Kate in the third season)
Ricky found it was all right to relax and enjoy being a kid whil
was still a kid. :

In contrast to the family seitings in Family Ties a.nd i

slotted on Monday night, was a high school comedy created by
former Saiurday Night Live writer Anne Beatts, focusing on the in-
out social crowds at Weemawee High School. Tracy Nelson
(danghter of Rick Nelson} was one of the “in” Valley Girls while
Sarah Jessica Parker played Patty Greene, a tall, awkward “plain
Jane” with glasses. The program was clever but inconsistent,
displaying a hip swagger more appropriate to an MTV audience.
With fractured storylines and jarring “new wave” musical riffs
(including a theme song by The Waitresses and such guest acts as
Devo), the series did not seem to belong on CBS and disappeared
after one season. That was the downside of a slot at the number
one network. While a show would get a built-in audience, it zlso
faced expectations that it would fit in and deliver solid ratings.

There was little pressure of that type over at NBC. Despite the
critical success and decent ratings of Hill Street Blues, the network
still did not have any big hit shows. Nonetheless, programming
chief Brandon Tartikoff continued to try a wide variety of
offerings, in the process building a true A-list of programs for the
network. That fall, the new shows on the NBC schedule included
Family Ties, Silver Spoons, Cheers, Remington Steele, and St
Elsewhere. None of them caught on in their first season, but
Tartikoff judged the shows to be worth nurturing. They each had a
distinctive premise, good writing, and a solid cast. All they needed
was the opportunity to connect with viewers.

Family Ties was the creation of Gary David Goldberg, who had
been a writer on such MTM series as The Bob Newhart Show and
Lot Grant, and who had created the short-lived 1979 sitcom The
Last Resort (college students working in the Catskills). Goldberg
took his ear for strong dialogue, character nuance, and believable
situations and applied it to a 1980s twist on generational conflict,
He set Family Ties in the heart of middle America (Columbus,
Ohio), though instead of having the World War I generation cross
swords with the Swinging 1960s crowd (as had been the case with
the previous decade’s All in the Family), this series presented as its
older generation a pair of idealistic baby boomers who had come
of age in the 1960s and now had to deal with their own kids.

Mom and dad (Elyse and Steven Keaton, played by Meredith
Baxter Bimey and Michael Gross) were appropriately earnest
(especially Steven), constantly asking themselves whether they
were being true to their starry-eyed past. As responsible adults
with three children, they had respectable jobs (she was an archi-
tect, he was manager of a local public TV station), made 2 com-
fortable living, and hoped to pass on their liberal values to the next
generation, Teenage daughter Mallory (Justine Bateman) and nine-
year-otd Jennifer (Tina Yothers) were pofite and respectful of these
efforts, but were frankly far more interested in their own growing
up concerns than in nostalgia-tinged music and tales from an era
that was just so much history to them. Son Alex (Michael J. Fox),
the oldest, was equally respectful but far more engaged in the
political side of life. He was an intelligent and articulate conserva-
tive, a firm believer in the wonders of free market capitalism, and
an admirer of such U.S. presidents as Richard M. Nixon and
Ronald Reagan.

Despite this setup, Family Ties never sctiled for a formula of
shrifl shouting matches on the issues of the day. Instead, Alex and
his family agreed to disagree, talking forcefully but not constantly
about liberal and conservative values. The series quickly showed
its strength as a genuinely affectionate family comedy, with the
members always there for each other, working through conflicts,
and inevitably embracing after disagreements. The real focus was
on growing up, not only by the three children, but also by the
parents. Alex even opened doors by bonding with his similarly
conservative grandfather Jake (Steven’s dad, played by John

308 WATCHING TV

Spoons, Cheers used the “workplace family” hook that had w ke

Mary Tyler Moore and, more recently, on Taxi. In fact,
id some of the same talents behind Fuxi serve as the
“(heers (director James Burrows and wiiters Les
Glen Charles), but also the new program began its
‘on NBC coupled with the cabbies. Upon hearing the
ABC had canceled Taxi in the spring of 1982 (and of
vertures by HBO to continue the series), Brandon
ad stepped in and picked up the program. For the fall of
¢ placed Cheers at 9:00 p.m. Thursday, followed by Taxi
4930 PM. time slot, with accompanying promos by
ito in his Louie De Palma persona sneering, “Same
&t station.” Unfortunately, the new network home did not
wyi’s soft ratings (the reason ABC cited for the
in the first place), so the program ended five years of
ity production with this one final season on NBC. That
r$ on its own, but the series was up to the challenge. Just
sald have virtually anyone turn up as a passenger in one
's Cheers had a setting (a neighborhood bar in downtown
0 that allowed virtually anyone to come through the front
cors had all its key elements in place starting with the first
“and never looked back. It all began when a well-educated
iewhat starry-eyed graduate student, Diane Chambers
¢ Long), stopped at the Cheers bar with her paramoar,
professor, Sumner Sloan, for a celebratory drink before
g'good on his promise to whisk her away to a tropical island
~his wife behind). Before the end of the evening, though,
disappeared, flying off instead with his wife and leaving
iif_:hjnd. Realizing she could never return to the school, a
ed Diane accepted a job offer by bar owner Sam Malone
son) to work as a cocktail waitress, rationalizing it as an
rhinity to help her writing by getting to know the “common
Sam, in turn, needed a new waitress, felt sorry for her
n; and knew that with her lack of real-world experience she
qualified for much else.

‘also wanted to have sex with Diane. It was his natural
Q]i_to any attractive woman. {Sam’s long list of lovers was
daiy at the bar.) She would not admit it (at first), but Diane
_F_tr'acted to Sam from the start as well. Initially, Sam and
hid their feelings for each other with quips and putdowns.
hp made fun of his lack of formal education, and he mocked her
tentious mannerisms. By the end of the first season, though,
admitted their true feelings and at last embraced after a pas-
'at_e_,ly angry argument in Sam’s office (with the entire bar
ng at the door). They then carried on an intense affair for one
on; but it was a stormy arrangement and their barroom com-
its: were still peppered with quips and putdowns. That sharp
ntinued through every subsequent phase of their relation-
§ they split, continued to work together, and flirted with other
ple (Diane nearly married her psychiatrist, Frasier Crane). Sam
d Diane eventually became engaged, but called off the marriage
last minute. The give-and-take between the couple gave the
a continuing sexually charged lure, with Long and Danson
1‘__3|liarly adept at keeping the sparring familiar yet fresh.

The on-going relationship aléo gave the writers the freedom to
e_10p the comic possibilities in all the other characters, using the
_ ility of the premise to take the stories anywhere. This turned
‘ers into one of the best written and best executed situation
medies ever, with parallel subplots and throwaway background
mments that were as funny as the main punch lines. The main
ar lineup included a logically illogical bartender, Ernie “Coach”
antusso (Nicholas Coolasanto), who had coached Sam during his
as a baseball pitcher with the Boston Red Sox; a sharp-

tongued waitress who hated Diane and loved kinky sex, Carla
Tortelli (Rhea Perlman); a deadpan intellectual psychiatrist, Frasier
Crane (Kelsey Grammer}, who hung out at the bar even after Diane
left him at the altar; a know-it-all yakker, Cliff Clavin (John
Ratzenberger), a U.S. postal worker who still lived with his
mother; and a rotund, beer-drinking schlub, Norm Peterson
(George Wendi), an accountant who spent as much time as possi-
ble at his Cheers barstool and whose entrance was always greeted
with a chorus of “Norm!™ from the patrons. When Colasanto died
after the third season, Woody Harrelson stepped in as Woody
Boyd, a wisely innocent young farm boy come to the big city.

These characters were all clearly defined and remained tree to
type, even if that meant coming off as selfish, slovenly, or
obnoxious. Personal flaws and all, they were dead-on hilarious.
They also ended up providing a truly supportive family for each
other, in the tradition of the best workplace ensembles.

Though many of the people behind these three new NBC
comedy series had roots back in the MTM production company,
the only new programs for the network that were actually from
MTM were a pair of dramas: Remingiton Steele and St. Elsewhere.

With Remington Steele, MTM ventured into the lighter fare of
detective adventure with a clever take on a romantic male-female
team. Private investigator Laura Holt (Stephanie Zimbalist) had
been frustrated at the unwillingness of potential clients to take
seriously a female detective, so she created an imaginary boss

September 26, 1982

Gloria. (CBS). Archie Bunker’s little girl, now a single
mom after her husband left her for a flower child, briefly
gets her own TV show. She is an assistant veterinarian in
upstate New York,

December 17, 1982

Tust fourteen months after its debut, CBS Cable dies. Its
final offering is Mixed Bag, which presents highlights of the
service's brief history.

March 6, 1983

A mnew attempt at spring football, the United States
Footbali League (USFL), begins with the first of sixteen
Sunday-afternoon telecasts on ABC. Keith Jackson and Lyan
Swann are hehind the microphones as the Los Angeles
Express defeats Herschel Walker and his New lersey
Generals 20 to 15 at the Los Angeles Coliseum. The league
lasts only three seasons.

March 19, 1983

“Still the Beaver.” (CBS). The surviving cast members of
Leave It To Beaver reunite for a two-hour made-for-TV
movie, Things have not gene well for the Beaver in the past
twenty years. He is now thirty-three, overweight, in the
middle of a divorce, and the father of two sons who largely
ignore him. Still, high ratings for the movie lead to The New
Leave It To Beaver, a regular series that runs on cable from
1985 t0 1989.

March 31, 1983

After months of criticism for not featuring videos by black
artists, MTV presents the world premiere of Michael
Jackson's innovative "Beat It" video. Eight months later,
Jackson's fourteen-minute big-budget mini-movie {directed
by Hollywood's John Landis) for “Thriller" also has its world
premiere on MTV.
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an emergency medical technician while his buddy Warren
(Byren Stewart) showed the tumns life could take after
hool basketball. (Stewart’s character had originated on The
hadaw )

St. Eligius was a teaching hospital with a front line
ficy: oo, St. Elsewhere could work in the expected life-
truggles of any hospital drama, but with a more gritty
iadiate feel. Yet the series offered much more. Throughout
there was a liberating sense that anything could happen on
vhere with scripts that were literate, philosophical, and
iht playful. One episcde was staged much like the Thornton
dIama “Our Town™; another sent Mandel’s Dr. Fiscus up to
o meet God; others showed lHver cancer victim
ander donning superhero garb and accomplishing
sxb’le tasks. Such dramatic fantasies were usually (but not
) xplained as dreams or medical hallucinations. Other
s simply reflected a whimsical sense of humor. When one
ter said that it's not over “until the fat lady sings,” it was no
§a that an opera singer under treatment at the hospital burst
oﬂg before the end of the episode. Being located int Boston,
ars-of the St. Eligius staff eventually wandered over to the
bar for a drink. After all, it was the same city and the same
. if not the same production company. In turn, when Carla
eers gave birth, it was at St. Eligivs.

Elsewhere never achieved hit status, but the series managed
g on for six seasons by successfully appealing to a young,
demographic. Even so, the program’s year-to-year fate was
iys-in doubt. That uncertainty, though, perversely added to St
ere’s appeal because every season unfolded as if it were the

MTM’s other new drama, St. Elsewhere, was, in. 3'5355_
Targely Hill Street Blues set in a hospital. Even though ‘it ks
direct connections to that Steven Bochco drama, St Elsew ith the program’s writers approaching their stories with
shared many of its best traits. St. Elsewhere had an equally's don. Anything could happen, even if it was not high ratings
creative team behind i, including MTM veteran writers.Je ;o8
Brand and John Falsey, producer Bruce Paltrow, and directos:M: “fact, about the only time NBC and ABC had the chance to
Tinker, who had all worked together on The White Shad ig in the 1982-83 season was with specials such as sports
Elsewhere also had a rich acting ensemble and, like Hill or miniseries. ABC did just that under its Novels for Televi-
Blues, a similarly bleak urban setting. Located in a rup- mbrella (used for Roots) with two miniseries: The Winds of
neighborhood in Boston, St. Eligius Hospital was the pl_ac'e {in February) and The Thorn Birds (in March). They quickly
ended up if you could not afford cne of the fancy downfe ceded each other as the number two miniseries behind Roots.
medical facilities, thus earning it the nickname “St. Elsew_h May, NBC did well with the miniseries V, an allegorical
Sometimes the sobriquet seemed particularly well earned bec fiction adventure that likened a subtle and insidious alien
just like in real life (and unlike typical television medical dramz Asion of Barth to the rise of Nazi power in Furope that led to
some patients brought to St. Eligius did die. Nonetheless orld War I1. The four and one-half hour presentation took the
hospital staff was clearly top-notch, and so was the PYOST “up through the first underground resistance efforts against the
storytelling. iphant aliens, leaving the all-out confrontation for a planned

A large regular cast allowed for a wide range of plot thrca niseries sequel the following year.
different levels of hospital life, from administrators to orderh NBC’s most predictable special-event success was the annual
Donald Westphall (Ed Flanders) and Daniel Auschlander (Nom thall Super Bowl in January, which rotated each year between
Lloyd) were the administrators charged with the task of k S and NBC, the two primary football networks. Determined to
the institution open, despite the fact that St. Eligius was always ke the most of that one-time audience, NBC undertook a tre-
budgetary life support. Mark Craig (William Daniels) wat tdous promotional campaign for The A-Team, with the program
highly honored chief of surgery, a demanding taskmaster 0 miere scheduled to follow the game. For weeks the network
rest of the hospital staff, especially to his protégé Victor Eht pered its schedule with mock recruitment messages that contin-
(Ed Begley, Jr.). Many of the doctors and nurses were there for ed through the Super Bowl itself. These featured high-powered
duration of the series, including Jack Morrison (David Mor stling personality Mr. T, who practically demanded that view-
Wayne Fiscus (Howie Mandel), Helen Rosenthal (Cris tune in The A-Team. They did; sending the two-hour pilot into
Pickles), and Phillip Chandler (Denzel Washington), with eachion top five for the week. Bven more important, viewers stayed
experiencing personal and professional ups and downs. Other: h und for the regular series, giving NBC its first big hit in years.
shorter but no less dramatic stints. Peter White (Terence Kne; Created by Stephen I. Cannell (who had recently scored a minor
was a confessed rapist who was executed in the hospital morgue by ton ABC with The Greatest American Hero, a gentle send-up of
vengeful nurse Shirley Daniels (Ellen Bry). Robert Caldwell (M k Iperheroes), The A-Team was a canny mix of broadly drawn
Harmon) and, years later, Seth Griffin (Bruce Greenwood): ol aracters, exaggerated adventures, and countless vehicle crashes,
deparied the series as separate victims of AIDS. Among:it fe members of the A-Team were veterans of the Vietnam War
support staff, orderly Luther Hawkins (Eric Laneuville) eventuall ho had been falsely convicted of a major theft during the closing

named Remington Steele (who preferred to be “behind the scenes”
whenever her agency was on the job). In the pilot, a professional
thief and con man (played by Pierce Brosnan) discovered the
deception and found the opportunity to step into the role of
Remington Steele irresistible-—primarily because he found himself
attracted to Laura Hoit. She, in turn, agreed to the setup because
she was attracted to him as well. All they had to do was figure out
how to take that next step to commitment. It would take Holt and
Steele five years to successfully work out their relationship and,
unlike Sam and Diane in Cheers, this did not involve falling into
bed with each other on a first date.

Instead, while getting to know each other, Holt and Steele
constantly sparred, as he grew to enjoy and embody the character
of Remington Steele and she constantly probed, looking for hints
about his mysterions past. Unlike such series as Harr fo Hart
{which featured an already comfortably married couple), there was
a sense of seduction and mystery to the repartee between Holt and
Steele because the two did not know a lot about each other. Each
episode provided the opportunity to fill in a few more lines in their
respective portraits.

That was the central romantic premise, but the additional genius
of the series was its clever mystery writing. Every episode was a
genuine puzzle executed with the right balance of humeor,
adventure, and personal panache worthy of the classic Avengers
days of John Steed and Emma Peel. Because Sleele was
established as a movie buff, the stories were inevitably fifled with
cinematic allusions; some episodes were even structured like
particular films, such as Alfred Hitchcock’s “The Trouble with
Harry” or the appropriately manipulative “The Sting.”

In the program’s second season, Holt and Steele were joined by
Mildred Krebs (Doris Roberts), a former IRS auditor who became
their office manager, dogged researcher, and unofficial “mom.”
Over the course of the series, Steele also searched for details of his
own past that even he did not know, at last learning the answers
from his lifelong mentor, con man Daniel Chalmers (played by
Efrem Zimbalist, Jr., real-life father of Stephanie).
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days of battle in that country. They prompily escaped from
maximum security and fled to the Los Angeles undersround,
where they kept one step ahead of the military law and occupied
their time as soldiers of fortune taking om impossible missions at
$100,000 a crack. (Typical of TV heroes, they watved the fee if
you were broke but had a truly hopeless cause.}

The A-Team was gleeful in its audacious sense of fun, especially
at the expense of such TV mainstays as Mission: Impossible,
turning the well-ordered and orchestrated world of meticufous
government missions into a wide-open guerrilla warfare free-for-
all. Though team leader and part-time actor Col. John “Hannibal”
Smith (George Peppard) inevitably declared, “I love it when a plan
comes together™; in fact it rarely did without some unexpected
improvisation {much like combat missions back in Vietnam).
Simply assembling the team itself was sometimes a challenge.
Capt. H. M. “Howling Mad” Murdoek (Dwight Schultz) often had
to be sprung from a mental hospital. Ace mechanic Sgt. B. A. “Bad
Attitude™ Baracus (Mr. T) was paranoid about flying, so he had to
be tricked into taking a sleeping injection. That was assuming the
smooth-talking Lt. Templeton “Face” Peckman (Dirk Benedict)
could con someone out of the cash or materials necessary for their
transport. Once on the job, the A-Team eschewed the latest

April 10, 1983

Casablanca. (NBC). TV's second attempt to turn the
classic 1942 fiim into a TV series. This time, David Soul {(of
Starsky and Hutch) plays American émigré Rick Blaine, the
proprietor of Rick’s Café.

April 18, 1983

Just twe months after Disney's weekly TV series
temporarily shuts down, the studio trailblazes a new medium
for promoting its product, with the debut of cable’s Disney
Channel.

April 20, 1983

Wiliiam Paley formally steps down as chairman of the
board of CBS; he is replaced in that post by Thomas
Wyman. Paley retains the title of chairman of the executive
committee of the CBS Board of Directors.

May 16, 1983

“Motown 25: Yesterday, Today, and Forever.” (NBC).
Michael Jackson and his “moonwalk™ dance steps steal the
show in a two-hour special honoring the twenty-fifth
anniversazy of the Detroit-based R&B record label.

‘August 9, 1983

Two weeks after the death of ABC news anchorman Frank
Reynolds, his temperary replacement (Pefer Jennings) is
given the post on a full-time basis, as World News Tonight
adopts a solo anchor format. Fifteen years earlier, Jennings
had given up the very same position.

September 5, 1983
Reger Mudd is removed as co-anchor on the NBC Nightly
News, leaving Tom Brokaw the sole anchor.

September 5, 1983

The MacNeil-Lehrer NewsHour. (PBS). After nearly eight
years as a thirty-minute show, public television's MacNeil-
Lehrer Report expands to sixty minutes nightly, with Robert
MacNeil and Jim Lehrer continuing as co-anchers.
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an Army psychiatric hospital, with Hawkeye Pierce at I3
over the edge by the war and now a patient under the car
Sidney Freedman (Allan Arbus). But how? When? Why? ) _
layer, the details came forth along with plot complicatio 5 E\’j )] é'} (:%\ E NG ((’\\‘l N ‘
the other characters. Unlike past M*A*S*H episodes @JL = Ci= 2 - N
Freedman sometimes made what amounted to miraculoug:jp
the premise here was perfect. Everybody knew what Had:
Hawkeye over the edge—everybody except Hawkey :
viewers. It was up to him to face his demons. When that'y
came, it was a gut-wrenching payoff, an out-pouring ot
sorrow, and contrition that left Hawkeye cursing Freedi:
making him face himself. Hawkeye felt he had been réspoy
for the death of a child and that fact had destroyed his s
as a healer, driving him into deep denial and into the hospi

This was M*A*S*H completely crossing the line from st
drama and it left some viewers puzzled. What had happen
perfect balance between comedy and drama? Though the:
the episode offered some deliberately comic moments, the
routine in compatrison to the high drama surrounding Havikes
the first forty-five minutes. Over the course of the finale, il
characters also faced some dramatic complications be
4077th was decommissioned and its members sent home begay
the interminable peace talks had finally produced a
ended the fighting. Some of these plots were touching, as W
imperious Charles Winchester (David Ogden Stiers) too
of Korean musicians under his wing. Others were ironic;
Max Klinger (Jamie Farr} stayed behind with his new Kore :
after spending the entire series attempting o convince the'A
send him home. Some were just silly (Father Mulcahy fa
report an accident that left him nearly deaf). On deparfﬁ
Hawkeye was given the book-ending series closer, flying a

electronic gadgets and generally used whatever was available,
from spare machine parts to boxes of toilet paper. The plois were
not particularly complex and usually depended on cartoon-style
explosions and car crashes. Typically, a car might fly through the
air, tumble, and crash, but at the last minute, just before it
exploded, the occupants would pop out and flee.

The A-Team was admittedly pure fleff, but it was also a hit,
giving NBC its first wedge for building word-of-mouth awareness
for its other series. For a network hungry for any success, that was
welcome news.

Appropriately, just as The A-Team was beginning to present
renegades from the Vietnam War as heroes, another series was
wrapping up its portrayal of an unorthodox group of military
characters.

By the 1982-83 season, M*A*S*H had been on the air for ten
years, nearly three times as long as its Korean War setting, and it
had lasted nearly six vears afier the end of the Vietnam War (the
implicit target of many of its initial jibes). M*A*S*H had
maintained that rare balance of high ratings and high critical
praise. Over the years, the program had morphed from a comedy
with dramatic overtones into a drama with comic overtones. While
some episodes played almost as experimental shert films (a
Twilight Zone-style tale told by the spirit of a dead soldier, or a
surrealistic collection of dream images), the program could also be
consistently counted on for well-polished jokes, especially when
delivered by Alan Alda’s droll Hawkeye Pierce.

As with any long-running series with a familiar central cast, the
program was starting to show the strain of searching for stories it
had not already done. Led by Alda (who by then was aiso a
creative consultant, a regular writer, and an occasional director) the
cast and crew were ready to go out in style at the end of its
eleventh season. The last round of regular episodes for the season an evac helicopter scene that mirrored the arriving helict
were confidently reenergized, ending with a time capsule story that sequence that had opened each episode since the series:be
allowed for references to such departed characters as Radar 1972, g
O'Reilly, Trapper John, and Henry Blake. With all that out of the The M*A*S*H finale was a tremendous ratings succe
way, there remained the final sendoff. easily eclipsed the previous champion, the “Who Sho

The M#*A%S*H finale aired Monday, February 28, 1983, as a episode of Dallas. More than three-quarters of all tel
heavily promoted must-see sweeps event. News outlets vied for viewers were tuned to M*A*S*H that night, making it
leaks on plot details; magazines and newspapers devoted special watched episode of a series ever. _
features to the show; and broadcasters covered it as the major pop Over its entire run, M*A*5*H demonstrated that a comi
culture event it had become. Directed by Alan Alda and running television series could be groundbreaking, critically acclai
two and one-half hours (which, minus commercials, was about as a smash hit, Its heavily promoted finale represented the high
long as the original theatrical film), “Goodbye, Farewel! and mark of viewer loyalty to the already fading TV world that:
Amen” almost managed to live up to all the hype in its first forty- assumed viewers would antomatically turn to one of thrée p)
five minutes. for television entertainment. That night, for one last time;:

Viewers expecting merely an extra-long episode of a popular than 100 million viewers tuned in to confirm that M*A*S*H
comedy were immediately surprised to see the story beginning at the best show in town.

COULD FOLLOW M*A*S*H?

sefore the characters from M*A*S*H's fictional 4077th
olded: up their tents and headed back to U.S. civilian life
053), CBS had selected what it saw as the perfect sitcom
t would follow some of the same characters from the
77th back to U.S. civilian life (circa 1953).

tion people from the final season of M*A*§*H came
ot the new series, including executive producer Burt
.-and producer Dennis Koenig. Old hand Larry Gelbart
urﬁéd ag one of the writers and directors. (Gelbart had
the M*A*S*H television pilot and had later co-produced
és for three seasons.) They slyly dubbed the new program
SH and set it in Col. Sherman Potter’s home turf, Mis-
ere he took the job of chief of staff at Geperal Pershing
ans'Administration Hospital. This setting provided the oppor-
ee Potter’s much-taiked-about home life (at last meeting
Mildred) as well as giving him the chance to hire two old
‘Max Klinger {as his administrative assistant) and Father

new wife, Scon-Lee (Rosalind Chao). After some first-
‘surgery, Mulcahy had his hearing restored, correcting an
ing. plot contrivance from the M*A*$*H finale. All three
etérmined to adjust to life after war and to fit in as civilians.
a*MASH premiered in the prize M*A*5*H Monday night slot
mber and its first episode was the number one show of the
iewers were obviously curious about “what happened
“with the characters and were also ready for more of the high
ity entertainment they had come to enjoy over the eleven-
ontun of M*4*S*H,
ot within weeks the new series had dropped out of the top ten
bythe spring it had been banished from its Monday night slot.
AfterMASH was renewed for a second season, the program
sted a few more months into that second round.

vhat happened?
though Twentieth Century Fox went so far as to label After-
' (in the closing tifles) as “a continuation of M*A%§%H.” the
lon was, which version of M*A*S*H was it continuing? By
end of its run, M¥A*S*H was more than just a sitcom and had
&d beyond such plots as fighting over a pair of long underwear
inter or dealing with the body of a pompous general who died
§ _having sex with Margaret Houlihan. More often than not,
_*S *H in its later years led with dramatic elements, supported
omedy. With his rapid-fire Groucho Marx-style delivery, Alan
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Mulcahy (as the hospital chaplain). Klinger also brought

After M*A*S*H

Alda was particularly adept at meeting viewer expectations for
laughs, adding just the right injection of humer in each story and
allowing the series to successfully walk the line between comedy
and drama.

AfterMASH did not have Alan Alda or any strong equivalent to
his humorcus but commanding Hawkeye Pierce character. Instead,
the program seemed oddly off balance from the start, never able to
find the right mix. It began confidently, indeed acting just like a
continuation of M*A*S*H, But even with three returning charac-
ters, AfterMASH was more akin to a brand new comedy that had to
prove itself funny, especially with its stateside setting far from the
inherent contradictions and pathos of a war zone. This made the
combination of comedy and drama particularly difficult to achieve.
What might have come off as a heartfelt observation back in Korea
too easily veered toward heavy-handed preaching in a civilian
setting. For example, about halfway through the first episode
Klinger made a dramatic speech on veterans’ rights and dreams.
Rather than resonating, it brought the episode to a screeching halt.
It seemed too much. Railing against military authority in a war
zone was one thing; there was no option to leave. Complaining
about bureaucrats in a booming peacetime U.S. setting was a
different matter. No one was holding a gun to their heads and
forcing them to stay.

There were other problems with AfterMASH. Bringing three out
of the seven main characters from the final M*A*S§*H season was
too much. Following just one {such as Harry Morgan’s Sherman
Potter) with occasional guest appearances by the others would
have been a wiser strategy with more flexibility. Jamie Farr and
William Christopher also had to face the problem encountered by
any supporting performer siepping into a lead role. What worked
beautifully as comic relief (Klinger) or inspiring fortitude
(Mulcahy) did not automatically translate to the expanded status of
co-star, especially when their characters were already best known
as supporting players.

Yet being senior to all the other performers, Morgan, Farr, and
Christopher ended up with the lion’s share of each episode, leaving
too little time to develop the other characters. That was a major
problem because to work as its own series, AfferMASH needed
new faces to do more than just the equivalent of a walk-on role.
Though the production crew did an excellent job attempting to
make the series an authentic slice of 1950s America, it needed to
show more of that world through different sets of eyes.

New characters such as Dr. Gene Pfeiffer (Jay O. Sanders}, Dr.
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Jlaces Fran Tarkenton as one of the announcers cn ABC’s

ABG WEL Monday Night Football (to 12 Midnight) day Night Footbali. Simpson stays with the show for

SCARECROW AND MRS. KING
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AFTERMASH | Newhart |

EMERALD POINT N.A.S. ££asons.

Y] BOONE

NBG Monday Might At The Movies jeptember 16, 1983

Webster. (ABC). Emmanuel Lewis plays seven-year-old

JUST OUR LUCK Happy Days

Three's Company

Hart Te Hart Webster Long, a diminutive black orphan taken in by kindly

OH MADELINE |

The Mississippi

CBS Tuesday Might Movies te folks (played by Alex Karras and Susan Clark).

E The A-Team Remington Steele | BAY CITY BLUES tober 3, 1983
carecrow and Mrs. King. {(CBS). Bruce Boxleitner is Lee
w The Fall Guy Dynasty | HOTEL fefson, code name “Scarecrow,” a U.S. agent. Amanda
E WHEZ KIDS GBS Wednasday Night Movies King (Kate Jackson) is a recently divorced suburban
sewife who unexpectedly becemes his civilian partner in
D Real People Facis Of Life l Family Ties | St Elsewhere Tight-hearted adventure series.
T TRAUMA CENTER 9To 5 i IT'S NOT EASY 20/20 ctober 4, 1983
Magnum, P.L. Siman And Simon Knots Landing Viemnam: A Television History. (PBS).  America’s

volvement in the protracted Vietnam War is the focus of

R | Gimme ABreak Mama's Family | WE GOTIT MADE | Cheers Hill Strezt Blues s well-produced thirteen-part documentary.
F Benson | WEBSTER LOTTERY Matt Houston ovember 15, 1983
The Dukes Gf Hazzard Dallas Falean Crest <The first commercial direct broadcast satellite (DBS)

transmissions begin in the United States, as United Satellite

1 MR. SMITH |-“5NW=F—’=l SLEPT HERE MANIMAL FOR LOVE AND HONOR mmunications Inc. starts beaming five channels of
sprogramming directly from its leased satellite to viewers in

s T.J. Hooker The Love Boat | Fantasy lsland ianapolis, Indiana, equipped with a home satellite dish.

A CUTTER 10 HOUSTON GBS Saturday Night Movies e cost is $39.95 per month, plus dish installation.

T Diff'rent Strokes I Silver Spoons THE ROUSTERS | THE YELLOW ROSE anuary 9’ 1984

The Jewel in the Crown. (ITV). Set in the final years of

7:00 7:30 8:00 8:30 9:00 9:30 10:00 10:30 nglish mie in India, this fourteen-part Granada miniseries
3 Ripley's Belleve It Or Mot HARDCASTELE AND MaGORMIGK ABG Sunday Night Movie ABC omes to PBS’s Masterpiece Theatre in December.
f ] Gosdnight | T erJehn, M.D.
U 60 Minutes Alice |One Day At A Time]| The Jeffersons Beantown rapp : . anuary }_7, 1984
N Eirst Camera Knight Rider NBC Sunday Night At The Movies NBC The U.8. Supreme Court rules 5 to 4 (in the so-called

Boyer (David Ackroyd), and Mike D’ Angelo (John Chappell) tried

that this was not so much a new series as an old favorite hanging
around too long. Rather than being cutting-edge, AfterMASH
seemed almost nostalgic. In that sense, it was appropriate that the
second season highlights included the birth of Klinger and Scon-
Lee’s child and a visit by Radar O’Reilly on his wedding day.
Then it was time to truly say goodbye and farewell to the last
remnants of the 4077th.

The failure of AfterMASH also seemed to confirm a growing
sense that the television sitcom was spent. Viewers had seen one
too many. While the genre stiil had a few successes, most of the
programs regularly in the top twenty were in some other format.
Prime time soaps. Various adventure series. Police and detective
dramas. Even news.

Once-popular sitcoms were aging and fading fast. In the 1982-
83 season, shows such as Archie Bunker’s Place, Laverne and
Shirley, and Taxi had wmbled in the ratings and been axed. This
season, One Day at a Time and Happy Days also faded. By the
close of the season, even Jack Tripper’s “scandalous” eighi-year
living arrangement on Three's Company ended when both his
female roommates moved out. (No, nothing ever happened be-
tween Jack and any of the women sharing that flat.)

NBC continued to nurture a handful of sitcoms (including
Cheers, Family Ties, and newcomer Night Court), but given their
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gamely to make their marks, but there was an overwhelming sense.

Betamax™ case} that home videotaping of TV programs for
personal use is not a violation of federal copyright laws. Two
mzjor Hollywood studies (Universal and Disney) had filed
the suit in 1976, when home video recorders were still quite
new, hoping to kill off VCRs in order to keep more control
(and more of the accompanying profit) over the distribution
of their programs. With this "green light" from the Supreme
Court, sales of VCRs explode and the percentage of U.S.
homes with them increases from about 10% at the time of the
court's ruling to more than 50% in less than three years.

place on the number three network, they generated compar
limited interest. In fact, NBC's biggest success in comedy
the form of TV’s Bloopers and Practical Jokes, a varie
featuring comical outtakes from movies and TV programs
by Dick Clark and Ed McMahon. The series was an outgro
occasional specials produced by Clark.

Even more troubling, with just a handful of exceptions
new sitcoms seemed terribly derivative and were not COnng;
with viewers. Failures among the new series sitcoms itt
1983 included Just Owr Luck (a magical genie), Ok Mad

while Tyne Daly continued as Mary Beth Lacey. Amazingly, the
chemistry between the two characters worked better than ever and
the program continued its groundbreaking portrayal of two strong
women as New York City police detectives. This was a truly
different series that managed to juggle a multitude of elements.
Though the cases were treated seriously, Cagney and Lacey was
not as grim as Hill Street Blues. Neither was it structured as a soap
opera. The scripts were not a weekly ferninist diatribe, though the
dialogue and subject matter frequently dealt with issues important
to women. Cagney and Lacey were considered every bit as good as
“the guys,” yet they were also consciously different from the guys,
and they knew it. They regularly took advantage of the fact that no
men could follow them into the women’s bathroom by having their
one-opn-one conversations there.

Though the series execution was tremendously successful (Tyne
Daly won an Emmy for best actress), its ratings still fell short.
CBS canceled Cagney and Lacey at the end of the 1982-83 season.
That touched off organized protests that resulted in the return of
the series as a midseason replacement for the 1983-84 season, with
one caveat: This time, the program had to deliver strong ratings or
it was gone for good. By then, Cagney and Lacey had achieved
enough public awareness that its retwrn was a genuine high-profile
TV event. Its spring run registered as one of the top ten series for
the entire season. It was back and a hit, eventually running seven
seasons, with both Gless and Daly picking up multiple Emmy
awards during that time.

(Madeline Kahn as a bored suburban housewife), Jt’s' No
(life ameng the divorced and remarried), We Got It Ma
bachelors and their sexy live-in maid), and Jennifer Slepi H
(Ann Jillian as a knockout ghost haunting a Beverly Hills.m
sion). Mid-season sitcom entries did not fare much bet_t_er
such failures as: Suzanne Pleshette Is Maggie Briggs (a hiar
reporter writes soft features), Domestic Life (Martin Mutl a8’
commentator about humor in family life}, and The Duck
(Jim Carrey in an MTM production about a tiny animation 8
Even the Alan Alda-produced adaptation of his hit movie Th Fa
Seasons did not catch on as a mid-season series.

About the only recent sitcom success was CBS’s 1_0'
Newhart, which was joined in March by another comfortd!
relaxed comedy, Kare and Allie. Susan Saint James arl Jﬁﬂ
Curtin played the respective title characters, two divorced’ W_O

tris Cagney and Mary Beth Lacey.

£ a Greenwich Village apartment along with their children
Kate’s daughter and Allie’s son and daughter). Each episode
an with a quict conversation between the two leads, usually in
me outdoor New York setting. The plots were creditable compli-
ons facing intelligent women atterapting to balance children,
career, love, and friendship. Katé and Alley also marked the first
cess by a Sarurday Night Live alum (Curtin) in prime time, and
ell filling the vacated AfterMASH slot adjacent to Newhart.
ropriately, the program also benefited from proximity to the
}g_hly promoted return of another pair of independent women,

The road for Cagney and Lacey had not been easy. The series
ad won its initial renewal by replacing one of its two leads and for
fall of 1982 Sharon Gless stepped into the role of Chris Cagney

January 22, 1984

Apple Computers introduces its new Macintosh personal
computer through a striking one-minute commercial
premiering during the Super Bowl. Directed by filmmaker
Ridley Scott ("Alien") and titled "1984." the ad is modeled
on the drab, conformist world imagined by George Orwell in
his novel 1984, and features a woman in a colorful running
outfit tossing a sledgehammer into a giant TV monitor that is
showing the bald head of a "Big Brother" figure. Though
produced at a cost of $400,000, the ad runs for little more
than one week after its Super Bowl debut.

February 1, 1984

Two mergers create two new cable services. The three-
year-old ARTS service (owned by ABC and Hearst) merges
with RCA’s two-year-0ld Entertainment Channel to form the
Arts and Entertainment Network, better known as A&E.
That same day, anothier Hearst-ABC cable service, the two-
year-old Paytime, merges with the two-vear-old Cable
Health Network to form Lifetime, a twenty-four-hour-a-day
cable service lazgely aimed at women.

June 18, 1984
ABC acquires a controlling interest in the all-sports ESPN
cable network.

July 16, 1984
ABC Rocks. (ABC). Late Friday nights, ABC joins the
music video bandwagon with a no-frills half-hour showcase.

July 13,1984

Brothers. (Showtime). The first original sitcom to atr on a
pay cable service revolves around three grown brothers,
played by Robert Walden, Brandon Maggart, and Paul
Regina. In the opener, the youngest brother pulls out of his
upcoming wedding and announces he is gay,
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The baseball drama Bay City Blues combined a love of the
game with steamy off the field encounters. The program's
lineup included (clockwise from top} Bernie Casey, Dennis
Franz, Kelly Harmon, and Michae! Nouri. (Bay City Blues @
1983 Twentieth Century Fox Television. All Rights Reserved.)

The soccess of Cagney and Lacey was more good news for
CBS, which won virtually every key ratings contest that season.
The network led in prime time, daytime, and the nightly news.
CBS won all three sweeps periods and its shows dominated the top
ten. The network’s only concern was the age of some of its series,
which would have to be replaced socon. But by carefully adding a
few successful new performers each year, CBS had no reason to
think its lock at the top would be broken anytime scon.

The other two networks had to settle for more modest successes.

ABC did send into the top ten the most fuxurious-looking new
series, Hotel, starring James Brolin and Connie Sellecca (looking
their best). Inspired by the Arthur Hailey novel and using the real-
life Fairmont Hotel on Nob Hill in San Francisco for its exterior,
the series was a combination soap opera and drama anthology, a
five-star Love Boat with accommodations that would please even
the characters in Dynasty.

As usual, however, ABC’s biggest successes came from its
miniseries and TV movie specials. In January, Glenn Close and
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Ted Danson (from NBC’s Cheers) starred in the racy tg],
“Something About Amelia.” To cap the February s
network offered the shamelessly trashy miniseries Lace
of Lilli (Phoebe Cates), a movie sex star who went in sa;
real mother (who had put her up for adoption at birth)
extract revenge. Lilli stopped at nothing in her qﬂe‘st
confronting three suspected moms with the scathmg
“Which one of you bitches is my mother?”
Lace brought ABC very close to CBS in the Februar
but the sports events during the season that were expécisg
blockbusters proved disappointing. ABC scored lowe
pected ratings with the World Series, a fairly lackluster g
five games out of a possible seven. The ratings for:th
Olympics (in Sarajevo, Yugoslavia) were down sigp
compared to 1980, primarily because there were no strom;
team stories this time around.
Still, the disappointments at ABC and CBS were n()th]
pared to the frustration at NBC. There, programming ¢
don Tartikoff continued to try a varety of programming
an intriguingly varied schedule: some parts deliberately hig
others as mainstream as possible, still others deliberately:
Yet despite a couple of legitimate hits (The A-Team, TV
ers) the total package still had not gelled. In fact, NBC w
as badly as ever in the overall ratings for the season. A pair
Friday night “animal” series (Mr. Smith and Manimal)"',éeﬁ_
symbolize the network’s desperate willingness to try. a
Both were easily mocked, sight umseen. Mr. Smith: feal
talking genius orangutan (played by C.I., best known
Eastwood’s film “Every Which Way But Loose™). Maniml
sented a criminology consultant (played by Simon MacC
who could magically turn himself into various animals (&
bull, a horse), useally in a series of disconnected close
more often, in some dark corner or behind closed doors:
show made it past December. i
Other NBC failures were painful in different ways.:
Show, a mid-season prime time comedy-variety packa;
Saturday Night Live maestro Loren Michaels, felt old and tir
quickly faded. The soapy Yellow Rose (with Cybill Shep_her&
David Soul) could not make a dent against the CBS Saturday
Movie, even with fading competition from Fanzasy Islan
Bay City Blues, Steven Bochco’s long-awaited followup
Street Blues, held great promise with the lovingly execut

(@) =1 (en
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OSBY AND TELEVISION first discovered each other
<As a rising young comic with a series of hit record
sby had made successful appearances on variety and
grams such as £d Sullivan and the Tonight show. Cosby’s
¢ bit (included on his 1963 debut album Bill Cosby Is
cunny Fellow, Right!) was a series of conversations
and Noah about building the Ask before the Great
kly became clear that Cosby’s strong suit went be-
ple punch lines to the fine art of storytelling. With a
ter-of -fact style, he was especially effective mining
_'m;'th‘e details of everyday life, equally comfortable with
emories of growing up in Philadelphia and with obser-
qut being a parent himself. In these routines, his expres-
id versatile vocal delivery made each character come
ally colorful neighborhood kids such as Fat Albert.
aying Alexander Scott on the mid-1960s adventure
7, Cosby occasionalty hinted at such stories as part of
acter’s background. He brought more of that comic
y. the character of athletic teacher Chet Kincaid in the
Cosky Show, even staging one of his classic bits (“Rigor
about freezing up while running on the track field.
at series had lasted only two seasons. Cosby’s other
1_1_né_ efforts in the late 1960s and 1970s were comedy-
a minor league bascball team (the Bluebirds) in Bay Cit s. The stand-alone specials did well, but series such as

nia. The program had a true all-star lineup of writers and pe [ Cosby Show and Cos were unable to last more than a
ers, including Dennis Franz, Ken Olin, and Michele Green ;so s. During this period, Cosby did have considerable
was gone in less than a month. S
It was a disappointing cycle. Sometimes a series had
performers but a flawed premise. Sometimes there were
production people behind the concept, but things never f&
place. Most disappointing, sometimes everything worked pe
but still large nwmbers of viewers did not find the pro
Highly praised comedies such as Cheers and Family Ti
dramas such as St. Elsewhere still had not canght on. Al
NBC’s best show, Hill Street Blues, seemed to have pas
modest ratings peak after four seasons. .
Would time pass the rest of the NBC lineup as well?

outside prime time, turning his stories and characters into a
morning cartoon show, Far Albert and the Cosby Kids
ng in 1972). He also lent his support to other educational
& programming, most notably The Electric Company on
levision,
all these ventures, Bill Cosby himself came across as a
ble person, everybody’s best friend or favorite uncle. He
that positive persona into a lucrative career in
crctals, being partjcularly at ease interacting with children
Ch sponsors as Jell-O. By the early 1980s Cosby appeared to
found a very comfortable niche: effective commereial
_éln, talk show guest (and occasional substitute host), and
: Il advocate (he had earned a Ph.D. in his spare time).
NBC’s programming chief Brandon Tartikoff happened to
sby on the Tonight show and was reminded of the cormic’s
e appeal, and of his potential to once again front a series.
ing to a familiar face for a new series was perfectly

We Are the Worl:

consistent with the wide net Tartikoff had been casting for several
years in search of prospective hits. In previous seasons he had
already tried ventures with former Vega$ star Robert Urich (in
Gavilan), former McMillan and Wife lead Rock Hudson (in The
Deviin Connection), and former Medical Center star (and one-time
pop music pinup) Chad Everett (in The Rousters). However, none
of those shows had caught on. Clearly, familiarity alone was not
enough to grarantee a hit, especially on the number three netwaork.

Tartikoff’s interest in Cosby coincided with the comedian’s
own discussions with producers Marcy Carsey and Tom Wemer
about developing a new series. However, because Carsey and
Werner had an existing relationship with ABC (where they had
both been network executives}, that network was offered the show
first, but passed on it. That left Tartikoff the opportunity {o pursue
the project with them for NBC and the network made a guarded
commitment for an initial haif dozen episodes of The Cosby Show.

Part of Cosby’s motivation for taking on the new series was that
he was at the perfect time of his life to star in an idealized 1980s
version of a happy home life. So the actual Bill Cosby, the
successful entertainer and educator with a savvy professional wife
(Camiile) and five children (daughters Erika, Erinn, Ensa, and
Evin, and son Ennis), portrayed the fictional Clff Huxtable, a
successful obstetrician with a savvy lawyer wife (Clair, played by
Phylicia Rashad) and five children: danghters Rudy (Keshia
Knight Pulliam), Vanessa {Tempestt Bledsoe), Denise (Lisa
Bonet), and Sondra (Sabrina Le Beauf), and sen Theo (Malcolm-
Jamal Warner). The Huxtables lived in a comfortable Brookiyn
townhouse with a Tiving room that resembled the one in Cosby’s
own Massachusetts home. Cliff operated from a home office that
allowed him to remain always just a few steps from family life. In
short, The Cosby Show was like a Bill Cosby comedy routine
brought to life. Just like his monologues, the series was
deliberately low-key, following the simple premise that family life
has its own gentle good humor and there was no need to resort to
silly caricatures, painfully dumb misunderstandings, or demeaning
insults. More so than any of his previous series, The Cosby Show
captured the heart and soul of his warm family tales, with the
entire cast quickly making these characters their own.

Cosby’s material had always successfully connected across
ethnic lines, but that did not mean that he ignored being black. In
fact, he fashioned the series to reflect a diverse world view beyond
the usual television trappings. The decorations in the kids” rooms
included black pop stars and anti-apartheid posters. The girls
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consciously sported stylish international fashions. When Cliff and
Clair dug out one of their favorite old songs, it was the rhythm and
blues hit “(Night Time Is) The Right Time” by Ray Charles. Even
daughter Sondra’s decision to name her twins Winnie and Nelson
carried a special meaning, honoring South Africa anti-apartheid
activists Winnie and Nelson Mandela. These details were not
delivered in some smug, preachy manner but, rather, were
presented as a natural part of everyday life. Cosby also deliberately
played against television’s clichés about black family life and
family life in general. Clair and CLff Huxtable were professional,
upper middle class, in love with each other, and clearly in charge
of the household. The kids might be cute and clever, but mom and
dad still had the last word.

Though this was a strong package, there was no guarantee of
success. Nonetheless, Tartikoff put The Cosby Show on the front
lines, leading off Thursday nights against CBS’s powerhouse
Magnum, P. I. As a further vote of confidence in Cosby’s across-
the-board appeal, Tartikoff did not pigeonhele the show as a
companion to other NBC series featuring black characters (such as
Gimmie a Break or Diff 'vent Strokes). Instead, he slotted it as the
lead-in to three highly regarded but underperforming NBC comedy
series: Family Ties, Cheers, and Night Court. It worked. From the
beginning, The Cosby Show connected with audiences and quickly
became the unexpected hit of the season, a buzz-generating across-
the-board success. The series was not just a top ten show, it was a
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amiliar elements of crime-fighting detective stories and
pashed them through the aural and visual trappings of music video
iduction. It was all about style, fashion, and attitude. Miami
‘detectives Sonny Crockett (Don Johnsen) and Ricardo
-(Philip Michael Thomas) were not only the usual rebel
rs they were also cutting-edge hip. Crockett was white,
nshaven, drove a Ferrari, lived on a boat with a pet alligator,
dressed in a casual combination of t-shirts, loose pants, and
opean jackets. Tubbs was black, urbane, drove a Cadillac, came
1 New York, and sported silk shirts and double-breasted
1gTier jackets.

The hip look extended to the film presentation, which was
[y cinematic with sweeping camera angles, rapid-fire cuts, and,
ove all, music. As in a theatrical feature film, music helped set
one with a combination of original pieces and showcases for
niemporary performers. Some program segments looked for all
g:world like mini versions of the better MTV music videos—
! Wiﬂg snatches of the latest chart-bound songs to move the story
{or to comment on the plot) without any dialogue, presenting
ges related to the tone of the song. In the first episode, for
ample, the Phil Collins hit “In the Air Tonight” accompanied
fs of a speeding car in the night, focusing as much on close-ups
of the tires as on the driver. Other episodes inchided music by such
ists as Glenn Frey (“Smuggler’s Blues™), Chaka Khan (“Own
e Night™), Tina Tumer {“Better Be Good to Me™), and Gladys
night (“Send It to Me™), with the series generating a pair of hit
indtrack compilations.

popular program that people made a point to remember to w
was “appointment televigion.” ) :

Equally important, the spotlight shining on Coshy reflected
other shows in NBC’s schedule that had been quietly toiling
comparative obscurity. The most immediate beneficiary wa
program slotted after Cosby’s show, Family Ties {in itgith
season), which followed the lead-in hit right into the top tel
rest of the NBC Thursday night lineup moved up in:vi
awareness as well. In the general television landscape, The G
Show also restored the credibility of sitcoms as a ratings draw,
than a year after the form had been written off in some cn'cl
being past its prime.

The Cosby Show was the linchpin that NBC had been lookin,
for, drawing viewers to the network in record numbers. Orice th
were there, they could find their way to other offering:
surprisingly varied lineup of adventure, comedy, and drama sho?
such as Knight Rider, Cheers, and St. Elsewhere. Among othe
new shows, NBC found itself with two other surprise hits that w
poles apart: Miami Vice and Highway to Heaven. i+

Miami Vice was the first successful marriage of the music Vld?
world with prime time television, a concept Brandon Tartiko
succinetly described as “MTV cops,” With Michael Mann (dli'e
of the theatrical film “Thief”) as executive producer and Hill Strge
Blues writer and producer Anthony Yerkovich authoring the P i
Miami Vice set its tone from the opening episode. The series e

osby and Phylicia Rashad were at the center of The Cosby Show, portraying a loving, affectionate couple that handled
g alarge family with humaor and style. (The Cosby Show Photo Courtesy of the Carsey-Werner Company, LLC/NBC)

The Florida setting completed the effect, emphasizing splashy
tropical colors, exotic birds, and sun-drenched waters. But this was
not the theme park Florida of the tourist brochures. Beginning with :
the staccato riffs of the program’s Jan Hammer opening theme, the
message was clear: This was a supercharged, pulsating world with i
wholly different assumptions. Druogs and drug money were :
everywhere, ready to ensnare both the innocent and the ambitious. I i
In this world, people tived to get high and party, to flaunt their | |
wealth, and to show off their power, This was not mere street- |
corner drug traffic, There were powerful individuals hehind these ;
activities with far-flung international operations and networks of i
connections that infiltrated society at all levels. Crockett and ,
Tubbs might snare their share of bigwigs (and, more often, mid- I
level operators) but the series left the clear impression that over the
long haul they were unlikely to win the war.

Despite such a downbeat setup, the overall package worked. P
Miami Vice looked and felt cutting edge, with Don Johnson and ;
Philip Michael Thomas as likely to appear on the cover of Rolling
Stone as on TV Guide. Though the series was not an instant hit like
The Cosby Show, the program’s reputation grew throughout the
year and in its second season it reached (and peaked) in the top ten.

Highway to Heaven could not have been further from the world
of Miami Vice, though it, too, reflected a distinct, individual vision.
Michael Landon served as a writer, producer, creator, and star,
playing Jonathan Smith, an angel on a mission to help people in
frouble. He and his companion, Mark (Victor French), did not
necessarily solve each person’s specific earthly problem, but they
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September 14, 1984

MTYV preseats its first anpual MTV Music Video Awards
live from Radio City Music Hall in New York. Bettec Midler
and Dan Aykroyd are the hosts, with performances from
Madonna, Huey Lewis & the News, Rod Stewart, and Tina
Turner. Video of the Year award goes to "You Might Think"
by the Cars.

September 25, 1984

Three's a Crowd. (ABC). John Ritter and ABC eke out
one more year of the saga of Jack Tripper after his Three’s
Company platonic female roommates move out. In the
retitled format, Jack falls for a stewardess named Vicky
(Mary Cadorette) and proposes marriage, but she prefers to
just live together. They do and this time there really is plenty
going on behind the bedroom deor, much to the intense
dismay of her father {played by Robert Mandan), who turns
up as landlord of their apartment building.

October 8, 1984

“The Burning Bed.” (NBC). Tired of being typecast as just
another blonde-haired pretty face, Farrah Fawcett takes a
gamble by playing a decidedly unglamorous battered wife
who, after veurs of abuse from her husband, sets him on fire
while he sleeps.

Qctober 26, 1984

V. (NBC). Five months after the miniseries wrap-up
showed resistance forces using a homegrown virus to thwart
the efforts of the extra-terrestrial “Visitors” to Take Over
The World, the lizard-like aliens-disguised-as-humans get
theit own weekly series. Aided by treacherous human
collaborators, they are engaged in Cold War tactics to win
the planet piecemeal. TV newsman Mike Donovan (Marc
Singer) again leads the freedom forces.

December 8, 1984

After almost thirty vears (the last two in obscure early
morning weekend slots), Captain Kangaroo is mustered out
of the CBS schedule.

Janvary 1, 1985

Wamer/Amex launches VH1 (Video Hits 1), a new music
video cable service aimed at the already-graying baby
boomers, whe prefer their old favorites to the wild kids
making noise over on sister service MTV.

did manage to remind individuals of their own inner strength and
good souls. The program further solidified Landon’s long-standing
image as champion of wholesome family entertainment (such as
Little House on the Prairie) that could also deliver strong ratings.
Going into the fall, nobody had expected NBC to have maltiple
hits, especially m such a variety of formats. Yet because Tartikoff
had been trying for four years with so many different types of
shows, when some at last began to connect the success was not just
in one area (such as prime time soaps), but across the board. Of
course, there were also outright flops, including Berrenger's (a
soap opera about a department store), Hot Pursuit (a husband-and-
wife fugitive pair), and Partners in Crime (veterans Loni Andersen
and Lynda Carter failing to gel as a private eye team). Yet when
weighed against the success of The Cosby Show, these were only
minor disappeintments. In fact, NBC suddenly found itself a
contender for fop ratings honors. Though CBS won the November
and February sweeps, NBC was a strong second. By the spring
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NBC had built sufficient momentum to win the Mg
was NBC’s first sweeps win since November 1974,
NBC’s success was a big surprise to the number:
CBS, which had been treating its successful lineup g
soaps, adventure shows, and 60 Minufes as a well-
that just needed annual tuning. For the new season it Iy
a few old series and introduced a handfal of new shiws:
one instant hit, Murder, She Wrofe (created by Peter
Columbo mavens Richard Levinson and William Liﬁk‘)‘_
Lansbury played mystery writer Jessica Fletcher, g
author who solved murders in between writing novels.
to raiding PBS’s Mystery! series and casting its feaiured
such as Agatha Christie or Dorothy L. Sayers as the lead ¢
The clever premise was executed as a perfectly paced:
complete with enough time for viewers to guess th m
before Jessica’s narrated flashbacks revealed the solutién
None of CBS’s other new series maiched the perfo
Murder, She Wrote. The misfires included the medical cory
(Elliott Gould as a divorced doctor working in..g"
emergency room), the family comedy Charles in Chay
Baio as a college student boarder taking care of a busy.
three kids), and the spy adventure Cover Up (which lost'i
Jon-Erik Hexum in a real-life fatal accident on
Nonetheless, CBS still won the ratings race for the 1984
although by its end NBC was close hehind. :
That left ABC as the number three network for:_ the
though hardly without bragging rights. ABC had the nu
show on television, Dyrasty, which created an internati
with a story arc featuring Rock Hudson in his last TV ro
died laler in 1985 from AIDS-related illnesses.) The seri
the season with a particularly far-fetched cliffhanger involvin
long-lost daughter of Alexis marrying the prince of Mo
tiny European kingdom) in a ceremony that climaxéi
Dyrasiy’s main chavacters facing armed revolutionarie:
the wedding party, guns blazing. While viewers waited ove
summer to learn who had survived, ABC confidently pla
Dynasty spinoff, The Colbys, for the following fall, “featur
Charlton Heston as business magnate Jason Ceolby,.: fatlie
Dynasity’s Jeff Colby.
Though most of ABC’s new fall programming flopp
network did score with Who's the Boss?, a family comedy
Tony Danza (from Taxi) as a widower working as i
housekeeper in Connecticut and raising a young daught
boss, played by Judith Light (from the daytime soap One Li
Live), was a divorced woman living with her young son ATk
free-spirited mom {played by Katherine Helmond, from Soap
usual, ABC also did well with flashy miniseries, including
which picked up from the original’s “Which one of you bitches
my mother? and offered the scathing companion du
“Which one of you bastards is my father?” :
In the spring, ABC also managed to steal the sexy detec
couple crown from NBC’s Remington Steele and CBS’s Scare
and Mrs. King with Moonfighting. Created by former Rémmg
Steele writer Glenn Gordon Caron, Moonlighting featured ap
bickering detectives, Maddie Hayes (Cyhill Shepherd) and-Da
Addison (Bruce Willis) at the Blue Moon detective ag

Maddie was a successful former model who owned the agene)

{probably as a tax loss) but had never bothered to visit 1t untt
discovered her manager had absconded with her fortune, leay
as one of her few saleable assets. Addison was its numbe

stacker, a fast-talking charmer who convinced her to keep th

agency open. Maddie agreed, but also insisted on being an actl
participant in the cases—partially out of boredom, patl

ate was an instant energetic chemistry between them,
parring between Maddie and David quickly evolved
sliciously entertaining mating rimral, with the dialogue
almost lyrical quality filled with clever puns, rhymes,
fure allusions (with asides to the audience).

ighting  was rarely about the cases (sometimes the
any, was not apparent until halfway through the story)
e of the best episodes completely abandoned the regular
“Ii‘one, all the characters appeared in a fufl-costume
of William Shakespeare’s “The Taming of the Shrew.”
pisode offered a film noir period piece hosted by Orson
ho patiently explained why the episode was in black and
ep the regular cases, though, wete handled with style and
usnally ending with a slapstick chase scene. About midway
‘the series (March 1987), the two did “get horizontal” (as
‘described having sex) but the writers then seemed
xed over where to go next. They later attempted to work
erd’s real-life pregnancy into the scripts, but the resulting
were surprisingly leaden, with visual tricks (such as a
jon sequence) appearing: more forced than clever.
ly, Maddie’s pregnancy ended in a miscarriage, and the
facters were never able to reestablish that same balance of
¢ sparring and deep affection.

wately Remington Steele proved to be the better executed
ser the long run, keeping its plots coherent and its leads out
until the last episode, while Scarecrow and Mrs. King
- that it was possible for a couple to get married and still
Xciting adventures. But neither of these series ever reached
ddy, self-confident highs of Moonlighting at its best. During
ef-and glorious run, Moonlighting gave ABC one of the truly
d sophisticated shows on television.

ABC also showed off its hip credentials during the summer of
en it signed on as the U.S. prime time network showpiece
unique international entertainment event, the Live Aid fund-
sing concerts. Live Aid was the culmination of more than eight
hs of extraordinary humanitarian efforts by some of the
est pop music icons in the world, all to raise money and
eness for a disastrous situation in Africa. Appropriately, this
t had been driven into the world's consciousness as the result
ernational television news coverage.

‘October 1984, Michael Buerk of the BBC reported on famine
ndltlons in the country of Ethiopia, sending back heart-breaking
ision footage. NBC Nightly News picked up Buerk’s report on
October 23, 1984, edition, Those pictures instantly transformed
ory from just another event “out there” into a portrait of
nal pain and suffering. While various relief agencies worked
aid plans, in Great Britain Bob Geldof (leader of the pop group
Boomtown Rats} hatched a plan to jump-start donations by
ping the small fortune he knew came with a hit record. He
te a pair of songs with musician Midge Ure and on November
11984, assembled an imprompmu collection of about forty
cflormers in Britain to record a benefit single under the banner
and Aid, In short order, “Do They Know It’s Christrnas?’/*Feed
World” became the best-selling single release in British
ory, capturing some of the millions spent on holiday gift giving
nd directing those proceeds to help Ethiopia. Sufficiently wise in
C arcane ways of music business accounting (and determined to
Yoid tegal and financial problems that had plagned previous well-
tentioned benefit projects by other people), Geldof structured
ch stage of the distribution to caplure every penny possibie for

the cause, even arguing (unsuccessfully) that the British

Overnment should contribute the taxes collected on the sale of
_ch record.

The artists performing on the disc were not all household names

in the U.S., but they were well known to fans of MTV, whose
playlist regularly featured their videos (including work by Boy
George, George Michael, Phil Collins, Duran Duran, U2, and
Bananarama). Not to be outdone, U.S. performers Lionel Richie
and Michael Jackson wrote their own song for a U.S. benefit disc.
After the January 28, 1985, American Music Awards telecast on
ABC, they gathered their own star-studded supergroup with
producer Quincy Jones to record “We Are the World” under the
moniker USA for Africa. Apart from Richie and Jackson, about
forty performers participated, including Stevie Wonder, Kenny
Rogers, Bruce Springsteen, Dionne Warwick, Ray Charles, and
Bob Dylan. The single {and a companion album of solo songs
donated to the cause) topped the charts that spring while the video

played incessantly on MTV (and its new sister service, VH1).
To keep the fund-raising momentum going, Geldof spearheaded

plans to gather an international lineup of artists for one gigantic
telethon-style benefit, harnessing the power of television and radio
throughoui the world. Under the banner Live Aid, they staged an

—

January 20, 1985

Almost fifteen years after the debut of Monday Night
Football, ABC is at last allowed by the NFL to join CBS and
NBC in the annual rotation of telecasting the Super Bowl. In
ABC’s first title game, the San Francisco 49ers defeat the
Miami Dolphins 38 te 16 at Stanford Stadium in California.

April 9, 1985

Television. (ITV}. Britain’s Granada Television produces a
thirteen-houz documentary on the history of the medium,
narrated by Tan Holm. An eight-hour U.S. version (revised to
present a more stateside focus), narrated by Edwin Newman,
appears on PBS in February 1988,

June 3, 1985

Larry King Live. (CNN). Mutnal radio’s popular late night
interviewer brings his successful format to cable, as host of a
Washington-based weekday prime time hour.

June 14, 1985

Michael Nesmith in Television Parts. (NBC). The ex-
Monkee, who was producing music videos before there was
an MTV, presents a decidedly esoteric and eclectic mélange
of music video and comedy that is soundly ignored by the
viewing public. Comics Garry Shandling and Whoopi
Goldberg are among the featured performers.

June 17, 1985
Debut of cabie’s Discovery Channel, which focuses on
science-based documentaries.

Juiy 1, 1985

One month after expanding from thirteen hours each day
to twenty-four, the Nickelodeon cable channel begins filling
the prime time evening hours with reruns of old actwork
series such as Dennis the Menace and Route 66 in a
programming block dubbed “Nick at Nite.”

July 1, 1985

After four years as a local Tampa, Florida, cable service,
the Home Shopping Network (HSN) goes national with
twenty-four hours a day of selling merchandise to cable
viewers who can order via telephone. A competing shop-at-
home cable channel, QVC, appears in November 1986,

-
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all-day concert on July 13, 1085, at two large outdoor venues:
London’s Wembley Stadium (starting at about noon British time)
and Philadelphia’s JFK- Stadinm (starting at about nine in the
morning Philadelphia time). There were also cut-ins for videos
from Australia, Japan, Belgrade, Moscow, Austria, Cologne, and
the Hague. To avoid potential business complications, there was no
companion album, video, or even a rerun at the time. The only way
to see Live Aid was to share in the event as it happened that day.
In the U.S. this was a perfect opportunity for cable’s MTV to
promote itself as the premiere music ocutlet on television, so the
four-year-old service outdid itself with all-day live coverage of the
proceedings on both continents. The bubbly MTV veejays were on
screen as much as possible providing chatter between acts.
Throughout the broadcast, viewers were urged to call in their
pledges.

Because most of the U.S. was not yet wired to MTV, there was
also a special syndication network created just for the event,
offering local stations as much of the all-day extravaganza as they
wished to carry. At 8 P.M. Eastern time, while MTV’s coverage
continued, ABC stepped in with an exclusive threc-hour U.S.
network prime time special (produced by Dick Clark). In that
broadcast, ABC presented highlights from the entire day
interspersed with live performances still in progress. There were
separate finales (originalty hours apart) from England and the U.S.
with Paul McCartney on stage in London singing The Beatles song
“T et It Be,” while in Philadelphia Bob Dylan wrapped up the night
with Keith Richards and Ron Wood from The Rolling Stones.
When ABC aired its prime time package, it served to confirm that
Live Aid was more than just a pair of rock concerts for the MTV
generation. It was an event worthy of placement on a major
television network and worthy of support.
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Live Aid was a tremendous fund-raising succes
lifetime event that raised more than $80 million and:
approximately 1.6 billion people in 170 countries. T
broadeast structure in the U.S. also showed the app
the broadcast networks had apparently settled on. Th
the cream of any programming event for their pri
cases. If cable wanted to devote endless hours to
“the good stuff,” that was fine with them. Network time
there for maximum return aimed at the widest possih]
After all, network television was first and foremost a b i

Network news had taken that approach the prev;
while covering the 1984 political conventions. Breakin
old tradition, ail three broadcast networks chose né_'t f
proceedings gavel-to-gavel in San Francisco (for the _D"
Dallas (for the Republicans). Instead, they pointed

AN :f_f_'\__\\—c\;/‘ \L_

RO ECIEINGCIR
5-56 SEASO

coverage. ABC, CBS, and NBC would each de
comprehensive highlights packages in prime time. Tt
economic sense. After all, most viewers did not care ‘b
procedural moment at a political nominating conventig
than they cared about every act on the Live Aid stage,
In taking that approach, the networks were choosing
botiom-line strategy. They were also sending a subtl B
cant message fo viewers, especially younger andience
television was there for the important highlights. If y
complete presentation, you went elsewhere. The networks we
fonger the source of record they had been in the past; no
unique political and pop culture events. Instead, they wet
off that role. Tronically, cable was not stealing the: n
thunder. They themselves were giving it away, one evenl

SPIELBERG BEGAN HIS DIRECTING CAREER in
¢'in television, working for Universal Studios. One of
gnments was “Darker Than Dark,” a segment in the
Ldefor-TV movie pilot for Rod Serling’s Night Gallery
itten by Serling and starring Joan Crawford, Barry
and Tom Bosley, it was a creepy tale of a wealthy blind
who bought the eyes of a gambler i debt so she could see
day: Spielberg also directed “Make Me Laugh,” a first-
ode of the subsequent Night Gallery series, which
the 1970-71 season as part of Four-in-One (NBC and
unusual experiment to alternate four different series
timbrella title). In addition, he directed a pair of episodes
e other series in the rotation, The Psychiatrist, created
evinson and William Link.

hat duo had already scored with two successful made-
ies featuring the character of Columbo, and for ihe fall
ey. turned to Spielberg as director (and Stephen Bochco
or “Murder by the Book,” the first episode in the regular
ries. While never getting in the way of the already-
ed style of a Columbo mystery, Spietberg showed an
bility to manipulate visval images, sound, and shot
maximuin effect. For example, instead of using some
ous music” during the otherwise wordless opening exposi-
elberg punctuated the story of a writer planning to murder
“with the thundering rat-a-tat sound of typewriter keys.
‘months later, during the November 1971 sweeps, Spiel-
=plitation as a director was nailed when ABC aired the
or-TV movie “Duel,” in which Dennis Weaver played a
alesman driving on a lonely Western highway who was
“stalked” by a mysterious ten-ton truck with no visible
_'It_Was a superbly executed suspense premise straight out of
ilight Zone and Alfred Hitchcock Presents, and the TV film
release as a theatrical feature in Europe.

therg stuck with television for a few more directing assign-
e last being “Savage,” a 1973 Levinson/Link made-for-
¥ie starring Martin Landau and Barbara Bain as a pair of
ligative reporters. In 1974, Spielberg moved on to his first
tical feature, “The Sugarland Express.” With the worldwide
vof “Jaws™ in 1975, he never had to ook back to television.
¥ he did. Serving as executive producer, Spielberg brought
od Serling’s signature series as a theatrical feature film in
ith “Twilight Zone—The Movie.” The film was actually an
.Ing of four Twilight Zone stories, one new and three re-

Isn’t That Amazing?

makes of tales originally presented as part of the television series.
Burgess Meredith served as narrator (Serling had died in 1975),
adopting a soft, understated style and remaining discretely off-
screen, wisely avoiding any visual comparisons with Serling’s
distinctive on-camera series persona. Spielberg himself directed
one segment in the movie (“Kick the Can™) and landed top-drawer
names for the others: “Blues Brothers” director John Landis for
“Time Out” (from a previously wunfilmed Serling story),
“Gremling” director Joe Dante for “It's a Good Life,” and “Mad
Max: Road Warrior” director George Miller for “Nightmare at
20,000 Feet.” “Twilight Zone—The Movie” did reasonably weil,”
demonstrating some commercial viability for the anthology format.

Meanwhile, Spielberg himself was in top form as a box office
force. He had directed five films that were among the all-time
highest grossing movies to that point: “Jaws,” “Close Encounters
of the Third Kind,” “Raiders of the Lost Ark,” “E.T., The Extra-
Terrestrial,” and “Indiana Jones and the Temple of Doom.” He had
also served as a producer for many other hits, including the sum- _
mer 1985 blockbuster “Back to the Future.” So when NBC an- |
nounced that Steven Spielberg would be retumning to television in |
the fall of 1985, the hype was understandable and network expec- |
tations were sky high. Without seeing a pilot, NBC made a com-
mitment for two years (forty-four episodes) of the new series, a
half-hour anthology called Amazing Stories, with Spielberg serving
as executive producer. iy

The series setup offered considerable flexibility: The stories 1
could be about anything in virtually any style, allowing Spielberg
to lure a who’s who of actors and contemporary directors, both
famous and obscure, many of whom normally “did not do TV.”
They welcomed the opportunity to try something different that
would be seen quickly, thanks to the fast turnaround time of
television production. For NBC, the anthology format meant that
each episade would offer opportunities to promote different big-
name performers. It alt began on September 29, ik

The nifty opening sequence for the series celebrated storytell- I
ing, reaching back to primitive caveman days and the warm glow
of the campfire. There, all eyes were fixed on the storytellers :
spinning their tales. Then, sweeping through the ages and technol- | i
ogies, there was a montage of images from storytellers and stories 1
from those eras, all leading up to another warm, glowing campfire.
This one was on a living room television screen, with a typical
American family gathered to watch and listen. The opening was
the kind of dazzling presentation viewers had come to expect from
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8:00 9:00

DILILLE

9:30 10:00 10:30

Hardcastle And McCormick

ABC NFL Monday Night Foatball {to 12 Midnight)

Scarecrow And Mrs. King

Kate & Allie

| Newhart | Cagney And Lacey

TV's Bloopers And Practical Jokes

NBG Monday Night At The Movies

Who's The Boss GROWING PAINS

Moonlighting

| OUR FAMILY HONOR

Hometown

GBS Tuesday Night Movies

The A-Team

Riptide | Remington Steele

THE INSIDERS

Dynasty Hote!

STIR CRAZY

CHARLIE & COMPANY

GEORGE BURNS

THE EQUALIZER
COMEDY WEEK

Highway To Heaven

HELL TOWN

8t, Elsewhere

The Fall Guy

LADY BLUE 20/20

Magnum, £.1.

Simon And Simon

Knots Landing

The Gosby Show |

Family Ties Gheers

Night Court Hill Street Blues

Webster | Mr. Belvedere

Diffrent Strokes | Benson

SPENSER: FOR HIRE

The Twilight Zone

Dallas Falcon Grest

Knight Rider

MISFITS OF SCIENCE

Miami Vice

HOLLYWQOD BEAT

LIME STREET

| The Lave Beat

Airwolf

CBS Saturday Night Movies

T Gimme A Break Facts Of Life

THE GOLDEN GIRL4 227 I

7:30 8:00 8:30 9:00

9:30 10:00

Ripley's Believe It Or Not MacGYVER

ABG Sunday Might Movie

&0 Minutes Murder, She Wrate

Crazy Like A Fox | Trapper John, M.D.

Alired Hitchcock

AMAZING STORIES Brasants

Punky Brewstar Silver Spoons

NBC Sunday Night At The Movies

one of the movie industry’s most successful directors, and they
were looking for the show itself to live up to the title.

At their best, the stories that followed delivered on the promise
of bringing a real mix of talent to a weekly television showcase. In
“Fine Tuning,” Bob Balaban (from the cast of “Close Encounters
of the Third Kind™) directed the hilarious Steven Spielberg story of
alien visitors that came to Earth (specifically, Hollywood) with the
hope of meeting their favorite stars from old TV broadcasts they
had picked up in space. (Best moment: A great cameo by Milton
Berle.) In “Secret Cinema,” Paul Bartel (“Eating Raoul”) remade
his own 1969 short film about a woman whose whole life was
being secretly filmed and shown in theaters as a slapstick serial.
Peter Hyams (“Running Scared”) directed “The Amazing
Falsworth,” with Gregory Hines as a mind-reading magician who
uncovered a murderer in the audience. Clint Eastwood directed
“Vanessa in the Garden,” with Harvey Keitel as a painter looking
to reconnect with his deceased wife through his portraits of her.
John Lithgow starred as a lonely bachelor entranced by a hand-
made doll and its real-life model in “The Doll,” written by Richard
Matheson (author of Spielberg’s breakout TV movie “Duel™).

There were many others. Yet, just like the classic anthologies of
the past {including The Twilight Zone), for every successful entry
there were also episodes that did not quite gel. Ironically (given the
program’s title), while the visual presentation was generally good,
the stories themselves often turned out to be the weak link, in need
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of another round of polishing and rewriting, That shortcomii
might have been minimized had the series found a way to cap
ize on its greatest strength, the amazing array of talent behind
productions, rather than merely getting that angle out to pOtfi_I:_l_U
viewers through press coverage. Had Spielberg personally in
duced the episodes, explaining why a particular story was b
done with certain people or incorporated chats with the talent i
the program, the series could have emphasized its assets the 1
ment viewers tuned in. Instead, most viewers simply saw:
stories in a vacuum, judging them instantly without any coniex
sometimes coming away with the question, “What was that;
about?* As a result, Amazing Stories ended up as a particul _
difficult sell from week to week, despite the tremendous hype th
had preceded it. B

The series also faced an unexpected problem: it did not have th
anthology format all to itself. Amazingly, after years of ab§en_
from network television, three other anthologies were also mir
duced that fall.

One series was also on NBC, a revival of the half-hour Alff
Hitchcock Presents, which the network placed immediately at'”t
Amazing Stories to create what it saw as a Jogical programmil
flow. This new version of the Hitchcock series continuefi
presentation of “stories with a twist” that had worked so well mﬂ’l
original run (1955~63) but with a twist of its own. Recognizlng:
that Alfred Hitchcock’s on-screen presence delivering humorous

dpan comiments had been essential to the program’s original
cess, the new production brought him back from the grave (he
died in 1980) by colorizing and reusing his original black-and-
hite clips. The technigue had worked well in a two-hour TV
ovie the previous spring, when Hitchcock’s comments were
oupled with newly filmed versions of four stories from the origi-
‘series. For the new weekly anthology, Hitchcock’s remarks
e carefuliy chosen so that it was not necessary to always redo
old stories — the comments could fit any drama. Unfortunately,
at’s exactly how the program then pilayed: as a coilection of
marks by Hitcheock sandwiching stories that might best be
escribed (in his cold, measured tones) as “irrelevant.”
The two anthology series on CBS were, in their own Ways,
expectedly effective, George Burns Comedy Week once again
st Bums in his favorite role (playing George Burns), with the
sarly ninety-year-old performer acting as host to a variety of
morous tales bearing the unmistakable off-beat touch of produc-
teve Martin, Throughout the series there was a nice mix of
teran comedy faces (including Don Knotts, Harvey Korman, and
Don Rickles); the Saturday Night Live/SCTV crowd (including
Araine Newman, Catherine O'Hara, and Eugene Levy); and a host
of others {including Martin Mull, Fred Willard, Bronson Pinchot,
Sandy Baron, Howard Hesseman, Patrick Duffy, and Tim Mathe-
). The stores ranged from silly mock adventure (“Home for

Dinner,” in which a fishing trip was turned into a rescue mission in

oreign country) downright surreal (Telly Savalas and Elliott
Gould in 19405 Africa searching for a supposedly extinet animal in
The Assignment™). One of the best was “Christmas Carol TI- The
tquel,” in which Ebenezer Scrooge (James Whitmore) was once
8ain visited by Marley’s ghost, this time to tell him that his
ewiound generous nature had turned him into a patsy.

The most quietly impressive anthology was the one-hour CBS
vival of The Twilight Zone. Apart from a brief flash of Rod
erling’s face in the program’s opening montage, this series made

attempt to revive the dead. Instead, it stood on its own in the

Only CNN covered live the
lift off of the Challenger (the
twenty-sixth U.S. space
shutile launch} on January
28, 1986. An explosion
seventy-three seconds later
destroyed the vehicle and
claimed the lives of
schoolteacher Christa
McAuliffe and her six
astronaut partners. (NASA)

spirit of the original Twilight Zone. There was new theme music
{by the Grateful Dead), a soft-spoken off-screen narrator (actor
Charles Aidman), and, most important, original new writing (and
only a few remakes of stories from the original series), with sci-
ence fiction writer Harlan Ellison serving as a story consultant.
The first presentation was “Shatterday” (written by Ellison), in
which Bruce Willis played the dual role of a man confronting
himself in & separate body with a separate personality. “A Little
Peace and Quiet” followed, featuring Melinda Dillon as a woman
who gained the power to stop time in its tracks and then start it
again. During the temporal hiatus, she was the only one who could
move around because everyone and everything else was frozen.
However, that power soon left her with an impossible choice when
she stopped time as a nuclear missile headed toward her town, She
could see it frozen in the sky, about to strike, bt everyone else
(including anyone who might help) was also frozen. Should she
live that way for the rest of her life, alone? Or should she unfreeze
the world and die a second later? QOn a less cataclysmic level,
“Wordplay” cast Robert Klein as a man who discovered one day
that everybody else was speaking & different language and that he
needed to learn to talk, read, and think from scratch.

Despite the many intriguing, entertaining, and sometimes
thought-provoking stories offered on all these anthology series,
none of them connected with viewers. Though several decades had
passed since the networks had abandoned the form, the programs
were still haunted by the same problems that had led to their
demise by the mid-1960s. Anthologies had no regular characters,
no familiar settings, and no reassuringly consistent approach to
storytelling. Even the most effective presentations played for one
night only. Viewers had to deal with entirely new elements in
every episode. As a result, anthologies were unable to perform well
in the competitive network ratings environment. Even though the
latest group of anthology series presented some very good TV,
viewers just could not get into the habit of checking them out,
week after week. It was simply too much trouble.
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September 15, 1985

"Death of a Salesman." (CBS). The 1984 Broadway
revival of Arthur Miller's clagsic play is brought to TV for a
three-hour adaptation, with Dustin Hoffman as salesmum
Willy Loman and Fohn Malkovich as his sen Biff.

November 15, 1985

Viacom International acquires control of the Warner Amex
cable holdings, giving it complete ownership of Showtime
and The Movie Channel and majority ownership of MTV
and Nickeiodeon.

December 1, 1985

"Perry Mason Returns.” (NBC). Almost thirly years after
the popular lawyer drama faded from CBS, Raymond Burr
revives his Perry Mason role in the first of a series of popular
two-hour made-for-TV movics. Barbara Hale also returns as
Della Street, with her real-life son William Katt added as
Paul Drake, Ir,, Perry's investigator. The TV movies run until
Burr's death in 1993 and come from former network
executive Fred Silverman’s production company.

Decenber 6, 1985

Radio program production company Westwood One buys
the Mutual Broadcasting System, the radio network that
never expanded into television. Over the next decade, MBS
is foided imto Westwood One’s expanding radio
programming empire and no longer operates independently.
By April 1999, Westwood One at last kills off the Mutual
network after almost sixty-five years of broadcasting.

Jammary 3, 1986
Capital Cities Communications closes on its acquisition of
ABC.

George Burns Comedy Week was gone after Christmas, though
there was a spinoff series (Leo & Liz in Beverly Hills} that fof-
lowed characters introduced in one episode (“The Couch™). Amaz-
ing Siories finished its two-year commitment and also spawned a
spinoff series, the animated Family Dog. Later, groups of Amazing
Stories episodes were packaged for use by local stations in their
TV movie slots. As anthology films, the touts usually focused on
film stars (such as Kevin Costner in “The Mission” episode) who
had appeared in the series. Alfred Hitchcock Presents lasted only
one year on NBC, then shifted to the USA cable network with a
handful of new episodes and repeats from the initial run.

The Twilight Zone did return for a second season, but it aired
only sporadically. Eventually CBS (which co-produced the series)
struck a deal to turn out enough additional half-hour episodes
(produced in Canada) for the program to go into syndication. (The
first-run syndication strategy had worked well for the off-network
suspense anthology Tales from the Darkside, which tumed out
original scary tales on a modest budget from 1984 to 1988.) The
Twilight Zone ended up with neatly one hundred half-hour epi-
sodes, splitting up the segments of the one-hour network shows
and redubbing the voiceovers with new narrator Robin Ward.
Somehow, syndication seemed to be the hest venue for the form,
outside the intense glare of the network ratings race. There, the
program came full circle, returning to the original Twilight Zone’s
roots as a low-budget series that did not try to do more than take a
good story and tell it well, with few pretensions to grandeur,

Though the highly touted anthologies fizzled for the networks in
the 1985-86 season, there was no doubt what did connect with
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viewers. It was sitcoms, A format that had been disiy
its prime just two seascns earlier was not only back it
nating television. NBC was the greatest beneficiary
had the greatest number of newer hit sitcoms, Ied
Show, which began its second season as the number oy
television and maintained its momentum. (For the 1985
thirteen out of the fifteen highest rated individual prog
episodes of The Cosby Show, with only the Super B
post-game show breaking the streak.) Yet NBC's come
did not end with Bill Cosby.

Family Ties had already become 4 top ten hlt
Cosby Show as a lead-in, but it was further boosted by: th
ful launch of Michael J. Fox’s film career in the g
“Back to the Future.” These two Thursday night show;
were luring viewers to Cheers and Night Court, the comne
followed, both of which were invigorated with fresh g
characters for the new season. Cheers introduced Woods
son as naive barman Woody Boyd, while Night
Markie Post as legal-aid defense lawyer Christine Sullivan
on Thursdays, Hill Street Blues also got new blood whe
Franz joined the cast as Lt. Norman Buntz.} S

NBC’s comedy success was not limited to its poWer._
day night Hneup. The network also had the most suce
show of the season, The Golden Girls, in the process ést
comedy beachhead on Saturday night. Once again, N
ming chief Brandon Tartikoff had given the go-ahe
showcase for some familiar names and it paid off: Be
{from Maude), Betty White (from Mary Tyler Moo
McClanahan (Maude’s best friend), and Estelle Getty (fr_
playing a mom in Cher’s theatrical featare “Mask™) s
life in Miami consisted of more than the drug lords of Migm
The four played active single women over fifty living togethe
retirement community, who acted anything but retirin
performers were in top form {over the course of the série
won an Emmy), playing their characters with almost giddy
asm. The Golden Girls also provided a strong lead-in-for an
familiar face, Marla Gibbs (from The Jeffersons), and:hy
ensemble sitcom, 227 (set at an apartment building in Wa
D.C.). Still later on Saturday night, producer Lorne Michia
back in charge of Saturday Night Live after an absenc
years. Among the faces in his new troupe were Joan:
Robert Downey, Jr., Jon Fovitz, Damon Wayans, and:
Miller doing the news. :

Of course, NBC still had its share of dlsappomtments_
season, Apart from the lower-than-hoped-for ratings registen
Amazing Stories, there was the silly Misfits of Science, th
Hell Town (with Robert Blake as a Catholic priest), and an
cessful attempt to hiich a promotional wagon to the:thed
James Bond films. In the spring of 1986, amid rumors thi
Brosnan was in line to succeed Roger Moore in the role:of
NEC unexpectedly announced the renewal of Remington
exercising its contractual option for a fifth season despite
ratings. It would have been a priceless cross promotlo' fo
network, but after the announcement Brosnan was immedial
dropped from the shert list for Bond. Lacking that tie-
ended up dumnping a truncated four-episode Remmgton
season into “special” time slots the following fall, giving th
a less than royal sendoff. {Brosnan did assume the Bond
decade later, beginning with the film “Goldeneye.”) S

Nonetheless, for the 1985-86 season, NBC had rarely 100
better. The network owned Thursday and Saturday nights; W
November sweeps, tied for the lead in the February sweeps
ended up with five of the top ten shows of the season. Whe

nasty than Dallas. These included Pam Ewing in a South Amer-

ccutive (played by Barbara Carrera). In a startling admission of

ard: the sound of water running’in the bathroom shower. In a

Th%it cliffhanger became the talk of television over the summer.
tryone knew that Dallas wanted Patrick Duffy back on the

..W.er? If s0, how did he get there? In the fall of 1986, Dallas

umbers came in, NBC had won the 1983586 season. It was
“rlose. The wide-ranging mix of program types, perform-
" tyles had paid off for CEQ Grant Tinker and ace pro-
Brandon Tartikoff.

NBC, this was a momentous achievement. It had been a
able” number two during CBS’s leng years of TV domi-
the 1950s and 1960s, but then had mostly languished in

revealed the answer in its very first scene. It was, in fact, Bobby
Ewing. He was back because his death had really been Pam
Ewing’s nightmare. And, by the way, so had the entire 198586
season. Pam had dreamed it all. Bobby was not dead. She was not
remarried. Bverything was as it had been before the car struck
Bobby. Though some purists were outraged at such a blatantly
corny turn, series fans knew that if ever there had been a Dallas
since ABC’s glory days in the late [970s. While rarely season that should have been erased, the 1985-86 season was it.
as a failing enterprise, the harsh reality was that NBC They were perfectly happy to watch the characters follow a “road
leariy won a TV season since 1951-52, back when Milton noet taken,” somehow wiser in the new cheoices they made. The
48 still in his heyday and § Love Lucy was brand new. “Bobby-in-the-shower/It-was-all-a-dream” stunt helped pump new
success did not mean that the other networks were life into Dallas, which ran for five more vears. However, it was
it of the top ten or that they did not have some very good also the last gasp of the prime time soaps, the last time they would
assful shows of their own. ABC, for example, had the lock be the suhject of such intense national discussion. None of them
day night with a new comedy, Growing Pains, joining the could ever match the audacity of that Dallas mave. Nor could they
established Who's the Boss? and Moonlighting. The net- ever completely recapture total credibility in their storylines. After
slso added a pair of high quality adventure series, the classy all, if some plot thread did not quite work out, couldn’t any soap
For Hire (based on detective novels by Robert B. Parker, just declare, “It was all a dream™? Later, other series apart from
obert Urich as a literate Boston detective and Avery Brooks prime time soaps would be tempted to play with season-ending or
ysterious streetwise comrade); and MacGyver (with Rich- series-ending dream sequences. Only a few, notably Newhart and
4 Anderson playing a private agency special operative who St. Elsewhere, would pull it off.

iow to skillfully use science and everyday objects to thwart Turning an entire season info a discarded dream was a reminder
guys). CBS had its own shadowy force for justice in The that television’s business side had the ultimate conirol over what
r, with Edward Woodward as former government agent appeared on the screen. The people behind Dallas (including Larry
McCall, a classy one-man version of The A-Team who Hagman, who personally appealed to Duffy to return) had con-
in to help people in seermingly hopeless situations. cluded that they needed to fix a problem, and so they did. Story
thil. the lackluster zatings performance of CBS and ABC that continuity had to adjust to business reality. Yet this was nothing
s symbolized by the weak seasons turned in by their two compared to changes that were beginning to occur in the overall
yiprime time soaps, Dallas and Dynasty. Though both

remained in the top ten, they both had particularly bad

Dynasty had to deal with the fact that its much-touted
dowan wedding clifthanger in the spring of 1985 had been a
jiit: When the smoke cleared in the fali, all the major charac-
were still alive, though facing particularly silly plots even by
-standards. {For example, Krystle was kidnapped and
ced by a lookalike, also played by Linda Evans). A few
nnected episodes to launch The Colbys spinoff series further
cated Dynasty’s storylines.

las had its own problems. Patrick Duffy had quit the Tong-
g program at the end of the 198485 season, so his character
ubby Ewing was deliberately struck and killed by a murderous
-tun driver, Unfortunately, the writers soon discovered that
vittg Bobby from the series totally upset the balance of con-
. Larry Hagman’s J. R. Ewing had no one else who could
to him, and other characters such as Bobhy’s widow Pam
nger had much reason to exist on the show at all. Worse yet,
ries lost focus and the series became a nightmasish carica-
ofitself, including sifly foreign intrigues more appropriate to

March 6, 1986
Fox acquires six Metromedia television stations, Torming
the basis for its new TV network.

March 25, 1986

Ted Turner's Turner Broadcasting System acguires MGM's
massive film library {including "Gone With the Wind") to
provide programming for Turner's cable services.

April 13, 1986

"Retun to Mayberry.” (NBC). Most of the cast of the
1960s Andy Griffith Show reunite in what turns out to be the
top-rated TV movie of the season, providing a comfortable
sense of series closure as Andy returns home and once again
becomes town sheriff.

May 30, 1986

Almost five years after its birth, MTV makes its first
change in veejays. Nina Blackwood and J. J. Jackson aze out,
ngle and J. R. venturing overseas with a sexy international “Downtown” Julie Brown is in.
June 2, 1986

Live television coverage of the U.S. Senate begins with the
debut of a second C-SPAN cable channel, C-SPAN 2.

€; the final scene of the final episode of the 1985-86 season
the effect of throwing the entire season’s scripts into the trash
Pam, who had just remarried, woke up alone in her bed, but
June 9, 1986

he walked over and opened the bathroom shower door. GE closes on its acquisition of RCA and its subsidiary,
was Patrick Duffy, who tumed and said simply: “Good NBC.

ing.” Freeze frame for the season, with closing credits that

} “Patrick Duffy as 7.7 September 5, 1986
Merv Griffin ends twenty-one years of hosting a daily talk

show by shutting down his syndicated Metromedia series.

preferably as Bobby Ewing, but was that Bobby in the !
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television industry, reshaping the status quo of U.S. broadcasting
that had been in place in for decades.

Network ownership had been remarkably stable over the years,
a situation that was reinforced by the fact that commercial broad-
casters operated by special rules set by the U.S. government
throngh the FCC. These rules called for certain actions in the
public interest, especially related to news, community service, and
children’s programming. They also imposed limitations on station
ownership such as a cap on the number of stations a network could
own, forbidding simultaneous ownership of a newspaper and a
television station in the same market, and not allowing foreign
ownership of stations. As long-time participants in this process, the
established networks appeared to be uniquely qualified to thrive in
a business that allowed only a few players due to the limited
number of broadcast stations in the country. CBS and NBC had
remained part of the same corporate ownership structures virtuaily
since their foundation in the 1920s. During the 19350s, the DuMont
network had gone under, while ABC had held on after several lean
years only by merging with a division of Paramount. Since then,
ABC, CBS, and NBC had been in place as the only successful
comnmercial television networks.

Suddenly in 1985, that began to change. Rapidly.

In March 1985, Capital Cities Communications, the nation’s
second-largest independent chain of TV stations, announced it was
buying ABC for a reported cost of about $3.5 billion. Just like that,
after thirty years, one of the three U.S. television networks was
suddenly under new ownership. Though the Capital Cities move
did not result in any obvious changes to ABC’s on-air offerings, it
served as notice that networks were just like any other business in
a world where big businesses were increasingly falling under the
cenfrol of even larger conglomerates. The TV networks were
simply one more valuable commodity that could be bought and
sold, bringing in new players to the network world.

At the same time, there was also action on a different front as
fifty-four-vear-old Australian media mogul Rupert Murdoch began
a series of striking moves into the T.S. entertainment industry.
Murdoch had started his career in 1952, turning a family inher-
itance of Australian newspaper properties into a major corporate
concern. He took over two British newspapers (News of the World
and The Sun) in the late 1960s and made inroads into the U.S. in
1974 with the similarly stvled Star tabloid. He added the New York
Post in 1976. Murdoch was renowned for his ruthless financial
efficiency and his unashamed emphasis on tabloid journalism and
tititlating sensationalism to attract and maintain readership.

In April 1985 Murdoch’s News Corporation bought 50% of
Twentieth Century Fox (an established producer of both feature
films and television series) and, eight months later, purchased the
remaining 50%. In May 1985, News Corporation announced its
intention to buy six TV stations from the independent Metromedia
group {the living remnant of the long-defunct DuMont network)
for a reported cost of about $2 billion. These included stations in
New York, Los Angeles, Chicago, Dallas, Houston, and Washing-
ton, D.C., covering some of the top media markets in the U.S.: a
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perfect lineup of potential network O&0s. In order for
purchase to receive the necessary legal approvals, Mur
came a naturalized U.S. citizen (effectively dealing wi
requirement forbidding foreign ownership of TV sta
station purchase finally closed in March 1986 and, twg
later, Murdoch boldly announced the formation of what 3
of TV diversity had long hoped for, a fourth commercial ta]
network. Murdoch’s network was to be called Fox
famous film studio he had just purchased) and it woyld
Murdoch’s traditional bold “in your face” style.

Fox was to be based on the six O&Os purchased by My
and the proto-network’s first important task was to ling
ates in other major cities in time for its planned launch d
1986-87 season. For its programming, Fox would rel
talents of veteran television executive Barry Diller, wh
developed the flashy “made-for-TV movie” concept for AB
in the 1970s and had gone on to head up first Paramount:p
and then the Twentieth Century Fox studio just befor
acquired by Murdoch. Although Diller wisely decided tha
network would start slowly with a limited schedule of show
the beginning Fox clearly intended to become a significant
in the world of television networks. Unlike DuMont, the 1
functioning fourth commercial network, the Fox ownets!
deep pockets.

As if that was not enough of a seismic shift in the TV w,
one year, General Electric anmounced, in December 1985;
was buying RCA (including its subsidiary, NBC) for $6.28
Unlike the situation with Capital Cities and ABC, GE-w
another broadcaster. In fact, television was not even its:p
business. Instead, GE drew its revenue from such diverse a
military contracts, financial services, and manufacturii
targeting of RCA was strictly a matter of aggressively pur
profitable company. The acquisition process was com
June 1986, giving new ownership to the number one tel
network at the peak of its prestige and popularity. GE
quickly to install its own people at the upper echelon ©
network operations. (Clearly GE had not gone after RCA_
line of television sets.)

Sixty-year-old Crant Tinker was unceremoniously sho
door by GE. To replace Tinker, Jack Welch, chairman of G
named chairman of the hoard of NBC, while forty-three-y
Robert Wright was named president and CEQ. Wright had: nu
recently served as head of GE Financial Services. Tinker’
ture from NBC, even coming so soon after the network had
won a scason, was really no surprise. Though he had a
career in all aspects of television (including time at Univ
Studios and founding the MTM preduction company), th_e_
work’s future was now in the hands of new owners with_':
different viewpoint on the business of broadcasting. Befor
acquisition, NBC had been responsible for more than 4
RCA’s profits. Now, the network was just one division of a m
much larger company.
This was the evolving new reality of American television.:;
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NEW CORPORATE OWNERSHIP of NBC had no
diate effect on the network’s continued ratings success. The
season was not even close. It was clear by the November
at NBC had the momentum to win the entire season. In
1987, the network notched its eighth consecutive sweeps
By the end of the season in April, NBC had won twenty-
the thirty weeks, including every Thursday and Saturday
ven though both ABC and CBS still had their share of hits,
an unquestioned claim as the number one network.

rgh Grant Tinker was gone, programming ace Brandon
remained in place at NBC, keeping an eye on returning
epherding new programs, and maintaining existing relation-
ith the creative community. Meanwhile, new NBC head
‘Wright embarked on a strategic reshaping of the network
ected his strong business orientation. Apart from serving as
GE Financial Services, Wright previcusly had been in
of the GE division handling cable TV and, years earier,
1 on the corporate management side of Cox Communica-
which encompassed not only cable concerns but also a
group of independent TV stations). With GE now in the
k television business, it looked to diversify, expand, and
tk NBC for an even greater return on its investment. With the
ntage of U.S. households wired for cable nearing 50% (and
otal share of viewers tuned to the three networks dropping
but steadily each vear), Wright also pursued possible
rtunities in cable alliances.

t'there were key unanswered questions that hung over the
_GE ownership. What would be the long-term effects? Grant
t’s presence had served as a welcoming beacon to producers.
that continue? Though GE was an extremely successful
tion, could the company adjust its ingrained bottom-line
ich to handle the more intangible aspects of an entertainment
ty? There were early signs that it would not be a perfectly
1 transition. An attempi by Laje Night host David Letterman
Iver a tongue-in-cheek welcoming gift to the new GE bosses
{0 be rebuffed by security) produced a hilarious taped bit that
scored a huge corporate culture gap. Rather than basking in a
public relations moment courtesy of the network’s own hip
the image that emerged was that of a company annoyed by
 ofits own employees. Nonetheless, as long as NBC continued
Dberform well, such considerations just seemed to be a minor
thiin the changing of the guard.

The reality of NBC’s solid leadership position hit hard at former

Finally a Fourth

ratings champ CBS. Clearly this was not a one-season fluke and
there was nothing to suggest that CBS was likely to bounce back
soon. Even with its existing stable of hits, profits at CBS dropped
and that turn could not have come at a worse time. With ABC and
NBC already sporting new corporaie owners (and the Fox network
just starting up), there was a sense that CBS needed an infusion of
new blood (and more cash would not hurt, either). There were
romors of possible corporate takeovers or mergers with the likes of
Time Inc., Gannett, and Ted Turner. What emerged instead in the
fall of 1986 was an unexpected “palace coup” that represented a
change, for all practical purposes, in control of the network.

Just as the 1986-87 season was gefting under way, the CBS
Board of Directors suddenly voted to make major changes in
senior management. Out went Chairman of the Board and Chief
Executive Officer Thomas Wyman, who had succeeded William
Paley upon his retirement in 1983. Coming in as CEQ was Lau-
rence Tisch, CBS’s new primary stockholder (and chairman of
Loews Corporation, a financial holding company), who had only
joined the CBS Board of Directors the previous year when his
accumulation of company stock had grown. In an effort to give the
power shift more of a sense of continnity, Paley (on the verge of
his eighty-fifth birthday) was brought out of retirement and re-
turned to the largely figurehead position of chairman of the board.
While at first these new titles were deemed temporary, by January
1987 they were made permanent, confirming that a new era had
begun at CBS. However, it was not the aged Paley who was to run
the network but, rather, financial wheeler-dealer Tisch. While this
was technically not a corporate takeover in the same way as Capi-
tal Cities and ABC or GE and NBC, the change had virtually the
same effect as a takeover. That meant all three networks had
undergone significant ownership upheavals within twelve months.
Within a year of the CBS power shift, Tisch had instituted a host
of corporate changes large and small, including installation of a
new head of CBS News (veteran producer Howard Stringer) and
the sale of CBS’s publishing and record divisions for some $3
billion as CBS became far more fiscally conservative.

The most controversial cost-cutting moves involved the news
division. On March 6, 1987, CBS News laid off some 220 staffers,
including thirteen on-air correspondents such as Ike Pappas and
Fred Graham. Coming just two years after a round of belt-
tightening moves by the now-departed Thomas Wyman, this left
CBS’s news division reeling. Those who were left pressed on,
dealing with this new tighter budgetary world. Though new man-
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old favorite, besting the no-longer-trendsetting Miami
“Magnum, P.1 knocked off Dynasry. The strong Mon-
i regulars of Kate and Allie, Newhart, and Cagney and
ioined by the moderately successful My Sister Sam
er Mork and Mindy co-star Pam Dawber) and a brassy
Gguthern charm, Designing Women. Produced by Linda
ith-Thomason (who wrote the original pilot for One Day
i'sind ber husband, Harry Thomason, Designing Women
i four strong-willed, independent women running their
gn; buginess in Atlanta. Delta Burke, Dixie Carter, Jean
i Annie Potts each played a distinctly defined character
fie energetic sharp-tongued give-and-take among the four
ore of each episode (with occasional kibitzing from
nse male handyman/assistant, played by Meshach
P erpct SItangeTs CLASS his loud and saucy “girl talk” served as the perfect lead-
TOGETHERWE | pprrem pavs Magnum, P.1. The Equatizar éy and Lacey. CBS might have lost its ratings crown, but
STAND {ad sood performers on Sundays, Mondays, and Fridays.
Highway to Heaven Tou Again? 5t Eiseunore three ABC also had its strong slots, especially on
' .:w'ith Growing Pains, Who's the Boss?, and Moonlight-
‘more promising for the future, ABC seemed particularly
ange of series ideas (much as NBC bad done earlier in
-when it was in the ratings basement). In the winter, for
ABC offered Max Headroom, & sardonic (but prophetic)
ion peek “twenty minutes into the future” at a world
y.controlied by media organizations totally obsessed with
d-ratings. The title character existed only on television,
m set to set. Matt Frewer played the dual role of muck-
orter Edison Cater and his video doppelganger, Max.
also had the dubious distinction of airing two of the
igger flops, both of which had arrived with great expec-
ife with Lucy and the miniseries Amerika. Life with Lucy
f: the most highly touted ventures for the fall, reuniting
ith her long-time foil, Gale Gordon. Unfortunately,
ni did not follow the successful path of The Gelden Girls
pot: its over-fifty characters in a savvy contemporary
nstead, Life with Lucy settled for familiar physical shtick
decades-old by her 1970s Here's Lucy series), even
all’ herself had broken from her standard character type
season when she starred as a bag lady in the success-
for-TV movie “Stone Pillow.” The new series merely
it shopworn routines, set them in a hardware store, and
forithe magic. It never came, though the seventy-five-year-
all 'was in surprisingly good physical shape and gamely
ry bit, The problem was that Life with Lucy had to
c:with the Legend of Lucy, ingrained in the national con-
ss:through daily 7 Love Lucy reruns. That legend was from
efa and it was a mistake to try to do exactly the same thing
e time. Critics were merciless and ratings were tepid.
jEi_. Qommitment for a full slate of episodes, there was no
when only eight aired before cancellation.
siother highly touted disappointment, the miniseries
. would have been perfect airing during the Cold War
ecause it had a premise that had haunted the era: What if
:R. somehow took over the 1).8.7 Set in the near future of
merika never bothered 16 explain how the Russians as-
atrol of the country, only that it had happened ten years
A tie-in novel’s back story pointed to an electromagnetic
apon that destroyed all U.S. communication operations.)
_'_intriguing, if far-fetched, premise. The miniseries had a
st (including Kris Kristofferson, Robert Urich, Sam Neill,
‘Eahli, and Mariel Hemingway), but at fourteen and one-
ours the story went on far, far too long. What might have
ly powerful made-for-TV movie played out as a diffuse
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agement at all the notworks was scrufinizing news budgets, it was
CBS that seemed to be leading the way 111 downsizing.

Even though afl the networks had atways operated for the
purpose of making money, News generally had enjoyed a special

status. Sometimes it was there for prestige, for public service, or to
[ and community watchdogs. At its best,

assuage governmenta _ :
thougi news had become a source of network pride (especially at
CBS) because it was one exiraordinary way io Sh?W off U.S.
broadcasting at its best, following & tradifion that stretched back to

World War 1L
Yet. as more finance-based management put news under the

magnifying glass at all the networks, tradition be(':ame less im-
portant than the bottom line. The success of 60 Minutes (a hgge
money machine for CBS) almost inevitably led t(? the observation
that the rest of the news industry could learn a fiscal lesson frorln
that show’s success. News did not have to be a loss leader; it
could, in fact, make money. .

The fact remained, however, that most nr-%ws coverage did n9t
lend itself to easy cost control. To fully tl'unctlon as a news organi-
zation, there was always the need 10 dispatch correspondents to

exofic lacations or to devote precious airfime fo mmportant (but less
s, in this season, the congres-

allegations of Hlegal arms

Minutes (a steady top ten hit for years), with generally disap)
ing results. While the programs themselves might have'b
done, they all faced a difficult time drawing audience nu
could match a successful entertainment series. In [9
which had been struggling for nearly twenty years to d
own version of a successful news magazine, boldly tried
its latest effort (First Camera) on Sundays direcily oppos
Minutes, but that attempt had failed. This season, NBC
but on Tuesday night with 71986, That series did not: s
enough to have to deal with a name change in January. ‘AB
achieved reasonably consistent performance from 20/20 on
days against Hill Street Blues, but when the network-slo
wonderfully conceived weekly documentary series, Qut
(hosted by Linda Ellerbee and Ray Gandolf), earlier that
against the one-two ratings hits The Cosby Show and Famil
the news show ended up as the lowest-rated series of the's
was only CBS with Wesr 57¢k that seemed to find some S_ilc
copying and updating its own formula. Beginning with- 1t
summer run in 1985, West 57th was squarely aimed at:y
audiences, featuring younger correspondents and shorter stoie
trendy topics such as “designer drugs” and cosmetic surgéry:
CBS did have some good news in the ratings for the 198
season, but there just was not enough of it. Patrick Duffy’s
to Dallas (following the infamous “shower” resurrection)f I

lucrative) public discourse (such a
sional hearings from May to August on
sales to the country of Iran). ‘ »

Tronically, afl three networks (including CBS) had been trying
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and tedious miniseries that registered respectable but ultimately
disappointing ratings, considering its cost and length. This was
particularly bad news for ABC because for a decade such expen-
sive long-form drama had proven to be a reliable draw, especially
during sweeps periods. If that was no longer the case, the net-
work’s resources would have to be directed elsewhere.

There were few such doubts for number one NBC. Led by its
Thursday night comedy line-up, the network enjoyed spectacular
success, making GE’s pricey purchase appear (o be a wise invest-
ment. The hit shows not only provided a stable base, they also
served as lead-in launching pads or cross-promoting platforms for
new programs. Though not every one became a hit, there was no
denying they had plenty of opportunities for exposure.

One year after The Jeffersons ended, lead Sherman Hemsley
slipped easily into the post-Gelden Girls slot with Amen, bringing
his blustery style to the role of Ernest Frye, deacon at the First
Community Church of Philadelphia. ALF offered a brand new
face, following the misadventures of a fluffy three-foot-tall Alien
Life Form who was adopted (and hidden) by a suburban family
(headed by Max Wright) after crash-landing his spaceship into
their garage. The family’s biggest challenge? Keeping ALF from
dining on the family cat (considered a delicacy on his home planet
Melmac). It was perfect prime time kids’ TV.

In addition, that season NBC had a particularly good batch of
new crime and law dramas, including svccessful new turns by
several veteran performers. Michael Mann, still basking in the
glow of his previous hit Miami Vice, carme out with Crime Story, a
wonderfully executed tale of mob activities during the 1960s. (It
featured a well-chosen opening theme, an effective remake by Del
Shannon of his 1961 hit “Runaway.”) The key figures in the story
were Lieutenant Mike Torello (Dennis Farina, a one-time Chicago
cop in real life) and mobster Ray Luoca (Anthony Denison), who
sparred throughout the run, first in Chicago, then in Las Vegas,
where Luca established a legitimate casino business as a front for

September 2, 1986

“48 Hours on Crack Street.” (CBS). A two-hour news
special that provides something of a cinema-verité look at
drug addicts in New York City serves as the impetus for a
weekly documentary series (48 Hours) using the same basic
style the following season.

September 8, 1986

After a few years as a local daily talk program, The Oprah
Winfrey Show beging Monday-threugh-Friday national
daytime syndication from its Chicago locale.

September 10, 1986

It’s Garry Shandling’s Show. {Showtime). Standup comic
Garry Shandling updates the old George Burns sitcom idea
of a TV star playing himself and talking directly to the home
audience during the show.

December 16, 1986

The Singing Detective. (BBC). Michael Gambon plays bed
-ridden detective-story writer Phillip Marlow, whose
thoughts, dreams, and boyhcod memories mix with his
written plots, resulting in a convoluted, hallucinogenic
masterpiece. Authored by the prolific Dennis Potter, the six-
part series features characters breaking into song, akin to his
previcus miniseries-turned-Hollywood movie, “Pennies from
Heaven.” This eccentric new series comes to the U.S. via
PBS in February 1988,
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February 23, 1987
Newsman Charles Gibson replaces David Hartman as the
host of ABC’s Good Morming America.

May 5, 1987

Television coverage begins of congressional hearings into
charges that the Reagan administration diverted funds from
covert arms sales to Izan in order to fund the anti-Sandinista
“Contra” rebels in Nicaragua.

June 9, 1987

MNatonal Amusements Inc., 2 movie theaire chain
controlled by Bostonian Sumner Redstone, closes on its $3.4
billion acquisition of Viacom Inc., whose holdings include
the cable channels Showtime, The Movie Channel, MTV,
Lifetime, and Nickelodeon.

September 5, 1987

After thirty years, American Bandstand ends its run on
ABC, with Dick Clark still serving as host. Two weeks later,
the show returns to TV via weekly syndication. Bighteen
months later, the program briefty switches to the USA cable
network, where it at last dies in the fall of 1989.

his underworld operations. In contrast to the more style-oriented
Miami Vice, the Crime Story plots were complex, understandable,
and engaging; the characters were authentic and believable; and
the overall package was retro yet still cutting edge.

Working with Fred Silverman’s production company, NBC also
brought a genuine 1960s figure back into the crime-fighting game:
Andy Griffith. Following an eye-catching turn as a prosecutor in
the 1984 miniseries Fatal Vision, Griffith was cast as disarming
Atlanta-based defense attorney Ben Matlock in a TV movie pilot
that played in the spring of 1986 (about a month before the highly
touted “Return to Mayberry” aired, also on NBC). The fall Matlock
series was an immediate hit, with Griffith effectively retailoring
his familiar Southern character into a crafty but charming court-
room persona. The success of Matlock, along with the continuing
revival of Raymond Burt’s Perry Mason (also from Silverman’s
company), demonstrated once again that viewers would welcome
their old favorites, in the right vehicles. Eventually, Matlock ended
up running longer than the original Andy Griffith Show itself.

With Hill Street Blues rolling into its seventh (and final) season,
producer Steven Bochco brought in a worthy successor, L.A. Law.
Created with Cagney and Lacey writer-producer Terry Louise
Fisher (a former lawyer from the office of the L.A. district attor-
ney), L.A. Law examined a wide range of contermnporary issues
from the comfortable perspective of a prestigious downtown law
firm (the opening sequence, showing the license plate “LA LAW”
on the back of a fancy Jaguar, immediately let you know you were
in a world of conspicucus consumption}. The firm’s original lineup
included crusty senior partner Leland McKenzie (Richard Dysart},
high-strung managing partner Douglas Brackman, Jr. (Alan Ra-
chins), good-looking litigation pariner Michael Kuzak (Harry
Hamlin), sleazy domestic relations partner Arnie Becker (Corbin
Bernsen), levelheaded litigation partner Ann Kelsey (Jill Bikenber-
ry), nebbish tax partner Stuart Markowitz (Michael Tucker, in real
life married to Eikenberry), eager associate Abby Perkins (Michele
Greene), and suave litigation attorney Victor Sifuentes (Jimmy
Smits). In court, they often faced off against icy assistant district
attorney Grace Van Owen (Susan Dey, formerly Laurie in The
Partridge Family). Because the characiers in LA. Law (unlike
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Though comedian Joan Rivers had been the permanent
55t for Johony Carson’s Tonight show on NBC since 1983,
&g were worlds apart. In contrast to the relaxed and affable
Rivers was a non-stop talker with an “in your face,”
style. She not only took her own act “to the edge,” she also
i her guests. In short, she was the perfect fit for Fox.
Rivers leave Tonight for this new show gave Fox the best
s worlds: a familiar face with credibility from her association
rson, yet also a clear alternative to that same competition.
1d not begin prime time programming until six months
it the end of the regular 198687 season, starting with just
v. (Sunday}. The first Fox prime time shows included four
s {Married ... with Children, The Tracey Ullman Show,
arid Mr. President) and a cop show (21 Jump Street). Even
‘the series did not arrive on the first day (April 5). Instead,
emieres stretched out for a month (Mr. President had its
May 3}, with the new series easing in week by week using
siinmicks as repeating the same episode multiple times in the
ight or in subsequent weeks. This scheduling was itself in
“contrast to the routine of the established networks and was
akin to cable’s approach. In addition, these repeats helped
ith the fact that Fox did not vet have all that much program-
Yet from the beginning, Fox, when it could, deliberately
ted to do something different from the competition.

mp Street was aimed squarely at teens, with producer
n'J. Cannell deftly combining elements of The Mod Squad
i Vice with flashy editing and a rock music soundtrack. A
ful: squad of performers (including Johnny Depp, Holly
nson, and, later, Richard Grieco) played undercover cops
éd to helping teens in difficult situations (drugs, sex, vio-
“They operated out of an abandoned chapel at 21 Jump
Los Angeles, working under the tutelage of Capt. Richard
(Frederic Forrest) and, later, Capt. Adam Fuller (Steven
s). The characters were designed to connect with kids, and
ors even delivered sincere public service announcements as
_of_:_the show. Naturally, the music used on the series was
ciously aimed at teens and, not surprisingly, also turned up in
ipilation record album.

Tracey Ullman Show took the traditional mainstays of a
-variety sketch show and then added a sly new twist to the
roceeding. It was a brassy, confident stance for someone
$ a virtual unknown (at least, to U.S. television andiences).
ally, the thirty-two- -year-old Ullman was an established star on
tish-television. There she had demonstrated her versatility in
{ety with a pair of BBC sketch shows (Three of a Kind and A
Up the Eighries), excelling not only at character types and
_ but also in singing; she landed three top ten songs in the
i music charts, with one (*They Don’t Know”) becoming a
fop ten hit in 984, In the viciously manipulative comedy
enies 'on Britain’s 1TV network, Girls on Top, Ullman plaved a
ological liar and pseudo-hypochondriac sparring with her
ally devious London flatmates (played by Ruby Wax, Dawn
tich, and Jennifer Saunders).

Ullman began appearing in feature films (including Paul
Cartney’s “Give My Regards to Broad Street” and Meryl
ep’s “Plenty™), she comnected with Cheers producer James L.
oks. In developing the variety series for Fox, they assembled a
:'é}t_ile support troupe of comparative unknowns: Dan Castellan-
Joe Malone, Sam McMurray, and Julie Kavner (who, from her
t4s younger sister Brenda on Rhoda, was the only truly famil-

those in Hill Streer Blues) did not begint every episode’ys
if they would still be alive by the end of the day, there w3
discuss nuances and implications of legal strategies; In
the series displayed a knack for making legal issueg Undéyy
ble, more like engaging puzzles rather than dull discourga

Each episode of L.A. Law followed multiple cases, rangip;
divorce and taxes to fraud and murder. This variety' afjs
different characters time in court in their special aregg
Smits was particularly strong on this stage, wi '
Sifuentes character providing the true heart for the &
same time, his postrayal also deftly shook up the
casting cliché that all too often seemed to relegate ethii '
ters either to the police line-up or to their own selfirafs
circles, Without surrendering a bit of his ethnic iden
panic Sifuentes confidently and successfully walked the &
ment corridors of power, knowing full well that he
under scrutiny. In one episode, such scrutiny was Hterall
Kuzak asked Sifuentes to act as the plaintiff’'s attorney.{
sulting firm’s videotaped mock trial for a liabilities ¢ &
was defending. Taking one look at Sifuentes (sporting an
the consulting firm thought it had an easy win, but by:th
the presentation it was Victor who had won over the i
(with one of the consultants shedding a sympathetic tear);;

LA. Law also included large doses of soapy in
developments, beginning with Kuzak wearing an ape suit cou
Van Owen, and Markowitz wowing Kelsey in bed with 4
he called the Venus Butterfly (the specifics of which _Were
revealed). Over time, particularly as the show underwe
cast changes during its eight-year run, these personal plots
be at least as important as the cases themselves, and oft'en bule

If there was any programming uncertainty at NBC;:
realization that one day the current big draws (espec1all
would run their course. Would the network be sufficiefit]
{and lucky)} to find equally strong successors? The incr
popular Cheers was even a cause for concern because
finished the 198687 season with the departure of She
thus breaking up the show’s key character relationship. Tho
season finale was a spectacular success (Diane Chambers fe
Malone and the Cheers bar to go write a novel), could the
continue to draw the next fall without the on-agail
relationship between Diane and Sam? Would such a chan

Such concemns were part of the cycle of success. It
casier for a network to develop a varied and innovatt
outside the spotlight of being number one. Practically sp
network carrying a full complement of hit shows had fel
slots for new ventures. There was also greater corporate pres
continue iturning out more of whatever formula was:Wer
Ironically, this tension between the familiar and the fres]
meant that viewers, critics, and producers looking for soieth
little bit different might find more opportunities at the lo
networks. Starting in the 1986-87 season, they had one mo
venue when the Fox network took to the airwaves.

Following its spring 1986 unveiling anmouncemert
Murdoch’s Fox network began easing into programmin
and deliberate pace. With only ninety-five stations to.
fewer and less prominent than those affiliated with ABC, CBS
NBC}), Fox strove to project its own distinctive “attitude”
make its mark, This meant that, even while working within
iar genres, Fox programs would be deliberately different.
network’s first offering embodied that spirit: The Laté Sh ;
(starring Joan Rivers), a one-hour Monday-through-Frida : te). They also added short, irreverent, self-contained drop-in
into the late night talk show game that began October 9 ma-tjon bits, many featuring the Simpson family (the brainchild
(with guests Cher, David Lee Roth, Pee-Wee Hermar, nd El thist Matt Groening, creator of the off-beat weekly comic strip

“Life in Hell”}, with Castellaneta providing the voice for dunder-
head father Homer Simpson and Kavner as the voice of his wife,
Marge. The entire package was wrapped with a catchy rock theme
and an anything-goes attitude.

The skits each stood on their own and allowed Ullman to
display her amazing ability to totally inhabit a character, whether it
was a shy spinster still living with her “mum” or a confidently self-
centered Yuppie having her way with the world. The program also
had an ingrained rock and roll sensibility far beyond the usual
approach of including musical performers as guest stars. Songs
would become part of the routines. Ullman herself nsually tackled
the vocals, sometimes using the entire sketch as a setup to the song
as a punch line. (For example, a sketch about painting led to the
1965 hit by The Relling Stones, “Paint It, Black.”) In a final dig at
the established variety format, Ullman replaced the usual obsequi-
ous concluding “thank you” to the audience with a quick ending
bit, coming cut in her bathrobe to thank the unseen studio audience
and to tell them to “Just go home!”

By far the longest lasting of the new Fox shows was the sitcom
Married ... with Children, which followed the woeful life of the
working-class Bundy family. Though each episode began with the

Though Tracey Ullman became totally immersed in many
different characters in her skits, she closed each show as
herself. {The Tracey Ullman Show @ 1988 Twentieth Century
Fox Television. All Rights Reserved.)
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cheery Frank Sinatra recording of “fLove and Marriage” set against
scenes of the Chicago skyline, the series took to heart the song’s
warning that love led to marriage. It then reached some unpleasant
conclusions: Marriage wrecked your dreams, saddled you with
children, and then it was all downhill. This was the epitome of Fox
“attitude,” and also the setup for a wickedly funny program.

Married ... with Children consistently skewered familiar situa-
tions, starting with the warm and fuzzy view of families that had
come to dominate television in the wake of Cosby and Family Ties.
In contrast, Al and Peg Bundy (Ed O’Neill and Katey Sagal) felt
stuck in a dead-end life. (He was a shoe salesman and she was a
dysfunctional housewife.) They especially resenied their kids,
Kelly and Bud (Christina Applegate and David Faustino), who, in
turn, could not believe they had been dealt such a loser life. None
of them made any attempt to hide their feelings and, in fact, they
came to pepper their ritual exchanges with zingers that only family
members could direct at each other. In that spirit, a send-up of the
film “It’s a Wonderful Life” had Al looking at his own life with his
guardian angel {played by burly comic Sam Kinison) after a brush
with death. Ultimatety, Al chose to Hive, but not because the world
would be a better place if he was there. Rather, Al discovered that
everyone would be happier if he was not there and he knew his
family did not deserve that.

The only thing the Bundy family found worse than their lives
was dealing with the test of the world. They suspected that every-
one was deliberately out to get them and they were absolutely
right, suffering at the hands of government bureaucrats, inflexible
corporate types, and incompetent service people. Worst of all were
their neighbors, Marcy and Steve Rhoades (Amanda Bearse and
David Garrison), who were well off, not burdened by children, and
had a great sex life. Married ... with Children consistently took its
characters to exaggerated extremes, yet in doing so the series
ultimately made them more identifiable and, oddly, more believa-
ble. Anyone at any age who was ever frustrated by life could easily
identify with these characters.

Sex was a constant in the series, but it was usually presented as
just one more conflict in a non-stop battle between men and wom-
en. Al hated the drudgery of his tired sex life with Peg and much
preferred to look at gorgecus models at the local “nudie bar” or in
the latest pinup magazine. Peg dreamed of great sex (but was stuck
with Al), Bud fantasized about it (often with an inflatable model),
and Kelly successfully used her jail-bait sex appeal in her high
school social circles. Though Marcy and Steve enjoyed sex, that
did not stop them from splitting. When Marcy later took a trophy
second husband, Jefferson I’ Arcy (Ted McGinley), it was just for
the sex. This sophomoric attitude toward sex was admittedly crude
but it also served to tear through Hollywood’s miystique about
“making love.” It was just sex.

334 WATCHING TV

This brash, ribald, often crude tone offended som
it attracted many as well. While sexual innuendd
themes were a staple of many shows on the existing
was only on Fox that sex was treated in such an
matter-of-fact manner.

None of the Fox shows were bona fide hits tha
network did not yet have a sufficiently strong lineup of';
reach the same viewer levels as the established network
programs were more ratings footnotes than real compe
of its early series came and went quickly and QUif_:_tl'y,'_:
garnering much attention. The Late Show fizzled aft
curiosity phase passed, and Joan Rivers hersell’ was goué fig
program by mid-May 1987. Black comic Arsenio Haly '
several replacements that stepped in as host for severs
and The Late Show began to take on a more hip, urbar
that change came too late and continued low ratings:
show in 1988, .

Yet, for all its early failures, Fox was able to connect:w:
parts of the viewing audience. Average viewers of Muy
Wrote might not have cared for (or even been aware of).
Street, but teens noticed. Hollywood’s creative commu Ii{"
took note of Tracey Ullman’s show (nominating it for an'E
its first season), while Married ... with Children’s gro
tion for crude hwmor soon made it a target for TV watchd
launched an unsuccessful boycott of the show’s spons
talked-about series in one month was not bad for any netw

By the end of the 198687 season, Fox had establishied:
head in the highly competitive TV network landscape. :
to the already-existing networks, it was barely a networkat:
offered no sports, No news. No morming or afternoon
ming. Even when it added a second night (Saturday) in thesi
of 1987, Fox still seemed more a high-powered syndicaﬁo_
than a fully functioning network on a par with ABC, CBS,
or even PBS. In some ways, that was a conveniently
limitation, winning the network exemptions from having
to FCC rules on program ownership imposed on the ful_'l_-'
networks. Yet this gradual ramp-up also made business
because it kept Fox from spreading itself too thin by expandin
programming too quickly. :

The key point was that Fox had managed to do what ad
ously been regarded as virtnally impossible. It got on th
tourth commercial broadcast television network. Not via
through some special coded satellite dish, but as free T '
the established networks. Though the FCC had certain
pictured Al Bundy, Joan Rivers, and Johnny Depp when it
for decades to encourage alternative television offerings; i
that was exactly what it had received. Alternatives. AT
work. A different attitude, with all of its consequences. -

ERS OF THE POST-WORLD WAR II baby boom gen-
i had spent virtually their entire lives accompanied by televi-
s their earliest days they had been pitched to and courted
ariners and advertisers, who were eager for their loyalty
e on family spending. Yet while the shows aimed at
ation might feature young on-screen performers, the be-
¢enes writing and producing talent was often from older,
d’generations whose experiences growing up drew on
ties of vaudeville in the 1920s, the Great Depression in the
and World War II in the 1940s.

the: 1980s, enough writers, producers, and executives from
om generation had come of age within the entertain-
ustry to be in positions of authority, and they were able to
seir view of the world onto the screen. Rather than looking
the big band era, Little Orphan Annie radio serials, World
attle reports, and U.S. President Franklin Roosevelt, they
emories to The Beatles on Ed Sullivan, the “Summer of
ietnam War body counts, and U.S. President John Kenne-
iewer demographics, members of the baby boom genera-
€ also now sufficiently established in jobs and households
“ones to spend the money. They did not have to ask mom
buy a product. They were mom and dad.

boomer Brandon Tartikoff’s successful linenp on NBC
well with this lucrative advertising demographic. In part,
siiccess came from having hugely popular series that drew
e of all types. However, it also extended to particular se-
chias St. Elsewhere, which drew advertising support more
upscale quality of its audience rather than for its total rat-
mbers. For the new season, ABC, the third-place network,
eliberate aim at this audience with the self-reflective drama
i’tyd_‘ome.thing.

eatéd by Bdward Zwick and Marshall Herskovitz (who had
1 __for the low-key 1970s series Family), thirtysomething
d fo: mine the inherent drama in everyday life. No screeching
g:ses. No exploding oif rigs. No international intrigue. In-
ﬂ_le two creators looked at their own lives and immediate
0§ and translated them into characters and situations that felt
Itz and accessible. They even set the show in their old
metown of Philadelphiz. The stories centered on two couples
Irée singles in their thirties (the prime baby boomer age in the
5): Friends Michael Steadman and Elliot Weston (Ken Olin
.-lthhy Busfield) had left lucrative positions at a large adver-
12 agency to start their own company, balancing long hours on

the job with family life. Michael’s wife, Hope (Mel Harris), was a
Princeton graduate who “temporarily” put aside her high-powered
career aspirations to raise their new baby. Elliot’s wife, Nancy
(Patricia Wettig), was an aspiring artist with “flower child” sensi-
bilities who also stayed at home, taking care of two school-age
children. The families were comfortable but not super wealthy,
sharing their everyday concerns with singles Ellyn Warren (Polly
Draper), Hope’s “carcer woman” friend; Gary Shepherd (Peter
Horton}, Michael’s college professor friend; and Melissa Steadman
(Melanie Mayron), Michael’s sex-obsessed cousin and an expert
photographer. These characters were simultaneously confident yet
uncertain, upwardly mobile yet nostalgic, focused on career yet
endlessly introspective. They wondered about every decision, no
matter how mundane, and constanily compared their actions with
each other’s. The result was an emphasis on the routine moments
of life (working late, time with the kids, looking for love) mixed
with a touch of soap opera (inevitable relationship tensions) and
punctuated by occasional dramatic turns (such as Nancy facing the
prospect of cancer).

For some viewers, the package worked perfectly. They easily
identified with the sentiment behind the ABC print ad for the series
that observed,: “Happiness is envying your single friends less than
they envy yow.” Others found the angst of the characters whiney
and seff-indulgent—after all, they were not exactly scrubbing
floors and digging ditches. What was their problem? No matter the
response, though, it was clear that thirfysomething had chosen a
distinctive point of view for its stories, giving TV-savvy baby
boomers something a little different with very familiar elements.

Surprisingly, thirtysomething was not alone in such ambitions.
Throughout the schedule there were a number of high quality dra-
mas and comedies that took innovative approaches to their sub-
jects. At CBS, Stephen J. Cannell went from the undercover teens
of 21 Jump Streer even deeper into the world of organized crime
with Wiseguy. Ken Wahl played Vinnie Terranova, & tough, street-
smart undercover government agent who infiltrated criminal or-
ganizations by posing as “one of them.” Even Vinnie's own family
believed that he had “gone bad” after he served time in prison
(arranged as a necessary cover by the government’s O.C.B., the
Organized Crime Bureau). With such street credibility, Vinnie
could do serious damage to the criminal organizations he infiltrat-
ed with some carefully timed moves. However, if he was discoy-
ered, he was dead. That left Vinnie in constant peril, with only
limited backup from the O.C.B. He was really on his own.
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Helgenberger) were the key characters, living in two very
ﬁﬁ'ﬁ_-wor]ds vet both constantly facing situations that took
pugh a roller coaster of conflicting emotions and choices.
McMurphy was responsible, she also did not hesitate to
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Such 2 setup meant that it would not have been creditable tq put
Vinnie into a different assignment each week—surely even typ1c.al-
ly dumnb TV bad guys would catch on eventually. Instsad.the series
was structured into a limited number of story arcs of five to ten
episodes each, following the same assignment over an extended
period. (There wete fewer than a dozen such arcs over.thc .three~
vear run of the series.) Apart from giving individuali storjes time to
develop, this also allowed a particularly str(?ng lineup of guest
performers. They could turn in virtuoso performances more d.e—
tailed and expansive than in a feature film without the potentllal
typecasting of being a television series regular. Some of these in-
cluded Ray Sharkey as Atlantic City mobster Sonny.Steelgrave;
Kevin Spacey and Joan Severance as demented internatlona% smug-
glers Mel and Susan Profitt; and Jerry Lewis and Ron Silver as
garment industry merchants Eli and David Sternberg,‘enFangled
with mobster Rick Pinzolo (played by Staniey Tucei). me? fiealt
with them, and many others, as part of a highly charged duplicitous
world where betrayal could come at anytime from anywht?re. From
his own government. From his own family. Even from huns.elf. It
was an engrossing presentation and a surprisingly dark slice of
American life, especially for prime time television.

Another new CBS drama offered a completely different take on
battling crime. Beguty and the Beast was a sh.ame]essly roma.ntic
fairy tale, with New York City attorney Catherine Chandler (Linda
Hamilton) discovering love and another world deep beneath the

hattan apartment and deafing with the everyday details of life,
family, and career. The program was a quirky blend of low-
nusings, odd occurrences, and simple complications. Though
erics dispensed with a laugh track, Molly Dodd was humorous,
fig it a return spot in the spring of 1988,

By then, Molily Dodd was joining a handful of other hali-hour
tlooms attempting to redefine the balance between comedy and
Arta. Generally running without a laugh track, these
amedies” (as they were dubbed) were among the distinctive
v of the 1987-88 season that were willing to take a chance on
cuting visions that were just a little bit different,

CBS there was Frank’s Place, with Tim Reid as star and
culive producer (along with Hugh Wilsen from WERE in Cin-
rati). Already familiar to viewers from roles in two previous
3 series (Venus Flytrap on WKRP and Downtown Brown on
on and Simon), Reid brought a sense of comfortable credibility
¢ role of Bostonian Frank Parrish, a professor of Renaissance
ory who unexpectedly found himself owner of a small New

c'ans Creole restaurant, the Chez Louisiane, when he inherited it

the death of his estranged father. A Northern Yankee in the
P South, Frank was both puzzled and fascinated by this exotic

world, so much so that by the end of the first episode he was

Y to believe that perhaps it was a touch of voodoo magic that

Pt him from successfully returning home to New England. May-

* head waitress Miss Marie (Frances F. Williams) had cast a spell

d thas was why suddenly his Boston home was wrecked, his

streets of Manhattan, Her paramour was named Vincent (Ro
man), a powerful man-beast with the facial features of a of
the soul of a poet. He first spotted Catherine left for dead:af
atiack in Central Park, took her to his underground world to
er, and then, in the best Tomance novel tradition, they fet
Over {he course of the series they protected each other from
forces both above and below ground while dreaming of an eve
happy life together. With its romantic and poetic .at.m_osp
Bequty and the Beast was unlike anything else on tele'v1smn :

CBS also slotted one of the first TV war dramas in years
of Duty, breaking through apprehensions about revisiting Vit
(a painful episode for baby boomers). The serie§ fol]owed th -
ploits of Bravo Company in 1967 as its men (mc]ud.mg-Ter.ﬁ
Knox as Sergeant Zeke Anderson) attemnpted to deal with th.e pe
liar challenges of fighting that controversial war. The Siﬂe wi
gritty and honest (with the dark Rolling Stones song P
Black” as the opening theme), though its earnest portraya:
era sometimes seemed to be a throwback to such 1960s s
Combat. It was ABC later in the season that best captured the
plicated nuances of the first television war with China Beac

Premiering as a late spring 1988 series, China Beach f_Ol:l_O_-.
the Vietnam War from a very different perspective, that of
women at a hospital and recreational facility near the U.5: b??.
Da Nang, on the South China Sea. Conscientious nurse CO}
MecMurphy (Dana Delany) and manipulative hooker K.C. Ko

girlfriend left him, and his office burned. Or, maybe what really
kept him in town was his attraction to Hannah Griffin {Daphne
Maxwell Reid, his real-life wife}, a mortician and embalmer at the
neighborhood funeral parlor. The series followed Frank’s subse-
quent attempts to fit in, not only as a fish-out-of-water big-city
single guy, but also as a son irying to make sense out of his dad’s
world after a lifetime of separation.

Frank’s Place also built upon Bill Cosby’s powerhouse sitcom
success that had broken the long-time TV stereotype of black char-
acters too often placed in lower class or domestic “housckeeper™
settings. In fact, The Cosby Show was now the television series that
offered the era’s snapshot of the American dream perfectly ful-
filled (19805 style), much as programs such as Fasher Knows Best
and Leave It to Beaver had done in the 1950s. Yet while The Cosby
Show remained focused on upscale Manhattan family life, Frank’s
Place ventured into adult single life, drawing from a variety of
different social and economic circles, As with The Cosby Show,
Frank’s Place proudly displayed a deep and detailed sense of black
history, but with a funkier New Orleans flavor. In particular, the
New Orleans setting allowed for some unusual storylines that were
different from the tried-and-true New York or California settings
of most sitcoms (white or black oriented). The series also dared to
get into some touchy issues, such as racial prejudices among some
blacks. For example, in one story Frank found himself courted for
mernbership in an exclusive black men’s social club, only fto dis-
cover he was being used as the “token” dark-skinned black in a
group dominated by biacks with fairer skin. Yet even with such
topical angles, Frank’s Place always remained anchored in basic
entertainment and human jnsight by Reid’s superb sense of comic
timing. The ultimate draw in Frank’s Place was Prank, as he at-
tempted to loosen up and strike a balance between trying to run his
own establishient and allowing it {(and New Orleans) to run him.

ABC also used this season to dive into experimentation with

half-hour dramedies. The network had lured hit drama producer
Steven Bocheo with an exclusive multiple-series deal, and one of
his first new offerings was a police show dramedy, Hooperman.
Former Three’s Company lead John Ritter played the title charac-
ter, a San Francisco cop who had a demanding boss (played by
Barbara Bosson, a former Hill Street Blues regular) and a quirky
home life (Hooperman managed a rundown apartment building left
to him by his former landlady), and who loved to play the saxo-
phone (allowing for jazzy interludes). ABC also looked to the
dramedy form as the ideal fit for Dabney Coleman, who excelled at
selfish, manipulative, and self-centered characters (as in the film
"9 to 57 and in his previous shorl-lived NBC series, Buffalo Bill).
The “Slap® Maxwell Story cast him as an egocentric sportswriter at
a second-rate newspaper.

The Wonder Years, ABC's most effective dramedy that vear,
arrived midway in the season. After a heavily promoted premiiere
in the choice post-Super Bowl slot, The Wonder Years followed up
with a short six-episode spring run. The series returned for its first
full season in the fall of 1988 and, over the course of 115 episodes,
presented the story of white, suburban, middle-class family life in
the U.S. from 1968 to 1973. It was all seen through the eyes of
Kevin Amold {Fred Savage), who went from junior high to his
high school junior year during the series run, observing not only
his own concerns but also the dynamics of his family, his friends,
and the world around him. What set the series apart was the use of
an off-screen narrator, Kevin as an adult (voiced by Daniel Stemrn,
uncredited). This technique allowed the series a remarkable level
of insight and perspective that did not come off as forced. It was
really the adult Kevin remembering what had happened, filling in
nuances that he might have observed but not really understood as a
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mercilessly (or so he remembered it), but was also éag to her dad’s alma mater, the predominantly black television, but on his terms. Rather than subject himself to the

his own mark, landing a job out of high school at their llege Some of the other Huxtables visited in the first capricious scheduling decisions of an established network {which
August 1§,.1.987 . pany. Kevin’s parents, Jack and Norma (Dan Lauii o4 and, like The Cosby Show, the siories themselves would treat his project as just another fungible commodity), Rod-

An exhibition match between the Chicago Bears and the | o o - i i o L
Mills), were a believable combination of concern ang:. o variety of positive and uplifting black role modefs. denberry and Paramount created an ad hoc network pitching Star

Miami Delphins inaugurates ESPN's new three-year, $55

million cantract with the National Football League, the last with the family confrontations (especially involving The Cosby Show {which had instantly gelled as a Bill Trek: The Next Generation directly to individual stations for first-
of the major U.S. sports leagues to expand its TV coverage fecily epitomizing the “generation gap” of the era. Kéy ogue come (o Hife), A Different World was not built run syndication, Tn a canny business arrangement that maximized
ta cable. The deal includes eight regular-season Sunday night vations about his parents benefited the most from tH asoned stand-up comic. Instead Bonet faced the famil- the value of the new series and the old, stations signing up for Next i
NFL games during the second half of the football season, back” perspective. He could see how frustrated his dad 5 '6f a supporting character thrust into the lead spotlight, Generation also got the rights for the original Star Trek episodes }
along with the usually ignored Pro Bowl all-star game and his own life, which had not turned out the way he ha s drifted into an ill-defined ensemble form. It was not for their market (when next available). After just one season of P
four pre-season contests. would. Even at angry moments, Kevin could see, in retrgg A the number two show on television, though, A Dif- Next Generation, the total Star Trek package would reach 100, the
conflicting emotions of love, fear, and disappointmen e was given the time to zight itself. In its second sea- preferred episode total for syndication. It was a modest goal. Siar

August 25, 1987 . .. ) . . ; . ; P ;

For $50 million, NBC agrees to sell its radio network to eyes. In a rarity for television, the final episodes of ‘i aries took shape.unde.r new prod.ucer Debb'le Afllen who Trek: The Nexr‘Genemtton far exceeded it. The series r‘an‘ seven
burgeoning radio program producer Westwood One (which wrapped up the story, with the voice-over narration ¢ cast and stories with a snappier style. Lisa ]_?‘onet left seasons (178 episodes), more than double the run of the original.
previously purchased the Mutual radio network in 1985). what happened to everybody. taally returned to the well-defined ensemble mix of The Next Generation found clever ways to reconstitute the elements
Westwood will lease the use of the NBC name as it takes Ultimately, there was nothing extraordinary about the] ow. This allowed Whitley Gilbert (Jasmine Guy), who that had worked before. Stories still took place on a ship called the
over operations. Within a year, NBC also sells its radio Ammold family during this era, and that was the point. Vag si:the show from day one, to officially became the main Enterprise, but it was now set in the 24th century, seventy-eight
0&()s in New York, Chicago, Boston, San Francisco, and the same sort of storjes had unfolded in many other T.§ The ‘series ran for six seasons, though its ratings success years after Captain Kirk. That shift allowed for creditable advances
V\_/aShiﬂgton, D.C., effectively ending its sixty-two-year radio holds in the late 1960s. The grown-up Kevin aclmowled o depend on its coupling with The Cosby Show. When in technology and also established a respectful distance from the
history. much in the opening episode, noting that the relatwely ik wram ended its Tun, A Different World spent its final year
September 11, 1987 secure suburban setting led many to thmk that nothing o __the'-top. ' _

The CBS network goes dark for seven minutes. First, the occurred there. But, the adult Kevin pointed out, that wa its success was so closely linked to Cosby, A Different Ia 25. 1088
network’s live coverage of the U.S. Open women’s tennis observation. Those Hving in the suburbs had their own: id not offer the networks any clues for future hit formulas. St:;‘;ly . ;ive nterview on the CBS Evening News. anchor
semi-finals runs two minutes into the scheduled time for Dan deal with, which seemed as real and difficult to ther a rall, there were no new breakout network hits, merely Dan Ra%her and Vice President George Bﬁsh geg info a
Rather’s live evening newscast. Then Rather (steamed that else’s might be. By keeping such concerns close to the hear What might work. Series such as hirtysomething and The shouting match over Bush’s role in the Iran-Contra scandal. ‘

sports would intrude on his air time) is down the hall Wonder Years truly succeeded in capturing the inher Years simply confirmed what they already knew: A small Bush says that judging him just on that one issue would be

attemptipg to reach his boss ,by telephone (o complain when drama of daily living in that era, presenting an “inside™ 0 _' uch quality programs could succeed on a limited basis. like judging Rather only on his seven-minute absence from
the fennis coverage ends. With Rather Oﬂ: the set, the Hews much-vaunted 1960s from those who had gone through i ¥ touted vehicle built around country singer Dolly Parton the news anchor chair the previous September.
could not begin, so CBS sends blank air to its affiliates. . . K A ; P \ . f . .

Of ail the innovative and creative shows that arrived ¢ opfirming the belief that prime time variety was still

Finally, Rather returns to begin an abbreviated editicn of the

CBS Evening News. 198788 season, only The Wonder Years landed in the fi the spring Fred Siiverman’s production company once February 1% ;98313 o). Film director Robert Aluman
listing for that season. Or in any subsequent season. Thoug cceeded in bringing a familiar face to a new sefting with In - ) 3 .

+ of the Night {based on the 1967 film), casting Caoll ("MASH") and Doonesbury comic stip cteator Gary

September 20,1987 . ) dramas and comedies collectively had shown that televisy tof 8 ng Larro Trudeau team up to prodace an innovative and off-beat short

NB'C adds a ninety-minute version of Today to its Sundﬂ_y still capable of high quality production, these product_s diil or in Rod Sieiger’s role as a small-town Southern sheriff, -run cable series taking pot shots at American presidential

moming schedule, hosted by Boyd Matson and Maria translate into chart-topping ratings. At best, they were m tcom My Two Dads raised eyebrows (but little viewer inter- campaigns. Michael Murphy plays Democratic presidential

Shriver. ith its premise of an odd couple pair of young men (played candidate Jack Tanner, with Cyathia Nixon as his daughter,
Reiser and Greg Evigan) raising a twelve-year-old girl left Alex. |

care by the child’s deceased mother, who had slept with

such series as St. Elsewhere, prestige productions capable of
ing more limited though desirable niche audiences. That w
network programmers would be satisfied with such perfors

December 7, 1987
Remore Control. (MTV), Sliding away from being a

twenty-four-hour music video service, six-year-old MTV In some cases they were, at least for a few seasons. Howe h back in college but who had no idea which was the dad. F‘ﬁgﬁiry ]\%{;’tlizsliead ¢ Dobi Giltis.” (CBS). Twenty-five
offers its first game show, an irreverent quizzer that looks at they were secking the next Cosby Show or Cheers, the ouse offered a far less tawdry-sounding premise and con- cars atgte © leavin riom . ?,_ime th:' cest of Dobie {}ﬂm
ielevision and pop culture trivia through a rock fan’s eyes. doomed to disappointment. Most of the year’s innovative ith a very young Friday night audience. A cute widower zeunites for a two-ghtf)ur v mm’,]-e‘ Dobie. now marzied to
Ken Ober hosts, with sidekick Colin Quinn. only lasted about three seasons. Frank's Place and ‘Slap’ by Bob Saget) talked his two buddies into moving in with ;

0: help raise his young girls (including the precocious wealthy widow who actually wants Dobie: dead or alive.
lle, played by twins Mary-Kate and Ashley Olsen). ‘
4 completely different direction, the Fox network connected March 7, 1988 N
v with viewers in America’s Most Wanted, hosted by John Television writers begin a strike against the program ‘
stti(who had come to prominence when his young son had been production companies, which lasts five months,

ped and murdered a few years before). The program started
esl.'uar?; 19.88, on local Fo]f O,&O hS tat1011'13, recr.ele-il‘[igl £ ;eal-hfe Dougtas E{?wards, anchor of a daily QBS newsca.st .sincfe
s in short vignettes, packaging them along with bac ground 1946, hosts his last news show before retirement. It is in his :
Fr_sa‘uons with victims and law enforcement officials, and then regular slot, a sixty-second newsbreak at 11:58 AM. .
ting viewers to call a toll-free number with information to help i
prehiend the perpetrators. A few days after the first episode, May 25, 1988

et calls led to the capture of one of the FBI's ten most wanted. The final episode of Si. Elsewhere (“The Last One™)

were gone after one. After its second spring run on NBC; The Ba
and Nights of Molly Dodd was banished to cable, appearitig
and again for two additional secasons on Lifetime. Though
child. This years-later distance also made dwelling on the mundane tysomething managed to last four seasons, it changed part
details of everyday life appear less self-indulgent than it did on ceniral dynamic during its second year, adding a more mat
thirtysomething. Such details were touchstones to the past and, Dallas-type villain (David Clennon as Miles Drentell). .5
seen through adult eyes, they could be viewed with a more know- For most viewers, though, television for the 1987-88: s
ing sense of humor. One narrative device was to have the adult was business as usual as they returned to their long-running:f
Kevin eloquently describe a sitzation with what he had wanted to ites. The Cosby Show. Cheers. Growing Pains. Who's the B
say at the time, then the scene would play out with what the young Minutes. Murder, She Wrote. ALF. For many, the biggest e
Kevin blurted out back then, in words far less profound or poetic. of the new season was how the new female fead on Cheers: W
The use of nostalgic period music also worked, as part of associat- fit in after Shelley Long’s departure. New bar owner Reb

i

i

]

L

Zelda, still has a hankering for Thalia Menninger, now a ; |
i

|

|

|

April 1, 1938

ed memories from days that were simultaneously in the distant Howe (Kirstie Alley) did just fine, providing a new type 0 months later, the program was on the entire Fox network. c;: ncm(.jes Wi.thhth; bizfre in;.p lication tfhzg dﬂ Lhe.sm%ies h}'
past, yet as fresh as yesterday. female interaction with former owner Sam Malone, who was all the networks searched for and tinkered with formats the series might have been figments of the imagination o
C . . R " ried at . £ vi ) 1d babv b f . Ponald Westphall’s autistic son, Tonmurny.
Stories in The Wonder Years covered the expected topics of just another Cheers employee. Cheers remained a top-fi ! new generations of viewers, an old baby boomer favorite
growing up: school, friendship, siblings, learning to drive, and, of usually landing just behind Cosby and also behind the mo a triumphant return. For the fall of 1987, Gene Roddenberry August 1, 1988
course, girls. Winnie (Danica McKellar) was Kevin’s first love, cessful new show of the season in the ratings, A Different Wor ght back Star Trek. In the eighteen years since NBC had The Reverend Pat Robertson's Christian Broadcasting
Paul (Josh Saviano) was his best buddy, and the three of them There was no doubi as to why A Different World was an:ins Hled the plug on the series after only three seasons, Star Trek had Network changes jts name to the Family Channel,

experienced together the ups-and-downs of youthful discovery. success. The program occupied the choice time period inumedi me its own cottage industry. The original 79 episodes played highlighting the cable channel's move from a full-time
Kevin's older sister, Karen (Qlivia d’Abo), went through “all that after The Coshy Show, replacing Family Ties (which was mov essly in rerun syndication. There had been four theatrical fea- religious schedule to one that combines preaching with
hippie stuff” (protests and Iove beads), even moving in with her Sunday). There was also no doubt why the series had lande 8, with the most recent (“Star Trek IV: The Voyage Home,” wholesome  "family” entertainment such as reruns of
boyfriend Michael (David Schwimmer) before they were married. golden slot. A Different World was a direct spinoff from The C ected by Leonard Nimoy) one of the most successful films of Bonanza and The Waltons.

Kevin's older brother, Wayne (Jason Hervey), “tortured” Kevin Show’s production company, following Huxtable daughter Denis 86. For Roddenberry, the time seemed right for another run at
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delighted in toying with the Enterprise Crew b){ puttin
through various tests (much to the annoyance of. Picar ;
terprise also contained a wonderful plot mnova‘uc?n cali '
lodeck, which created a computer-generated environment
the ship, allowing the show's writers to set particular St._(.).l-.j
where in time or space (as when Data pl?\yed Sherlock H-Ol
Most important, the quality and variety of the stories
Generation outshone the inconsistent natre of the 1960.
There were character studies, interste.llar battles, moral f_‘"b
pure speculative science ficticn. Patn'ck Stewart was at th
of many of these delivering truly sublime performancsa:g_ F
ple, in “The Inner Light” Picard co]l.apsed on the l?ndg
alien mind probe took over his brain. Thlo\}gh stifl uncon
aboard the ship, in his mind Picard ‘D_egan living an alternaty
on another planet. In about twenty minutes {from ?he point of
of the Enterprise crew), he experienced a full life on'th
planet, was happily married, had children, tben grew 01-_-d
proached death. When he revived he found hlrpself still on h
starship, but with a second lifetime of memonheg That w,
that could not be found anywhere else on television. .
Even more than the original, Star Trek:' .The Next Genl
embodied Gene Roddenberry’s positive vision of the

s characters. Kirk had been something of a loose cannon,

 sinal’ ;
o { as someone more 1n con-

in Jean-Luc Picard was cas ‘
i:ofelr;t(r:iiitzgtewart, with impressive stage credentials t;hat ;ncluld-
ed Britain’s Royal Shakespeare Compan}f, was perfect for the go I;:.
He not only projected a true air of authorlty and had a conzrilasiﬁlr l;g
presence, but he was also erudite and _11teraFe. In contras off.cer,
Picard was perfectly comfortable letting his nu{nber one ot 1 ,
William Riker (Jonathan Frakes), lead .the various awayk e;ims%
Humanoid android Data (Brent Spine) filled the Mr. Speck role o

10 1081 ddViS()[ hauntﬁd b human 2Imot10mns: though m Data
8 ()ﬂlﬂl COunsc-

wanted to be more human, not less. Picard’
lors inzluded Deanna Troi {Marina Sirtis), Wh(? could rele\c/iI 'e;ﬂoi
Tasha Yar {Denise Crosby), head of secursty;lWorf ( ichae
o later took over secutity; and Guinan
p’s mysterious bartender. The ship’s
Crusher (Gates McFadden), head
of the medical team; Geordi La Forge {LeVar .Burton), a bh{n:i
ielmsman-chief engineer who could see when aided by a sp;c'm;
visor; and Miles O’Brien (Colin Meaney), the transporter ¢ 1:\);’
Unlike the original Sigr Trek, all the rnembers.ot? th? gupglor‘;l crac_
were given story showcases that developed their individual char

e
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case, h

tions; 1
Dorn}, a Klingen advisor wh
(Whoopi Goldberg), the shi
technical crew included Beverly

)SEANNE BARR WAS NOT a household name going into
Il of 1988. Though she had achieved success in stand-up
1L circles (including appearances on Johnny Carson’s To-
success opened the doors for many other .?‘tar Trek V'ent'u_F'e show and her own 1987 special qn HBO), Balrr was a com-
ning viewer support and affection by t:'umlng a ’[313'\.?1810 e unknown fo the generall public. Her. comic persona—a
{from the past into an even more satisfymg new gxpenegc_ ; ngl.amorous woman getting by on pointed barbs“and bit-
It was the ultimate in baby boomer wish fulfillment - ; servations (she sarcast.zcally referred to herself as “the do-
ioddess”)—set her miles apart from the cool, folksy style
r stand-up comic Bill Cosby. Still, Barr was chosen by
iShow executive producers Marcy Carsey and Tom Werner
anew TV sitcom, simply titled Roseanne. Like The Cos-
iw; the focus was on family. Like The Cosby Show, traits for
tional lead character were drawn from the star’s stand-up
nd like The Cosby Show, the new series was an immediate
1is first season, Roseanne ended up number two in the over-
sigs, right behind Coshy and just ahead of A Different World.
uccess gave Carsey and Werner television’s top three series,
emphasized the appeal of casting a stand-up comic as center-
a sitcom.
- from the beginning Roseanne proved to be anything but a
‘clone, This was family life with all the frayed edges. Barr
hn Goodman played Roseanne and Dan Connor, a beefy
g-class couple living in Lanford, llinois, a world quite dif-
from the upscale Manhattan life of Cosby’s Huxtables. She
Stuck in a boring manufacturing job and he worked as a small-
nstroction contractor with seasonal cycles of employment,
eeded both paychecks to barely stay ahead while maintain-
it midwestern bungalow and raising thirteen-year-old Becky
Goranson), eleven-year-old Dazlene (Sara Gilbert), and six-
d D. J. (Michael Fishman). Roseanne and Dan’s big night
ypically involved bowling or penny-ante poker, and for their
Versary they might head to a cheap neighberhood restaurant
ably with a two-for-one coupon). Though love existed in the
0f family, conversations between family members were usu-
ed with putdowns and dark humor. (For example, after the
ds had Teft for school, Roseanné suggested changing the locks so
could never get back in.y Dan usually played good cop and let
anme’s flat-voiced sarcasm set the family boundaries, recog-
:that she was going to tule the home roost anyway so there
0 point in fighting it,
imitated art as the real-life Roseanne guickly established
{ Slie was the one in charge of her program, on and off stage,
£ 1o the first-season departure of Matt Williams, the official

ters.
Next Generation also greatly expanded the mythos of the Star

Trek universe, adding new alien races including tl:lﬂ ruthless.Borg,
which wiped out entire civilizations by absorbing them into a
“oollective,” and the virmally omnipotent Q (John Delancey), who
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series creator. Producers Carsey and Werner soon opted to take a
“hands off” attitude toward the hit show (and its mercurial and
temperamental star). Fortunately, though Barr quickly became the
unquestioned production force of the series as well as the star, she
was also smart enough to let her strong supporting cast shine.
Goodman and Gilbert were particularly effective, with the level-
headed Dan acting as a calming force in the household and the
headstrong and independent Darlene clearly taking after her sharp-
tongned mom. That family resemblance also extended to Rose-
anne’s sister, Jackie Harris (Laurie Metcalf), who brought the trials
and tribulations of adult single life to the stories. Though already a
thirty-something, Jackie was still unmarried and uncertain what
she wanted to do when she grew up. She had a long string of disas-
trous relationships and unfulfilling jobs to illustrate her frustra-
tions. Barr and Metcalf played the sibling connection between
Roseanne and Jackie so effectively it seemed as if they really were
sisters, alternately sniping and supportive, knowing each other’s
best and worst sides. Over the course of the series, the two charac-
ters ended up running a small business together, a local diner.
Roseanne’s world was not pretty. There was hard work. Low
pay. Deferred dreams. Serious limitations on the future. And yet
the series connected with large numbers of viewers who found its
blue collar vision authentic, accessible, and funny. The audience
recognized situations from their own day-to-day lives and enjoyed
the Connors’ minor victories over bosses and bureaucrats. Best of
all, the family exchanges had bite and were almost like eavesdrop-
ping on real kids and real adults as they argued, teased, bluffed,
lied, and occasionally almost hugged. The series was often un-
tlinchingly topical, but the creditable characters made such story-
lines both believable and humorous. For example, a “just say no to
drugs” harangue directed at Darlene’s boyfriend David (Johnny
Galecki) was tempered by Roseanne’s realization that some mari-
juana she found in the house was actually her own from years
back, not his. When the series dealt with gay characters such as
Leon Carp (Martin Mull) and Nancy Bartlett (Sandra Bernhard),
they received the same sarcastic jibes as anyone else. When Dar-
lene went off to art school {on a scholarship), boyfriend David
moved into her off-campus apartment, but only until mom showed
up. And when Jackie found herself single and pregnant, the entire
Connor clan backed her, and the episodes included shots of
Metcalf’s own real-life pregnant form, conveying an impending
mom’s outright pride at the new life inside her. Bringing such mo-
ments to the series enhanced the credibility of the characters and
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also showed a savvy awareness of the off-screen world. Roseanne
consciously played on the notoriety associated with pushing TV
boundaries and deftly walked a fine line. Even while incorporating
such topics as child abuse (which Barr cited from her own early
life), the series was careful not to sacrifice the credibility of its
characters. The program even survived her short-lived marriage to
Tom Arnold, another stand-up comic, who then joined the show as
an occasional character (Dan’s buddy, Arnie) and as a behind-the-
scenes business partner. After the marriage ended (and Amold’s
own series, The Jackie Thomas Show, was canceled), Roseanne
dropped the character, the business relationship, and the married
name of Arnold. Thereafter she was known simply as Roseanne.
The only series remotely like Roseanne Was Fox’s Married ...
with Children, which previously had taken up the darker side of
family life. Yet there was a key difference between the Connor
family and the Bundy family. The Bundys seemed to take perverse
pleasure in their woeful lof, while on Roseanne the characters actu-
ally tried to do something © improve their lives. Ofien the plans
did not work out, but it was easy to see why viewers would wel-
come them in. The Connors might not be an ideal family unit, but
over the nine-year run of the series they never stopped trying.
Roseanne was not the only new series to feature a strong fernale
force on and off camera. At CBS, producer Diane English (with
husband Joel Shukovsky) created Murphy Brown, which revisited
the Mary Tyler Moore hook of an independent woman at a televi-
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] MURPHY'S LAW
A DIRTY DANCING | RAISING MIRANDA Simon & Simon Wast 657th
T The Reporters BEYOND TOMORROW local
227 l Amen The Golden Girls ‘ EMPTY NEST Hunter
7:00 7:30 8:00 8:30 9:00 9:30 10:00 10:30
s Incredible Sunday Mission: impossible ABC Sunday Night Movie
80 Minutes Murder, She Wrote CBS Sunday Night Movie
America's Most Married... With It's Garry The Tracey Uliman Dust \acal - . -
N 21 Jump Sireet Wanted Children Shandling's Show Show ad:tactfully shared sage moments with politicos of every
The Maglical World Of Disney Family Ties Day By Day NBG Sunday Night At The Movies u‘rp_hy Brown, in contrast, was no diplomat (she made no
of her liberal political preferences), but she was a terrific
sion newsroom, but through 1980s eyes and in a 1ma] and inferviewer in the 60 Minufes mode. Her high-profile
,

-s__k:arried weight and she was on a first name basis with
tiorial network honchos (including Alan Oppenheimer as
sella and Garry Marshall as Stan Lansing}. The show also
¥ dropped in real-life names from both political and broad-
&8 and featured cameos from the likes of Walter Cronkite,
llerbee, and Larry King. Though the series did not instantly
e top ten like Roseanne, within a few seasons Murphy
beécame one of television’s most successful series, right
ile 60 Minutes.

debuts of both Roseanne and Murphy Brown came during a
tlarly disjointed fall premiere season. Beginning in the
e of 1988, a five-month strike by the TV writers’ union had
ted the annual TV production routine. This process usually
e@ preparing scripts for fall shows in the spring so produc-
ould begin in the summer and the first finished episodes
ive in time for the fall premieres. Though the spring writ-
I k_e was settled by August, this still meant that this season’s
h@Ws would appear only as each series was able to get up to
with its production schedule, and new episodes for some
s did not amtve until November. Some fall series
uding a revival of Columbo on ABC) were delayed until mid-
on. TV Guide did not issue its traditional fall preview until the
nning of October.

8 luck would have it, number one NBC was in the best posi-

Washington, D.C. Candice Bergen played the title cha
ace correspondent for the TV newsmagazine F.Y.I M
aggressive, overbearing, garcastic, a ruthless COmpBﬁF?_l’
constructed liberal, and, in the opening episode, wag Ju
out of rehab at the Betty Ford clinic, where she had guit smol
and drinking. She was an uncontainable fury who (in:
gag) blew through personal secretaries at about one perepl
Yet Murphy was also the consummate professional, re_S.PE.C
and respected by her F.Y.L colleagues, including strzf}gj:_l
anchor Jim Dial (Charles Kimbrough); dogged investigad
porter Frank Fontana (Joe Regalbuto); perky correspo :
former Miss America Corky Sherwood (Faith Ford); and
program producer in his twenties, Miles Silverberg (Grant,
so young that he did not recognize some of Murphy’s fayo
Motown songs. They formed a classic workplace family wil
twined lives and moments of genuine affection, Af home:
private townhouse, Murphy (unlike Mary Richards 1r
1970s) had no upstairs nejghbors to drop in, but she Wgs:h'aT
alone. Eldin Bernecky (Robert Pastorelli), hired to paint the;
or of her home, remained on the job day and night (forl mor
half 2 decade) and was always ready to talk. He was philosoph
patient, and clearly a perfectionist. e
Generally, though, after hours the F. Y.l gang hung out af P :
Place, a longtime Washington bar whose owner (played. b Ba

e'Barr was the driving forced behind the authentic working class comedy of Roseanne, with John Goodman rock solid
band, Dan. {Roseanne Photo Courtesy of The Carsey-Werner Company, LLC/Don Cadette)

tion after the strike ended. A few of its series (including The Cosby
Show, A Different World, and Highway fo Heaven) had managed to
arrange separate deals with the writers’ union before the general
settlement, so they were ready to air in early October, giving them
a head start over most other series, which were delayed by the
effects of the strike. The network had plenty of extraordinary back-
up material in the form of special event programming: the Summer
Olympics in Seoul, South Korea, in September, and baseball’s
World Series in October. So NBC was perfectly content unveiling
its new and retuming series during October and November, after
heavily promoting them throughout both sports events. Given that
lead-off boost, NBC once again had an easy win for the entire sea-
son, which was anchored by its solid Thursday and Saturday night
lineups. The network won all thirty weeks of this strike-affected
season and had thirteen of the top twenty shows.

NBC was particularly adept at creating new hits by carefully
slotting them to follow established successes. Thus, Cheers led to
Dear John (Judd Hirsch playing a divorced husband attending a
singles support group), while The Golden Girls ushered in Empty
Nest (Richard Mulligan as a widowed physician in Florida keeping
a fatherly eye on two grown daughters). Apart from such direct
ratings jumpstarts, NBC also was able to use its Iineup of hits in
general to promote the rest of the schedule. Of course, that was
still no guarantee that every NBC program would connect, with
series such as Baby Boom, Something Is Out There, and Sonny
Spoon quickly fading. The former producers of St. Elsewhere also
flopped with Tartingers, an hour drama set at a tony Manhattan
eatery. Despite a strong cast (including Stephen Collins, Blythe
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October 3, 1988
Ted Turmer unveils a new cable network, TNT (Turner

Network Television), which initially serves as an outlet for
{he hundreds of old films he had acquired from the MGM
studio. (First offering is “Gone With the Wind.™y By 1989,
Turner moves to TNT the NBA basketball games previously
showcased on his WTBS superstation and in 1990 adds
Sunday night NFL games to the network.

October 23, 1988

Mission: Impossible. (ABC). Fifteen years after shutting
down operafions on CBS, the IMF crew retmms in an
Australian-produced series. Peter Graves is back as Jim
Phelps, directing an otherwise new {and younger) crew.
ABC uses the serics to fill gaps while awaiting the programs
delayed by the writers® strike.

November 13, 1988

War and Remembrance. (ABC). Picking up where the
1983 miniseries The Winds of War left off, this cighteen-
hour sweeps presentation follows Herman Wouk’s World
War I novel from Pear] Harbor to 1943. During the May
sweeps, another eleven-and-one-balf hour stretch at last
brings the saga to the war’s end in 1945,

January 9, 1989

The Pat Sajak Show. (CBS). After eleven years filling its
late night slot primarily with reruns of old series, CBS takes
a stab at cloning Johnny Carson’s sticcess. Amiable Wheel of
Fortune host Pat Sajak aims for the same cool detachment as
Carson, but his tame program fails to catch on. After fifteen
months, the network concedes defeat and cancels it

February 5, 1989

Lonesome Dove. (CBS). Larry McMurtry’s  engaging
novel of a Texas-to-Montana cattle drive in the 1870s tumns
info a February sweeps success for CBS. The eight-hour
adaptation stars Robert Duvall, Tommy Lee Jomes, and
Robert Urich and is the season’s highest rated miniseries.

|

Danner, Jerry Stiller, and Rob Morrow), they quickly discovered
that, no matter how well written, the woes of wealthy restaurateurs
did not entice the public.

Overall, though, NBC seemed to be on the right track for the
long run by continuing to place a few new hits into its lineup each
season. In addiiion to Dear John and Empty Nest, there was Mid-
night Caller in the fall (Gary Cole as a former cop hosting a late
night radio call-in show) and, at mid-season, The Father Dowling
Mysteries (Tom Bosley as a slenthing priest, with Tracy Nelson as
a nund. In the spring, NBC, which since the start of the Brandon
Tartikoff era had often tried but always failed to develop new hit
fantasy series (such as Manimal and Something Is Out There), at
last came up with a successful science fiction series in Quanium
Leap, from producer Donald P. Bellisario. Tn Quantum Leap, Scott
Bakula played Dr. Sam Becket, a time traveler leaping through the
recent past (his lifetime) and temporarily assuming the physical
appearance of a person in trouble at each stop (although to viewers
Dr. Beckett still looked like Scott Bakula). Beckett's only guide
through his journeys was Al (Dean Stockwell), a wisecracking
hologram projection from Beckett’s time. Bakula’s likable and
accessible persona helped make the outlandish premise seem per-
fectly believable.

NBC also nimbly picked up on the growing viewer interest in
Fox’s real-life crime-stopper series America’s Most Wanited,

L
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{which had premicred the previous season) and
1988, trned its own Unsolved Mysteries {rom a string
al specials into a weekly series. Robert Stack steppe
(Raymond Buwr and Karl Malden had served that rol
cials), taking viewers through stories of unusual “lha
These cases included not only confirmed crimes (as o
Most Wanted) but also personal mysteries such as'alo
disappearance after a date or reports concerning UR
or paranormal activities. For most of these tales there
al footage, so the program staged reenactments o :
clearly labeling them as such. At the end, the scr
800 phone number to call for viewers with any inform
combination worked and Unsolved Mysteries easily lan
the season’s top-twenty series. £
With all these successes, NBC still faced the usual
any network with a strong lineup of hits. NBC had few.
slots to try out new ideas, and at the same time the nat
reluctant to give new programs a great deal of time t
selves. It was also a calculated gamble to rely so Muc
successful series that depended primarily on the stren
established hit lead-ins, some of which were already half
old. When programs such as The Cosby Show and
Girls faded, would the new shows have built encugh of
by then to stand on their own? On top of that, NBC, like
UBS (the other “Big 3" networks), had to fight harder th
maintain viewer attention as other forces nipped away. 4
of the network audience, including more aggressi 13}
syndication and cable offerings. !
The previous season’s sUccess of the first-run syndic
age of Star Trek: The Next Generation had invigorated
similar eriginal syndication fare, especially because SOTH
occasionally chose to slot that space adventure in place o
larly weak prime time network fare. For the 198889 g
mount (home studio for Star Trek) launched War of th
one-hour series that served as a continuation of the 195
film based on the H. G. Wells novel. Other companies off
programs as Freddy's Nightmares {(a horror anthology _bas_
“Nightmare on Elm Streei” feature films), Superboy

chruary 28, 1989

(ABC). Craig T. Nelson shows his comic side
ing: Hayden Fox, the divorced football coach of
cota State University. His sitcom sidekicks include TV
ans Jerry Van Dyke as a dense but well-meaning
; t coach and Shelly Fabares as a local newscaster who
Hayden's new love.

ch 7, 1989

yiking But Love. (ABC). Jamie Lee Curtis (fresh from
o it “A Fish Called Wanda”) and Richard Lewis (a stand
mic with a borderline-neurotic persona) star in the
158 that opposites attract, eventually. Set largely in the
ices of a Chicago magazine, this sitcom takes two vears
d multiple time-slot shifts before the two admit they e in

il 17, 1989

NEC launches its first cable network, CNBC (Consumer

s and Business Channel), featuring business news all
and talk shows in the evening.

iril 26, 1989
cucille Ball, age seventy-seven, the first lady of TV
‘oms, dies.

y 5, 1989

he Seinfeld Chronicles. (NBC). Stand-up comic Jerry
einifeld plays himself in this half-kour sitcom pilot, which
e, greated with fellow comic Larry David. Jason Alexander
lays Jerry’s not-quite-bald pal George, while Michael
hards 1s Jerry’s very odd neighbor, named Hoffman.

ugnst 3, 1989 .

rime Time Live. (ABC). Diane Sawyer defects from CBS
nd her post as a 60 Minutes correspondent) to join ABC as
¢ .hos.t with Sem Donaldsor for this hour-long news
dgazine. Her opening night interview is with ABC star
aseanne Barr.

producers of the “Superman” feature films), and The:
Today (a dreadful revival of the 1960s series). Thotigh
these attempts succeeded, there was a new groundbreakin
cation smash that season when black comic Arsenio H
the late night talk show world in January 1989 with Th
Hall Show. Fresh from co-starring with his friend Eddie 1
the feature film “Coming to America,” Hall brought &¢
different attitude to the talk show genre, with consciously
guests, a funkier musical tone, and a vocal studio audienc
seemed more like a basketball game crowd than one at atalk
Hall easily bested the more traditional Pat Sajak (moon
from hosting the game show Wheel of Fortune), who laun
own late night talk show at the same time for CBS. _
Cable tweaked the networks in several areas as it cont
slow but steady penetration into more U.S. households: (10
50% by 1988). Apart from showing recent feature films
(on the preminm services) commercial free, cable incre:
cashed in on viewer familiarity with network shows b
cable rerun rights. This trend was extending beyond golden
{0 include such recent hits as Miami Vice {just canceled a
of the 198880 season) and Murder, She Wrote (still runn
CBS). Even more significant, starting with the ceremony.;
August 1988, television's Bmy awards began including’d
cable offerings in its competition. (One of the first award
HEO for a special featuring stand-up comic Jackie Masoll

ase that really mattered for original programming.

d an important perception change. Up until then, “television”
sant offerings by broadcast stations, while “cable” was con-
: programming outside this mainstream. Including cable in
fany categories carried the suggestion that the two might be
e equal than previously thought—adding credibility to ca-
Tvices and chipping away at the networks’ status as the only

The Big 3 networks were also facing the rising force of the new
Fox network. Though Fox was still losing tens of millions of dol-
lars apnually on its television operation, in the increasingly cost-
conscious network world, nobedy was better at coming up with
eye-catching innovaiions, especially on the cheap. In early 1988
Fox found a quick way to land a highly regarded comedy for itsj
sche_dule. Suiking a deal with the Showtime cable service, it began
to air episedes of ft's Garry Shandling’s Show, no less than one 2
mon_th after their initial cable presentation. Created by stand-up |
comic Garry Shandling and former Satwrday Night Live writer
Alan leeibcl, the program began on Showtime in the fall of 1986
following the everyday life of stand-up comic Garry Shandling. Ir;
an effective update of the George Burns and Grace Allen TV sel-
up, Shandling regularly broke the “fourth wall” between the audi-
ence and the performers, delivering asides on the story in progress
and. also gleefully manipulating the action for maximum effect
Unlike Burns and Allen, the other characters also knew they WE—l"f; | I
parF of a television show, but just accepted that fact. The series was ‘
an instant critical hit, not only because of the storytelling gimmick,
but also because it was perfectly in fune with comic Shandling’sj ;
personality, a hilarious combination of media savvy, social insecu- I
rity, anfi an obsession with the most trivial details of life. Though L
tl}f{ series never became a big ratings hit for Fox, the broadcast
airing allowed viewers without cable to see what all the fuss was
about. It also let Fox tout one of the best programs on television as
one of its own.

. In JTanuary 1989, Fox took reality programming to the next level
Wllth_Cops. The premise behind this series was simple. With per-
mlssmn,_crews armed with portable video cameras traveled with
lf)cal police and taped their pursuits and arrests. This was real front
line footage, which took advantage of advances in video technolo-
gy that had reduced camera sizes and required lighting levels. The
program began in January on the Fox O&Os, and by March it was
on the. entire Fox network. There were no reenactments, no somber
narratives, and no expensive actors and scripts.

Even with its still-minuscule ratings (only about one-third of
NBC’s total), Fox had shown the ability to win viewers and influ-
ence the television landscape with its self-proclaimed in-vour-face
style. .Married ... with Childrer helped set the stage for Roseanne.
Amencg’s Most Wanted showed the viability of a weekly Unsolved
Mysterze.s. Arsenio Hall had gotten his start as a substitute host in
the waning days of the Joan Rivers late night talk show on Fox.
meh?;g 3 networks at last seemed to be realizing that they just
might have to make some s 1 i i i
et (0 st e, changes in their programming styles in
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euf as the top show of the season by ABC’s Roseanne
ccond year). NBC needed fresh blood in its fall lineup,
. none of its new shows were particularly successful.
. S . s (from Mel Brooks) was set at 4 one-time ritzy New

1 @\SQ ’\37‘(0\(“\ [ _j/ A g:; 'KO ‘N‘ _' it seemed tired rather than manic. Mancuso, FBI
i 55_; S QT s L‘i) B TR RN : ‘Loggia) was intense but bland. Sister Kate seemed
‘casting Stephanie Beacham {who had played Dynasty

¢) s a nun managing a home for adorable but scheming
5 0 Mmmm ] Oug nu S ' ' y Todd Mahaffrey, played by Jason Priestley). Even
@ ® @ :

fiew offering from the production company of former
cant Tinker, flopped despite a premise (lifeguard ad-
siinny California) that placed dozens of good-looking
en on the beach wearing revealing swim wear, led by
salhioff (previousty the star on NBC’s Knight Rider).
aywatch disappeared from NBC aiter one season, a
: version returned one year later in first-run syndica-
tned with strong international sales, the series eventual-
i as one of the most watched programs in the world.
: ‘number one NBC had let Baywatch slip through with-
make back through the sale of comumercial time .r%ﬂ_. eemed oddly symbolic. NBC had some of televisior}’s
spent on the rights because, as marquee showcases,_ith‘ lar series, but was unable to generate any “buzz” for its
fered as the perfect vehicle for promoting the entire net gs. In fact, the most talked about new SE.'ICI)WS for the
ule. Viewers for basketball or baseball games would be: elsewhere, most often on ABC and (surprisingly) Fox.
with information about the network’s other offerings;-fron Summer of 1989, Fox once again fou:nd a cheap-to-
ing news to late night programs. This would be an especi rimat with Totally Hidden ‘i./ideo. Borrowing a page from
tive way to launch new shows, providing the network & s Candid Camera, the series used the compact portable
rejuvenating its lineup. With sports as the promotion: . that Workt_ad so well on programs such as fC‘ops to stage
viewership and associated ad revenue would increase’ fints catching average people in embarrassing r.noments.
the rest of the schedule, Overall, the network would make. otiths later, ABC launched its own inexpensive video pro-
That was the theory. Of course, this assumed that spoit 'éﬁca ‘s Funniest Home Videos, starting with a special in
casts would actnally deliver a sufficiently large numb er and beginning a regular series in January 1990. Recog-
viewers to the rest of the network schedule. Even mc ‘many pecple had video cameras at home, the program
assumed that the rest of the schedule contained programs i iewers to send in their best clips — that is, those that cap-
was worth promoting. After all, it would do little good to. moments in everyday life. Bob Saget served as the com-
tential viewers if they immediately went away disappoir _ed vhile continuing with his Friday night sitcom Full House},
) 9 ave the toughest task explol cing the videos in front of a studio audience, which voted
years of NBA broaficasts, more than gg;caﬂigg ',:Om;ilgc;r;gte;e};eg Pmll:lz;c:)rlrllse cllntheS n\::: }?ﬂt:re. For the 5989—90 season | h week’s favorite entry and awarded its creaFolr a $10,000
C.B.S had been 'paymg. In response, . flusive ciohts 1o the an- struggling with comparatively few hits (60 Minute That was a strong lure for amateur video participants but a
billion sports rights package, caPtt:)r;illgt BX o fir seven years Brown, and Murder, She Wrote) and an assortment of long n the network budget sheets. The makeshift quality of the
nual March NCAA colleg:lbaskte:ﬁ 1in0i;r; then-current rate paid leftovers from its previous glory days (including three’pri was oddly appealing and America’s Funniest Home Vide-
(1991 through 1997), also mo.s hp d g. 4 some of the tourna- soaps: Falcon Crest, Dallas, and Knots Landing). More __d.more than two decades for ABC.
hetween CBS and ESPN (which had aired ¢ the network was having only limited success with it_s_ etwork had a far less satistying experience with Chicken
ment’s early round games for‘se.veraill Yeau‘}s;)l;3 rom the college bas. grams. Rescue 911 (host Wiiliam Shatner chronicli_n'g: ighly touted new sitcom from Marcy Carsey and Tom
CBS’s NCAA cont.ract, ehmmatm’g_ Cfﬂt the latest trend among disasters) gamnered respectable ratings when it became =1t began in the fall with extraordinary ratings in the post-
ketball toum'am?nt plCl'll-I"E, went agfdmtir arallel deals covering weekly series that fall after successful specials the previoy, anpe siot, but then was almost immediately canceled. The
sports organizations, which waslto TES IlJiC (-)f multivte outlets CBS’s only other new fall series hit was Major Dad, wit a_d seermed a perfect continuation of Carsey and Werner’s
both broadeast networks and Cz}) " f T]\Sf 1:1'0 htZ allowed the cable McRaney playing a career Marine who fell for and married _ShoW/Roseanne formuls, once again building a premise
increased rev‘enues.from e ¢ e-t(])l swirth’ sports events, yet al reporter (played by Shanna Reed) with three daughtm"_‘ :a distinctive stand-up comic performer by casting wise-
networks to fill their schedules wr _EE; . 2; ; <ports ev;:nts wise, most of CBS’s new series did not catch on, even Wi 1t‘Jorscht—belt comic Jackie Mason as a middle-aged New
still left the broadcas.t networks with the principa ports ’ casts’ including Jon Cryer and Alex Rocco in The Famous.1¢ ewish man in love with an Irish Catholic woman (played by
such as the World Series and the NBA championship games. o ma oo sofor lands a top spot in @ talent agency) grave), Using his trademark comedy monologues, Mason

i aid i sports contracts were truly aston- . . : . 1
. hirhe p— Iljlduiwlflle:lh?ceﬂlll: \:}arrﬁe time, the networks were other- Wagner and Tom Wopat in Peaceable Kingdom (life at:the d:stand on the roof of his building and talk to God about the
ishing, especially ) g :

DESPITE CONTINUING BOTTOM-LINE budget concems,
network spending on sports rights escalated rapidly at the end of
the 1980s, in the process changing that landscape for .the new d.ec-
ade just beginning. CBS made the first move, capturing exclusive
broadcast network rights to Major League Raseball for four sea-
sons (1990 through 1993), for the then-asiounding price of $1 l_ail-
lion. In that deal, CBS became the sole outlet for the World Series,
the Leagne Championship Series, and the All-Star game, along
with the long-running Saturday afternoon game of the week,'an
NBC staple since 1966. ESPN soon followed this move by paying
$400 million for exclusive national cable baseball rights for those
same four years, with an ambitious schedule of 175 games per sea-
son, highlighted by a national game of the week on Sunday nights.

NBC retaliated by stealing away professional basketball from
CBS, which had televised the NBA for seveateen vears. Beginning
in the fail of 1990, NBC would pay $150 million a year for four

- band-and-wife acting p turns in life. Unfortunately, the comic monologues were the

. L they possibly recou County Zoo), and the affable hus \ _ i ; tely, the ¢ :
wise Scrullm_zmg every penny. How 1C'()U1§ficag0§s N w);s ) par}? Reid and Daphne Maxwell Reid in Snoops (in which they”pla}’ﬁ part that worked. The mixed-religion coupling seemed forced,
such expenditures? There were several jus . hushand-and-wife sleuthing pair). Perhaps incessant sports.p ttually no romantic chemistry generated between Mason

tially preemptive move, keeping specific sgorFs away from the
competition. It was also proactive, landing distinctive events thE.lt
helped set the network (and its affiliates) apart fI;O}’Il the c?mp?t1w
tion. Most important, the price tags were justified by judging
sports in a new way. Sports events were not to be seen merely as
sports events. They were now positioned as a key pa.rt of an overall
promotional effort. In hat light, sports contests did not have to

tions might have helped. CBS would find out soon enough R'?dgrave_ Though viewers had shown an increasing willing-
NEBC hardly needed multi-million dollar sports progratis. °-f0119W distinctive characters such as Roseanne and Murphy
mind viewers of such continuing hits as The Cosby Show, 2 n, Chicken Soup lacked their authenticity. Instead, the series
and The Golden Girls. Nonetheless, while remaining in the to elt awkward. Determined not to squander such a prime pro-
those shows were no longer the fresh new hits of te}?_ : Hg slot, ABC canceled Chicken Soup and in November
Cheers was already in its eighth year, while The Cosby Show . laced it with Coach, a mid-season hit from the previous spring.
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By righting itself so quickly, ABC was able to maintain a sense
of momentum for the season, not only building on Roseanne’s
success, but also adding a mixed bag of fresh new series. In addi-
tion to Coach and America’s Funniest Home Videos, the network
had Doogie Howser, M.D., a Steven Bochco comedy-drama series
following a sixteen-year-old wunderkind (played by Neil Patrick
Harris) who found that being a licensed M.D. still did not spare
him the usuval challenges of growing up. In a nod to the growing
presence of persenal computers, each episode ended with Howser
typing his reflections about life into an electronic diary. ABC also
continued to build its strong Friday night franchise of sitcoms
aimed at younger viewers {dubbed the “TGIF” lineup) with Family
Marters (following a working-class black family in Chicago).
Though that series was quickly hijacked by the nerdy next-doos-
neighbor character of Steve Urkel (Jaleel White), Family Matters
still proved an ideal companion to Full House, Perfect Strangers,
and Just the Ten of Us. ABC also found appropriate counter-
programming to 60 Minutes on Sundays with the sentimental Life
Goes On, casting Chrisiopher Burke (who had Down Syndrome in
real life) as Corky Thatcher, a high school student similarly affect-
ed. And there was the ABC equivalent to CBS perennial 60
Minutes, with the twenty-year-old Monday Night Football still
landing among the season’s top ten series.

October 17, 1989

" Just four minutes into ABC’s pre-game coverage of game
three of the World Series (the Qakland Athletics hosting the
San Francisco Giants), an earthquake rocks the Bay area,
temporarily knocking ABC off the air. When power is
restored, ABC’s Al Michaels switches roles from sports to
on-the-spot news reporting to cover the calamity.

November 8, 1989

NBC, which had been late in covering the San Francisco
earthquake story the previous month, is the first broadcast
network to have its nightly news anchor (Tom Brokaw)
report live from Berlin, Germany, as the wall dividing the
city is opened and knocked down.

December 18, 1989

CBS, smck i third place in the ratings, hires Jeff
Sagansky as its new president of entertainment, the executive
in charge of schedufing.

January 8, 1990

Deborah Norville, thirty-one, who had been reading the
news on the Today show since September, replaces lane
Pauley, thirty-nine, as the show’s co-host.

Januwary 10, 1990

Time-Life merges with Wamer Communications to form
Time Wamer, the world’s Jlargest enterfainment
conglomerate.

Jannary 21, 1990

MTV Unplugged. (MTV}. The video music channel begins
a series featuring rock acts performing acoustically. First up:
Squeeze, Syd Straw, and Elliot Easton of The Cars.

Februoary 7, 1990

Ralph Roberts, founder of cable’s Comcast Corporation,
names his thirty-year-cld son Brian to succeed him as
president. The elder Roberts remains as Comcast’s chief
executive officer and chairman of the board.
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7] MMacGyver ABC NFL Monday Night Foothall {to 12 Midnight)
o MAJOR DAD | PEOPLE NEXT DOOR Murphy Brown ! FAMOUS TEDDY Z Designing Women Newhart
M 21 Jump Street ALIEN NATION local
AlF [ The Hogan Famity NBG Monday Night Af The Movies
T Who's the Boss | The Wender Years Roseanna i CHIGKEN S0UP thirtysomething
RESCUE 911 WOLF ISLAND SON

local

Matloek

In The Heat Of The Night

l Midnignt Galler

Head Of The Class

Growing FPains

Anything But Love | DOOGIE HOWSER, M.D.

China Beach

PEACEABLE KINGDOM

Jake And The Fatman

Wiseguy

# Fox Night At The Movies

local

Unsolved Mysteries

Night Court | THE NUTT HOUSE

Quantum Leap

Mission: Impossible

THE YOUNG RIDERS

Prime Time Live

48 Hours

TOP OF THE HiLL

Knots Landing

local

The Gosby Show | A Difterent World

]

Cheers | Dear John

| LA, Law

Full House [ FAMILY MATTERS

Perfact Strangars | Just The Ten Of Us

20/20

SNCOPS

Dallas

Falcon Crest

local

BAYWATCH HARDBALL | MANCUSC, FBI
s Mr. Belvedsre I LIVING DOLLS ABG Saturday Mystery (Kojak; GHRISTINE CROMWELL; B.L. Stryker; Golumbo}
A Paradise Tour Of Duty SATURDAY NIGHT WiTH CONNLE CHUNG
T Cops ) The Reporters Beyond Tomorrow local
227 Amen | The Golden Girle Empty Mast Hunier
7:00 7:30 8:00 8:30 9:00 9:30 10:00 10:30 Matt Groening’s The Simpsons, each family member was voiced by a different performer (from leff): Homer (Dan
LIFE GOES ON FREE SPIRIT I HOMEROOM ABG Sunday Night Movie stellaneta), Marge (Julie Kavner), Maggie (silent, with pacifier), Lisa (Yeardley Smith), and Bart (Nancy Cartwright). (The
- - limpsons © 1990 Twentieth Century Fox Television. All Rights Reserved.) .
&0 Minutes turder, 8he Wrote CBS Sunday Night Movie i
America's M Totally Hidd Married... W1 The T Tl s G : . - . : - . . e ;
BOCKER Mo s host O aen agmre\:’““ openHouse |1 R SRR dsiin;:éhow ich took the series down increasingly quirky paths that eventu- American family in the typical U.S. town of Springfield. Homer !
The Magical Werld Gf Disnay SISTER KATE My Two Dads NBGC Sunday Night At The Movies suggested {(among other things) ancient contact with an alien was a dim-witted safety control engineer at the town’s nuclear ;
¢ from outer space. Cooper’s work also brought into the picture '

Of all its offerings in the 198990 season, ABC won the most
praise for two diametrically different slices of American life: Elvis
and Twin Peaks. Twelve years after the death of Elvis Presley at
age forty-two, the mythology around the singer had come to focus
primarily on his decline. The Elvis series set out to recapture the
singer’s roots, focusing exclusively on the 193455 era, when the
future icon was still a teen dealing with small-town Southern life,
just beginning his recording carcer, and discovering the power of
his music. Michael St. Gerard was Elvis (a role he first played in a
1989 theatrical film about Jerry Lee Lewis, “Great Balls of Fire™),

Mark Frost teamed up to transform what could have been mérely
typical TV murder story into a moody peek into the eerie and
plicitous corners of the American psyche. Set in the Pacific Nott
west town of Twin Peaks (just a few miles south of the Canadian
border), the series followed special FBI agent Dale Cooper (Kyle
McLaughlin) as he investigated the circumstances surroundingfhié
death of teenager Laura Palmer. Working with local sheriff H
S. Truman {(Michael Ontkean), Cooper encountered a wide ra'nga
of local residents including Catherine Martell and Josie Packérd
(Piper Laurie and Joan Chen), the competing half-owners of:
local sawmill; Laura’s emotionally sensitive dad, Leland {(Ra;

Javid Lynch himself}, his vindictive one-time partner {Ken Welsh

ot: Ultimately, though, none of the particular plot details mat-

cries, With these, Twin Peoks demonstrated that television could
0'places far beyond typical mainstream entertainment. Viewers

cliberately took the series to an even higher level of weirdness,

plant {the thought of a doughnut, or of any rich and fattening food,
would send him into a state of bliss), Marge wasg a stay-at-home-
momy; their ten-vear-old son, Bart, was the terror of the fourth
grade; daughter Lisa was a sweet and sensitive second grader; and
baby Maggie just looked on, sucking her pacifier.

The Simpsons took full advantage of the animation format.
There were dozens of other characters created and drawn without a
casting call, often voiced by the same handful of performers
(especially Dan Castellaneta, Hank Azaria, and Harry Shearer).
These included Krusty the Clown (foul-mouthed host of Bart’s
favorite TV show), Montgomery Burns (Homer’s megalomaniac
boss), Waylon Smithers (Burns’s excessively devoted assistant),

et agents, including his half-deaf boss (hilartously played by

Windom Earle), and drug enforcement agent Dennis/Denise
son (David Duchovny) fresh from. a change in sexual orienta-

ed as much as the style, tone, and individual set pieces of the

e caught up, at first, with Lynch’s kinky theatrical style as they
tused on the “who killed Laura Palmer” angle. When Lynch

though singer Ronnie McDowell supplied most of the singing vo-
cals, as he had previously done in the TV movies “Elvis,” “Elvis
and the Beauty Queen,” and “Elvis and Me.” Nonetheless, Elvis

&hiq'doning logic and apparent interest in explaining the Laura
Balmer mystery, viewers began deserting in droves—left cold by

Seymour Skinner (stressed-out principal at Bart and Lisa’s school),
and Kwik-E-Mart owner (and frequent robbery victim)} Apu Na-

Wise), Laura’s “good girl” best friend, Donna Hayward o
Flynn Boyle); Audrey Horne (Sherilyn Fenn), the manlpule_lti

was a true TV innovation—a biographical portrait that was in-
spired by realife incidents but that freely adapted them for a
weekly series (under the watchful eye of executive producer
Priscilla Presley, Elvis’s widow). Though not a big ratings hit,
Elvis successfully transported viewers to another era, offering a
genuine insight into what made the earthshaking emergence of this

young man from Memphis such a deeply personal event,

Twin Peaks atso looked at small-town America, but with a far
darker vision and far greater ratings success. {The series was in the
top twenty-five for the 1989-90 season.) Theatrical film director
David Lynch (from “Blue Velvel,” a 1986 cult hit starring Dennis
Hopper and Kyle McLaughlin} and veteran Hill Streer Blues writer
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daughter of a local hotel owner; and eccentric characters suc
the Log Lady (Catherine Coulson), who received mess g.e.
through the small log she carried. They all seemed to have som
personal or professional secrets to hide and, while those may
may not have had anything to do with the death of Laura Pali
the locals were not happy to have a federal agent poking about.

Yet it quickly became abvious that this was not a tradltmn
whodunit. Twin Peaks was part soap opera, part murder mYSter '
and part journey to the outer limits, Cooper consistently SpOke
oblique dialogue and seemed as intensely interested in the quali
of the town's pie, hot coffee, and doughnuts as in the latest ledds
He was also open to psychic inspiration, dreams, and visions

such sequences as dreamy interludes featuring a backward-talking

.:m_'c'lde such an impression during its brief run demonstrated that
&re was an audience to tap for such distinctive fare.

B¢ with its own ardent doughnut lover. After three years as a short
Tedture on The Tracey Ullman Show, the animated Simpsons grad-
dted to a full- fledged mid-season series (beginning with a Decem-

ally been one-liner gags, the half-hour Simpsons series was a full-
“edged situation comedy that happened to be an animated cartoon.

hasapeemapetilon. Set budgets were irrelevant because everything
had to be drawn anyway. Guest stars could be either soundalike
caricatures or real celebrities offering their own voices.

Most important, by design the characters never aged (though
they might be involved in flashbacks or flash-forwards), Therefore,
it was impossible to treat the serfes as a linear chronological narra-
tive. In effect, all the stories were taking place during the same
time period. This approach was tremendously liberating, allowing
the writers to treat each episode of The Simpsons as a fresh pallet,
capable of going anywhere, with the assurance that the next epi-
sode would start all over again from essentially the same point.
With such creative freedom, The Simpsons became one of the best

if. Though the series self-destructed within a year, the fact that

The Fox network also had a pair of innovative series, including

17 Christmas special). While the shorts for Ullman had essen-

© premise was deceptively simple: the everyday life of a middle
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Markon, as well as Jamie Foxx and Chris Rock.)

ESPN begins coverage of Major League Baseball with an
opening-day tripleheader: the Orioles vs. the Royals, the
Padres vs. the Dodgers, and the Blue Jays vs. the Rangess.

CBS shuts down its late-night Par Sgjak Show and
resumes airing reruns of action-adventure series in the slot.

April 19, 1990

Wings. (NBC). Producers from Cheers move that concept
to the cozy lounge of a small airpert on Nantucket Island off
the Massachusetts coast. Timothy Daly and Steyep Weber
play brothers whe work as pilots for Sandpiper Airlines.

Bob Newhart wraps up eight seasons of Newhart by tyin.g
it back to his previous hit series. In the last scene of this
final episode, he wakes up as Bob Hartley (his character
from his 1970s series) and tells his wife, Emily (Suzanne
Pleshette, his co-star from thai show), about his nightmare
of running a Vermont inn. It is the definitive dream finale,

Seinfeld. (NBC). Almost a year after its pilot ?jred, stand‘
up comic Jerry Seinfeld’s sitcom debuts, with Mu:hafel
Richards’s character’s name changed to Kramer, and Julia
Louis-Dreyfus added as Jerry’s ¢x-girlfriend, Elaine.

Northern Exposure. (CBS), The producers of .S.‘t.
Elsewhere offer a successful summer series that returns in
the spring of 1991 for a four-year ran. Rob .MoFrow .plays a
young New York doctor required to practice n Cicely, a
small town in Alaska, to pay off his medical school loans.
The cleverly written show coatains a wry callection of
characters and a tastefuily eclectic soundirack.

larly showing up on NBC’s schedule.

dies, original characters, and pop culture send-ups. Wayans had
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“Crystal” Keymah. (Later years added Wayans broth

April 9, 1990 In Living Color had an energetic beat that began w
tive opening theme and continued throughout, courteg
dancers (dubbed The Fly Girls) and its musical
Shawn Wayans (a.k.a. SW-1) before he became a regui
April 13, 19%0 former. The cast was racially n_'nixed and displayeq__a
: confidence tweaking ethnic, racial, and gender stereqt
were gleeful double entendres throughout the show;
deliberately contrarian characters and grossly exagger
ty figures. These included the downright nasty Homiey th
a pair of blatantly gay film critics (“Men on Film”), he ;
ac Fire Marshal Bill, and a pair of jive-talking street hus
ating their own shopping channel dealing in stolen go ds..
Like The Simpsons, In Living Color was seeped 111 pop
May 21, 1990 self-awareness, conscious of the conventions of its ger
stantly putting its own spin on the format. The progra
humeor was a particular departure, bringing a different
on how the world worked. For example, one of the:sh
skits followed a runaway slave from the Civil W_
emerged from a hidden cave into a downtown park j
America. A confident black professional assured hi ._
May 31, 1990 was no need to automatically shuffle and bow to white pa
because slavery was abolished and he was now frcq By
end of the skit, it was the professional who was haul_ed
pair of white cops (essentially for being “too uppity”)_ s:
slave knowingly locked on. As with the Bundys on Mar
July 12, 1990 Children, the Connors on Roseanne, and the cartoon Sirmp
Living Color offered satirical snapshots of thc=T AI‘{J_E :
turned upside down, There was no confusing this with.y
of Bob Hope’s mainstream variety specials, which wet

In Living Color and The Simpsons once again de
Fox was truly bringing something different to the bro

work picture. On the business side, though, the networ
struggling with its weaker lineup of affiliates and a s
comedies ever on television, with multi-layered plots suffused with only covered three nights a week‘. Fox ne.eded tlz kgf%
references to pop culture, literature, art, and historical events. number of hours per week bel(?w f1.fteen 50 it wo? nd itg
! i ] ith Chil- to the FCC’s long-standing prime time access ruie and.
Though cut from the same skeptical cloth as Married ... wit : and ess .
dren fmd Roseanne, The Simpsons contained an even greater sassy cated requirements limiting network o.vx.fnelshlp ar;d Z};llz 1
subversive streak that tweaked everybody. Yet while characters programming. Ho“fever,[hthat dualfabthty to tﬁlﬁabzd 5
i i i they could also be programs was precisely the type of synergy :
were lazy, selfish, manipulative and greedy, . ‘ el ey s, o
i isingly wise. Even the adults. to financially get off the grou . . L€
generous, caring, and surprisingly : . . ‘ e D vt
} j ? d, in of the Twentieth Century Fox studios.
Fox never touted The Simpsons as just a children’s show and, \ : 8. 1 e
i trictions that the older
. i ally young adults, further, it had to deal with these res et
fact, the series proved popular with adults, especially e e e e a
i i ) i ill-fledgling network had chafed under for years. ay s GG,
This demographic fact was vital for the sti ch . O e i i
ile i i i i~ beginning to question the continued ne p trme
because, while it could not yet hope to win the ratings ra?e qu ] on ¢ d fo b
right, Fox could still thrive by selling itself as a popular destination rule and the financial mtere_st and Sy]ldlCElthl‘l] rlslhij(; Xgri_mme
for tE;e more youthful viewers increasingly prized by advertisers. petition for a tempf)rary waiver from th;(s)e ;li, ec.ason TTHE
Just a few months after The Simpsons series began, Fox intro- announced expansion plans for the %9 _]n 2 ust, s
duced yet another innovative take on a familiar format with the began adding addm-onal hpl;)glram;lmgg.t berugit a’dde
i i ivi d by Keenan Ivory Thursday nights to its schedule. eptember, lded
comedy-variety series In Living Color. Create : _ : S
Wayan); this was a fast-paced half-hour sketch show starring com- nights, plus five and one-half hours of children’s programriil
parative unknowns. There were musical guests, commercial paro- weekends and weekday afternoons.

The big news, though, was how Fox planned to

i i in the
scored a theatrical hit in 1988 with his canny spoof of black ex- Thursday night lineup. The networkfaTnEunceihme; ;:; o
i i i t successful show, The
ftati “T Git You Sucka,” and he brought this 1990 it would move its mos : _
e o the ew, e itha ’ day to Thursday, opposite The Cosby Show. This wis:
iri e to the new show, along with a few of the film’s per- Sunday to _ y, Op € e i
:3;112:;1 ?[e;:;rid Alan Grier and siblings Kim and Damon Wayans). bolic declaration that Fox was taking the next step as a ¢oIl

. . X . g
They formed the core of performing regulars along with Jim Car- network, entering the ring to c-luke it out .Wllth ;he 1113;1% i
rey yKelly Coffield, Tommy Davidson, Kim Coles, and T’Keyah lenging the series that had dominated television for o

A AR I
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' SIMPSON VERSUS BILL COSBY was the marquee
for the fall of 1990, when Fox moved The Simpsons, its
ccessful series, to the Thursday night slot directly opposite
' oslzy Show. This was a brilliant strategic move that en-
¢ visibility and credibility of the Fox network, playing as
t story hook for media coverage of the new season, Imag-
e cartoon Simpsons (usually represented by Bart) were
ly juxtaposed with those of Bill Cosby, giving the newer
invaluable exposure. Because Bart had alrezdy become a
{ youthful rebellion, the contrast with the mature and

. :ai'd Cosby perfectly suited the Fox pitch to younger view-

dition, Fox’s weaker affiliate lineup meant that few ex-

The Simpsons to really beat The Cosby Show outright in the

tatings, so the nerwork could declare victory with almost

spactable showing. Finally, with Cosby entering its seventh

there was the possibility of ratings slippage anyway
tevitable for a long-running series), and The Simpsons
ady to claim credit. Though new episodes did not arrive
than most other returning series, The Simpsons did very
slot, with ratings for its October 11 second-season pre-
ching Cosky's, Ultimately, The Cosby Show easily won

ad-to-head contest, though it lost enough of its total audience
1l from number two in the previous season to number five this
1 the annual series rankings. {Cheers ended up at the top.)
:Fox strategy had worked, up to a point. However, NBC’s
ipstill continued to dominate Thursday nights, with The Simp-
single destination hit. (Few viewers stuck around Fox for
how that followed, Babes, a live-action comedy about three
anhatian women.) The problem was that Fox did not have
ench strength. Though the network had rushed to fill five
of prime time for the new season (versus three the previous
Jimany of its new series were clearly second- or third-tier
ngs. Haywire was a comedy anthology mishmash, Geod
dropped comedian Howie Mandel into a mortuary setting,
Javid Lynch’s documentary series, American Chronicles, was
4t off the beaten path. Clearly; Fox still had a long way to go
€ its image as the (distant} fourth network.
onetheless, with offerings such as The Simpsons and In Living
Fox had shown the viability of gearing series toward young-
ing demographics, even if the total audience was less than
Ompetition’s, Those who tuned in were prime advertising
(For example, the Thursday night Simpsons was the perfect
[0 advertise teen-appealing theatrical feature films opening

on Fridays.) For the fall, the other networks also joined Fox in
adding a few new seties aimed at younger viewers (usually tele-
graphed by a high school setting or goofy characters), though Fox
continned to be most on-target with its offerings. Get a Life fea-
tured former David Letterman regular Chris Elliot playing a thirty-
year-old slacker newspaper delivery boy still living at home with
his parents {played by Elinor Donahue and his real-life dad, Bob
Elliott). Parker Lewis Can’t Lose cast Corin Nemec in the title role
of a deviouslty charming teen and Melanie Chartoff as his exasper-
ated high school principal. The concept was in the spirit of the hit
1986 film “Ferris Bueller’s Day Off* and was far superior to the
official TV series adaptation, Ferris Bueller, on NBC that fall.

The most impressive new Fox teen offering was from veteran
producer Aaron Spelling, Beverly Hills, 90210, set in that posh

- California zip code. It opened with siblings Brenda and Brandon -

“Walsh (Shannen Doherty and Jason Priestley) as sophomore trans-
fer students from Minnesota dropped among the sons and daugh-
ters of the rich and famous at West Beverly Hills High School after
their dad’s company moved him to the West Coast. The series
perfectly captured teenage self-confidence tempered with awkward
self-awareness and social peer pressure, providing a slice of high
school life grounded in reality but highly accelerated in the tony
Beverly Hills setting. Over time, both Brenda and Brandon built 2
strong circle of friends, including status-savvy Kelly (Jennie
Garth}; Steve (Tan Ziering), a dedicated party animal; Dylan (Luke
Perry), a brooding loner with a James Dean aura; Donna (Tori
Spelling, danghter of Aaron), a “good” girl proud of her virginity;
David (Brian Austin Green), a freshman music wiz interested in
Donng; and Andrea (Gabrielle Carteris), the brainy editor of the
school newspaper who was from the less affiuent side of town (she
lived with her grandmother so she could reside in the high school’s
district). Together they faced issues that resonated with teen view-
ers, including choosing the latest fashions; using fake IDs; dealing
with academic and social pressures; resisting the lures of drugs,
cheating, and gambling; pursuing an active sex life; and, most
important, developing and treasuring friendships. Even teens who
would never own a Porsche could identify with them.

On the Big 3 networks, about the only creditable new youthful
personality in prime time was Will Smith, who had scored a main-
stream pop music hit in 1988 (as half the duo D. J. lazzy Jeff and
the Fresh Prince) with the comic tap lament “Parents Just Don’t
Understand.” NBC’s The Fresh Prince of Bel-Air alloded to
Smith’s rap identity in the title, casting him as a teen from the
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