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F day night fixture m@BC lasting sixteen years.

“Son Square Garden on Friday.

“reality,

ON FRIDAY, SEPTEMBER 29, 1944, THE FIRST successful
ong-lasting commercial network television program premiered,
he Gillette Cavalcade of Sporis. That evening, Steve Ellis, the
armouncer for the Gillette Razor Company’s tadio sportscasts, did
the blow-by-blow description as world featherweight champion
illie Pep easily defeated Chalky Wright in fifteen rounds. The
ntire NBC television network — New York, Philadelphia, and
hmeetad\\( — carried th@l\ﬁrst program and the series became a

The Gillette Cavalcade of Sports was an outgrowth frmf{ _
Hitlette had joined with Mike Jacobs’s 20th Century Sporiing Clab™
the late 1930s to present weekly boxing matches over the NBC
ip network, which met with considerable success. In October
43, NBC television began occasional sports broadcasts from
Ma’fﬁson Square Garden for serihcemen in hospltals carrying such
the toded and’ boxmg By mid-1944, it ‘was clear that!,
-t clevision boxing and wresthng were quite popular. Telecasts fromJ
dison Sqguare Garden, local semi-professional matches, and a
- professtonal prize fights drew a strong response. With hordes
servicemen expected back soon from the war, Gillette felt it
might be wise to expand its sports coverage and get in on the
:ground floor of television by adding a TV version to its regular |/
-tadio broadcasts. It scheduled telecasts for three nights of the '
'eek boxing from St. Nicholas Arena on Monday, wrestling from
i the same spot on Tuesday, and, the main draw, boxing from Madi-

© (illette’s commitment to weekly television sponsorship, com-
g 80 soon after J. Walter Thompson’s initial entry into television
ver the summer, gave the video industry a much-needed shot of
espectability among the hard-to-impress skeptics on Madison
._Avenue It proved that advertising on television was no longer a |
farfetched fantasy for the future, but could be a daily conuner01al

. The success of Gillette’s sports show (with its roots in radia)
:also showed that, while radio and television had ostensibly gone
-their separate ways a decade before when NBC ended its reliance
“on simulcasts, the two media were still inexorably tied. Not only
~did radio provide the funds to pay for television expansion, it also
Supplied ideas for shows. Programmers would look at established
‘Tadio hits and restage them for television, hoping to atéract a simi-,
:lar loyal following of fans to the new medium. Besides sports, ~E

4. We Want to Find Out
First Where TV’s Goin’

radio_stunt and game shows in the style of People Are Funny and
Truth or Conseqie S—HECT ‘the most obvious visual appeal. The
format consisted of han dsom@ﬂgrchangeable ‘male hosésiusing the
lure of cash or gifts to lead unsuspecting, eager, basically naive
average Americans through demeaning yet undeniably funny she-
nanigans. In these audience participation programs, the antics were
much more entertaining when seen rather than merely described.
The first network radio game show to be made into a weekly
television series was Missus Goes A’ Shopping. CBS had brought
it to the air two months before the - premicte of NBC’s Gillette box-
ing, but because it was unsponsored the program was not consid-
ered as important to television’s progress. Host John Reed King, a
veteran of the same sort of thing from radio’s Double or Nothing

game, presented such stunts as a woman trying to stide & quarter

off her nose without moving her head d and a 250- pound truck driver

frying to squeeze into a girdle. CBS producer Worthington Miner
added sofrie clever visual production bits to this generally undistin-
guished show and perhaps it was his touch that won Missus Goes
A’ Shopping rave reviews. One critic wrote: “This removes all
doubts as to television’s future. This is television.”

Simple stunt and game shows were the easiest choice among
radio programs being considered for televisicn and were especially
appealing to CBS (which still treated TV as chiefly experimental)
and the newly established Blue (ABC) network. In fact, the first
television program by ABC-Blue was a TV version of a mediocre
radio game show, Ladies Be Seated (hosted by Johnny Olson),
which began on February 25, 1945, Five months later, Blue was
officially renamed the American Broadcasting Company, though it
still did not have a home base for its television operations. It had
applied for stations in New York, Chicago, and Los Angeles, but
the FCC had put a halt to processing applications for the duration
of the war. As a result, ABC was forced to bicycle along the East
Coast, preducing television shows in the studios of General Elec-
tric’s WRGB in Schenectady and DuMont’s WABD in New York.
Among the productions in this jerry-rigged television operation
were a video version of radio’s Quiz Kids and a ten-week variety
series, Letter to Your Serviceman, with Joey Faye, Burt Bacharach,
and Helen Twelvetrees as headliners.

DuMont did not have a stable of radio shows to draw from, so it

put more emphasis on formats specifically designed with video in-,
mind. Instead of radio game shows, the network dabbled in trave- ’
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logue presentations such as Magic Carpet and breezy. cooking
instruction such as Shopping with Martha Manning. Like game
shows, these were cheap, visual, and easy to produce, though the
subject matter of travel and cooking ultimately proved just as dull J‘;
and trivial. However, because they were so simple, such programs * '
proliferated for years on all the networks, serving as inexpensive
filler with such appropriate titles as The World in Your Home and I
Love to Eat.

When striving for class and recognition, however, DuMont con-
tinued to concentrate on drama and achieved mixed success. In the
f411, DuMont presented the first televised version of “A Christtpas
Carol” by Charles Dickens as well as the first full-length mu§1cal
comedy specifically written for television, “The Boys from Bcnse..”
“A Christmas Carol” was well received but “The Boys from Boi-
se” (staged by the Charles M. Storm Theatrical Company) suffered
from the technical shortcomings of mid-1940s television. The carn- .
eras could focus clearly on only a limited area of action and so, on \ |
the small TV screen, movement seemed very cramped. As a result, k! i

through very quickly.

16 WATCHING TV

the life and bounce of a wide-open stage show was abs_ent and the
meager plotline typical of such musical-comedy efforts wore

All of the TV networks were anxious to develop a successful
TV format for music because music and musicians were the essen:
'tial ingredients of radio. Programmers assumed that, to a degree,
"the same would hold true for television. CBS launched its ownl
" modest efforts ar television music with a special fifteen-minuie

solo program featuring Victor Borge, a recent Danish émigré, an(:i
a weekly variety show hosted by Paquita Anderson, At Home,
which featored regular appearances by singer-guitarist ‘.l(‘l}l
Brynner. Developing musicians with TV experience seemed Ylt?l
because, in network radio, most of the big stars had begun as sing:
ers or instrumentalists, and even the comedy giants included mu
cal bits or singing sidekicks in their comedy-variety shows lfof_' a
change of pace. In fact, that fall CBS Radio promoted o top billing
just such a pair of second bananas: Ozzie and Harriet Nelson. :
Ozzie and Harriet had become man and wife in the mid—1930$

ar éfter Harriet Hilliard joined Ozzie Nelson’s band.
jle Tat ‘becoming the symbols of middle-aged parenthood at its
tifias time Harriet was quite a beautiful young singer and
a very popular dance band leader. The two gained na-
cognition during their 194144 supporting stint on Red
‘radio comedy show. Their relaxed ribbing of each other
'g"' arital spats and their young children made them well-
adio personalities who showed they could handle comedy as
as miisic. When Skelton was drafted into the army, the Nel-
seeived their own show.
¢ “America’s favorite young couple,” Ozzie and Harriet
ait radio series on October 8, 1944, their ninth wedding
. Over the years, their personal and professional lives

sd t continue that impression. On The Adventures of Ozzie
: '_ 4+ Ozzie Nelson, band leader, portrayed a fictitious Oz-
f--band leader. In both worlds, he and Harriet had two

pporting cast, who was trying to stage a radio comedy
‘by-a talented supporting cast. In Benny’s program,

ywhiz life usually remained the focus and what emerged
y funny comedy-variety show about putting on a comedy-

& __Qr_'mat carried them through both long radio and,
Q runs. It served as the model for other television

es:C: Petrillo, president of the American Federation of
AFM), the largest of the musicians’ unions. Petrillo
one of the most powerful men in American hroadcast-
ridio’s reliance on music as an effective bargaining
on fat pay raises for “his boys™ in the radic orches-
ling crippling musician walkouts during protracted con-
_atljons throughout the late 1930s and early 1940s. Pe-
ed that large raises were necessary to rectify the inordi-
paying labor contracts that had been signed by his pre-
hen radio was not yet a lucrative mass medium. He had
alling into the same trap himself with television, so
45, before any bad video contract precedents could

i :m_u__SIé_iéns. There were no specific negotiating points
able ust the desire to avoid premature agreements, Before
ny _eals,_Petrillo said, “We want fo find out first where

H

9"’1’3’:111’, Which lasted three years, was a crippling blow
on: at this stage because it eliminated some of the most

ecided to put a total ban on all television appearances |

.

WTOP’s Arthur Godfrey covered the Independence Day
ceremonies at Ardington National Cemetery in July 1945.
{National Archives)

L{r‘ popular radio talent, techniques, and formats, such as musical-
X variety shows and shows with famous singers. Without Iive music, *
television would never get off the ground. The few musical-variety
shows tasted on television after the Petrillo ban went into effect
demonstrated the futility of such ventures without live musicians.
Performers on a test TV version of ABC radio’s popular Breakfast
Club with Don McNeill tried to mime (or “lip synch™) records, but
« the results were disastrous. Until the networks and Petrillo came to ’;'

an understanding, television had to restrict itself to boxing, drama x

¢ anthologies, cheap film shorts, cooking instruction, game shows, f'

' and, to a very limited extent, news. )
The television networks had made tttle effort to establish amy
news service by (1Q§§}‘4,-because television as & whole was not yet
profitable and there seemed no reason to spend money in such a
low retun area. Instead, the networks unsed theatrical newsreel

narration in stentorian tones while hokey “appropriate” music

matched the action (a news clip of an earthquake in Japan would

,be accompanied by Japanese-style music).

¥ In the 1930s, there had also been a similar scarcity of news on

¢ the radio, with most reports consisting of a few headlines supplied

& by the major newspaper wire services, or leisurely observations by
commentators such as Lowell Thomas (NBC) and H.V. Kaltenborn
(CBS). The outbreak of World War II changed all that as CBS
made a concerted drive to become the top radio news service. Em-
phasizing on-the-spot coverage, the network built a solid corps of
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battle-trained correspondents (led by Edward R. Murrow)} who
brought their sharpened reporting skills back to the States when the
war ended.

The same sort of style was impossible in the early 1940s for
ftelevision, which Jacked the technology, personnel, and finances
"’ .for on-the-spot coverage. In the first half of 1945, as the war in
| sEurope ended and the leadership of many major powers changed

September 29, 1944
Gillette Cavaicade of Sports. (NBC). The first successtul,
long-lasting commercial network television series.

October §, 1944

The Adventures of Ozzie and Harriet. (CBS Radio).
“America’s favorite young couple” begin twenty-two years
of weekly shenanigans,

December 11, 1944

Chesterfield Supper Club. (NBC Radio). Perry Como’s
first musical-variety series, in which he follows Bing
Crosby’s formula of easy, natural singing.

January 15, 1945

House Parry. (CBS Radio). After a year as sole host of
Peaple Are Funny, Att Linkletter adds a second show, one
with less slapstick and more interviews.

February 25, 1945

Though it has no “home base” station of its own, the Blue
network gamely begins television operations with a video
version of its radio game show Ladies Be Seated.

Aprit 15,1945

NBC Television Theater. (NBC} Producer Edward Sobel
begins Sunday night television drama on NBC, with Robert
Sherwood's “Abe Lincoln in Illinois.” Tweaty-nine-year-old
production: assistant Fred Coe takes over as producer in
1946,

April 30, 1945

Arthur  Gedfrey Time. (CBS Radic). Slotted as an
unspensored summer filler, the “old redhead™ stays on for
twenty-seven years,

April 30, 1945

Queen for a Day. {MBS), Distraught women vie for
fabulous prizes by describing their personal crises (on cue).
Jack Bailey becomes emcee of this tearfest in January 1946.

May 13, 1945
NBC sets up its own television news filn: depaztment.

June 7, 1945
The Adventures of Topper. (NBC Radio). Rolan_d Young
recreates his movie rele as host to a pair of ghosts,

June 15, 1945
The Blue network officially is renamed the ABC network.

July 2, 1945

Beulah. (NBC Radio), After a stint on the Fibber MeGee
and Molly show, the popular character of Beulah, a black
maid dubbed “queen of the kitchen,” begins “her” own
program. Beulah is actually played by a small white man,
Marlin Hurt.

/ 35mm camera “borrowed” from the govermnment. For news any-
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hands, world events moved too quickly for newsreel orientation,
vet the networks continued to rely on them. Television could onfy
,pretend that it was covering the news. On V-E Day, May 7, 1945,
fnot one television network had its own news-gathering operation, -
That day, all three networks managed to assemble specials on
the end of the war in Europe, but most of the coverage consisted of
live pickups of the celebrating crowds in New York City’s Times
Square. A week after V-E Day, NBC decided to get the jump on its

i television competition and established the NBC Television News
Film Department. It was a lovely title, but all the department con-
sisted of was a few cameramen who made extensive use of a

where outside New York, NBC continued to purchase newsreels.
On August 8, 1945, NBC did present the first network-produced
television news show, The NBC Television Newsreel, but it was
virtually indistinguishable from the coverage provided by the the:::
atrical newsreel companies. For example, as the country celebrated.
the end of the war against Japan one week later, the program mere-
ly featured more live pickups of cheering crowds at Times Sqguare.
Since mid-1944, CBS had been presenting fifteen minutes of news
on the nights that the network was on the air, but The CBS Televi:
sion News relied solely on material purchased from the newsreel:
firms. Anchor chores on the CBS. newscast fluctuated for over two
years until late 1946 when twenty-nine-year-old Donglas Edwards
became the regnlar anchorman {a post he held for more than fifteen -
vears). Edwards resisted the assignment at first becanse he feared
that television news was a dead-end occupation. In the mid-1940s,:
the only road to broadcast news stardom was on radio, which had
made a celebrity out of Ed Murrow and, more recently, Arthur
Godfrey.
Godfrey began his radio career as “Red Godfrey, the warbling
banjoist” on Baltimore’s WEBR in 1929. During the 1930s, he
gerved a long stint as a disk jockey on CBS affiliate WTOP in
Washington, where he pioneered a “natural” style of ammouncing;
Godfrey tried to sound like a “regular Joe” rather than an officious
announcer mechanically hustling some sponsor’s products. He pra-
sented himself as an honest fellow who ad-libbed and talked direct:
1y to each individual listener, sharing just what was on his mind.
The stuffy commercial scripts that shamelessly plugged sponsor
products frequently served as a springboard for his comments, and
Godfrey became infamous within the radio industry for his on-the:
air ribbing of advertising. (“Boy, the stuff they ask me to read!”).
The andience grew to love Godfrey and, because he directed his
comments at the commercial presentation rather than at the produet,
itself, their support kept nervous sponsors and programmers at b
National newspaper columnist Walter Winchell ran some com:
plimentary reviews and this gave Godftey a national reputation:
Godfrey served a brief stint on the small Mutual radio network in
the late 1930s and, in 1941, he secured a morning slot on CBS
radio’s local New York station. He handled this new assignment
while still remaining in Washington by pre-recording the New
York show. After finishing his early morning chores at WTOR,
Godfrey would start all over again and record onto disc (4
“transcribe”) another music and gab show which would be shipped
up the East Coast for airing the following morning. By early Aprif;
1945, Godfrey was a radio workaholic, on the air ten hours a week
from WTOP and sending another seven and one-half hours to New
York, Though Godfrey was popular locally, the CBS radio neét
work was not sure whether he could be sold naticnally. It deczded
to give him a test run in the spring and summer of 1945, when thie
network’s American School of the Air (a highly acclaimed educ
tional show) took a summer vacation. CBS ran the educational

 show going on its own in the fall. Just two weeks
‘scheduled network debut, President Roosevelt

_6_Oseve1t had been in the White House for twelve
& was the only president many Americans had ever

known. “FDR” engendered very deep emotions in almost every-
one; he had helped the country out of the Great Depression and had
led it to the brink of victory in World War . Though his death
was not totally unexpected—he had been quite ill for a while—it
was still a jolt.

On April 14, 1945, the whole country turned to radio for cover-
age of Roosevelt’s funeral in Washington. Arthur Godfrey, as top

man at CBS’s WTOP, had the assignment of narrating the net-

work’s radio coverage of the slow caisson parade down Pennsylva-
nia Avenue. Like everybody else, Godfrey was overcome with
emotion that day, but, unlike his broadcasting brethren, he let those
emotions show. As the parade moved slowly by, Godfrey talked of
the millions of people listening who were “getting ready for sup-
pertime.” When the car carrying the new president passed, Godfrey
choked as he spoke of the man who “just had such burdens fall
upon him, God bless him, Harry Truman!” As Roosevelt’s coffin
came into sight, Godfrey broke down and sobbed into the micro-
phone, “Oh God, give me strength!” It was a natural reaction for a
man whose radio style was based on naturalness. Nobody else on
the air that day better captured_| the way the country felt. When
Godfrey began Arthur Godfrey- Time on April 30, he already
seemed like a close friend to many listeners.

, Arthur Godfrey remained a daily fixture in broadcasting for the

next thirty years, though he had no exceptional performing talent

: (his-banjo and ukulele playing were only average and his jokes

only mildly humorous), and his program (standard musicai-variety
with comedy) was different only in that it was ad-libbed. Years
before the heyday of television, though, Godfrey had discovered
the secret of longevity that would prove so important in the dec-
ades to come: personality. Because he was not tied to an act or
theatrical style, Godfrey could remain on the radio day after day,
year after vear, and still not use up his material or overstay his
welcome. People did not tire of him because he was an interesting
person to listen to. He was himself,

Advertisers noted that, despite Godfrey’s reputation for ribbing
sponsor scripts, his approach to commercials was very effective.
He was not just seliing something, he was recommending it to hig
radio friends. Listeners enjoyed visiting with Godfrey, trusted him,
and bought what he asked them to.

He was the ideal pitchman.
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5. After the Storm

WHEN WORLD WAR II OFFICIALLY ENDED on Septem-
ber 2, 1945, there were fewer thai 7,000 working television sets

in the United States. There were only nine television stations on

the air; three in New York City, two each in Chicage and Los
Angeles, and one each in Philadelphia and Schenectady. Program-
ming on all of them was spotty. Yet within sixty days, three
events occurred which signaled the approaching expansion of

for television station licenses, but had taken no action hecause
most of the country’s industry was occupied with War Depart-
ment contracts. With the wartime restrictions at an end, manufac-
turers could stari to gear up for the production of TV station
equipment and home sets on a mass market scale. People once
again began to take an active interest in acquiring commercial
television stations and the FCC received a steady stream of appli-
cations, chiefly from major cities in the Fast and Midwest.
Though the commission's own bureaucratic procedures kept it
from moving very fast processing the requests, within a year tele-
vision managed to expand in areas outside New York, Chicago,
and Los Angeles.

Near the end of Qctober, Gimbel’s Department Store in Phila-
delphia held the first large-scale television demanstration in years.
Aside from the RCA Pavilion display at the 1939 New York
World's Fair, most Americans had never seen a working television
system close up. More than 25,000 people came to Gimbel’s over
three weeks for a chance to watch NBC programs from New York
and local shows sent out by Philco’s Philadelphia station, Because
the major set producers had not yet retocled for domestic work, it
would be another eleven months before large numbers of postwar
sets reached the stores, so most of the sets on sale in 1945 were
actually RCA and DuMont prewar models. Nonetheless, the pub-
lic’s response to even these old sets demonstrated great potential
for television sales and it brought TVs back into store showrooms
for the first time in years.

In October, RCA held its first public demonstration of a brand
new type of television camera, the image orthicon, the firsi major
improvement in TV cameras since Viadimir Zworykin's icono-
scope of the late 1920s. The image orthicon was 100 times as
sensitive as the other cameras then in use. This not only produced
a sharper picture overall but also extended television’s “depth of

20

television and the end of this torpid era of American broadcasting. | |
I On October 8, the government lifted its wartime ban on thel/;
|i | construction of new television stations and television sets. Overl:
the previous four years, the FCC had received several applic;attionsu

i

field.” Previously, television cameras could show clearly only
relatively small area of stage or playing field. With the imag
orthicon, much mere remained sharply in focus, so televisior
producers could present indoor productions that occupied an en
tire stage, and outdoor events that were spread over large playing
fields. L
The first tangible benefits from the new camera turned up in th
field of sports. The networks stepped up their interest in wide-ope;
team. sports, NBC began regutar Saturday afternoon telecasts '
college football games in the fall of 1945 and, the next summer; it
made professional baseball an important part of its local New York
programming, NBC also realized that the image orthicon came
allowed the already very popular one-on-one boxing matches to
presenied with “crystal clarity.” With a sharp new product to di
play, NBC and Gillette staged what was billed as the fir
“television sports extravaganza,” the Joe Louis-Billy Conn heavy:
weight fight at Yankee Stadium in June 1946. :
The Louis-Conn fight was heavily promoted in the Hast Coast
television cities as both an important sports event and a special
television program. By the time it aired, Washington had be
connected to the East Coast coaxial cable network, so NBC added
DuMont’s experimental Washington station, W3XWT (lat
WTTG), to its four-city ad hoc fight network. Even though the
program was an NBC exclusive, there was no reluctance to include
a DuMont 0&O in the hook-up because it was the only way the
event could be seen in Washington. In the immediate postwar
years, competing network affiliates in a market were rare, so any.
station on the coaxial cable would be offered a show if it was th
only outlet in a new TV city. :
The fight was a tremendous success, with an estimated andience
of 150,000 watching on more than 5,000 TV sets, as Louis defeal
ed Conn in eight rounds. Announcer Ben Graver compared the
event to the 1921 JYack Dempsey-Georges Carpentier bout wh
as the first heavyweight championship fight on radio, generated
similar excitement in its time. Tube veterans and television novice
raved about the new clarity provided by the image orthicon cal
era. One reviewer said, “This is the sort of event that’ll make pe
ple buy televisions, not the endless boring cocking shows tha
seem to turn up on every channel.” _'
Gillette had proved its point. There was a huge potential aud!
ence for TV sports. For every TV set tuned to the fight, there were,
on average, thirty people watching, many of whom were seeing afl
event on television for the first time. NBC inserfed frequent refets

ne_w___mage-orthicon cameras allowed better coverage
g events. (National Archives)

l_iia_tte’s weekly Cavalcade of Sports show, hoping that
ent over the Louis-Conn fight might translate into a
mber of regular TV viewers. The chief stumbling block

p:rogrammers turned again and again to radio for
d: ideas, but not all radio translated well into video.

i it Cerf). NBC’s suspense radio thriller, Lights Out,
$ attempt to cross over to TV in 1946, On radio, the pro-

tpieces of audio horror. During a few test television |,
quivalent video tricks were either impossible or too !
As-a_.r'esult, the stories in the television version emerged {I
100 1ame to match the reputation of the original.

s nore successful with The NBC Television Theater, a
drama series Jaunched in April 1945. Following DuMont’s
tumed to the stage for inspiration, presenting drama
with firm roots in the legitimate theater rather. than
Fred Coe had taken over production chores for the

- displayed a tremendous understanding of drama as
nd: entertaining form. In its first year, NBC Televi-

I

% and becomes the first TV network to have two O&Os oa the
* air, connected by coaxial cable.

September 29, 1945

colfege football games, featuring the few Bast Coast. schc—lol_s
that Wil “allow television coverage. In the first game,
Columbia defeats Lafayette, 40 to 14.

October 5, 1945

Meet the Press. (MBS), Martha Rountree and Lawrence
Spivak lead weekly, unrehearsed radio interviews with
newsmakers. The first guest is U.S. Chamber of Commerce
president Eric Johnson.

October 8, 1945

The war-induced freeze on handling new station
applications ends. ABC officiaily files for three television
0&Os, including one in New York.

October 25, 1945
NBC unveils its new image orthicon camera.

October 27, 1945
Harry Truman makes his first live television appearance as
president: a Navy Day speech in New York’s Ceatral Park.

December 1, 1945

Army beats Navy (on NBC) in their annual football
contest, the first event to be televised with the new image
orthicon camera.

January 9, 1946
William Paley, president of CBS since 1928, moves up to
chairman of the board. Frank Staanton is the new president.

February 12, 1946

Washington is linked to the East Coast television network.
General Dwight Fisenhower is shown laying a wreath at the
Lincoln Memorial.

TN
March T, 1946
: New York City begins a final six weeks without television
jas NBC joins CBS and DuMont in signing off temporatily
i for frequency alignment. On April 15, DuMont’s WABD is
the first to return to the air.
April 15,1946
The PuMont television network is officizlly inaugurated |

May 9, 1946
Hour Glass. (NBC). Vaudeville comes to television and it
seems to work.

Jume 6, 1946

Here’s Morgan. (ABC). Taking advantage of television’s
visual nature, Henry Morgan, radio’s reigning bad boy,
illustrates his monologue about the intense light necessary in
a TV studio by stripping to the waist—on camera.

June 19, 1946
Joe Louis overcomes Billy Conn in television's first
“sports extravaganza.”

July 2, 1946
Arthur Godfrey's Talent Scouts. (CBS Radic). Godfrey
enters prime time, as host of an amateur talent show.
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sion Theater presented: Noel Coward’s “Blithe Spirit”; “Angel
Street,” a ninety-mimute thriller using the entire Broadway cast of
four people (an ideal size for television staging); and “Mr. and
Mrs. Nerth,” adapted from a Broadway show taken from a radio
series based on magazine articles, with Efrem Zimbalist, Ir. in a bit
part. Critics who had barely heard of television just months before

{ began to praise NBC’s television drama productions as being as
¢ good as or better than anything running on Broadway. Under Fred
Coe, the performers, scripts, and direction were top notch and,

almost single-handedly, Coe made NBC the leader in serious TV
drama for a decade. He was NBC's equivalent to Worthington
Miner at CBS, a producer with superb television instincts.

The NBC Television Theater ran Sunday night, usually startmg_*!.u
about 9:00 P.M. (NBC devoted the time slot to drama for the next ;
twelve years). From the beginning, the network had high hopes for
the series. Though it remained unsponsored for more than three
years, the critical acclaim given to The NBC Television Theater
served as a reminder to viewers that television could expand be-
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yond theretofore typical fare such as newsreels, games, cookjn.
film shorts, and sports. Just like Broadway, television could pre

sent high quality entertaining stories.

While pleased at the artistic success of its unsponsored Sunda}f
night drama, NBC was still searching for a formula that could geI_l
erate a commercial television hit. Comedy-variety and musical
variety programs were among the network’s most successful radi
shows then on the air, so in May 1946, despite the continued ba
on live music by James Petrillo’s musicians union, NBC an
Standard Brands, one of the major advertisers on radio, gambled
with the first big budget TV variety show, Hour Glass.

In adapting the variety format to television, Hour Glass too_k
simple approach: On each program a host introduced four ot fivi
performers (nonmusical) who stood in front of the curtain back:
drop or a simple set, did their individual acts, and departed. Th
show was really nothing more than a series of vaudeville routines.
staged before a camera, yet Howr Glass served as an 1mp0.rt_ﬂl_1

arely_.coulc[ afford a “name” act, its weekly talent budget

tstarted out ragged and uncertain. Singer Evelyn Eaton, the
Am. fi_rét'host, had to lip-synch her records because of the
Ll 'anﬁDuring the show’s first weeks, the pretty young wom-
ring:off the sponsor’s products frequently forgot their lines
ds ofien dragged on for five minutes. By the fall, the show
etied up and such fluffs were rare. Actress Helen Parrish
er thié hosting chores and she proved more adept at project-
ersonahty through television and catching the imagination
Parrzsh became one of the first performers to be
ni:the streets of New York City and recognized as a televi-
ersonality. Hour Glass attracted a foyal following and soon
&0, one of radio’s biggest stars, did a guest spot.

Members of Congress
gathered at the Statler
Hotef in Washington fo
view the first “television
sperts extravaganza”: the
Joe Louis—Billy Conn
heavyweight fight. (Harris
& Ewing Photo / Stock
Montage)

Hour Glass was the only commercial success of the TV season,
vet it lasted less than a year. The program was the most expensive
television production at the time and there were still not enough
stations, sets, or viewers to justify such a costly experiment. Stand-
ard Brands could not point to any dramatic increase in sales as a
result of its television advertising and there seemed to be no end in
sight to the stagnant sitaation in live television music. Just as im-
portant, the FCC’s continuing indecision on whether to adopt new
technical standards to allow color broadcasting was serving as a
deterrent to new station applications. In early 1947, the program
was canceled. Hour Glass had been just slightly ahead of its time.

Yet Hour Glass set very important programming precedents in
its brief mun and became the model for future television vanety
shows. It demonstrated the surprising fact that the simple vaode-
ville format—Ilong judged passé on stage—seemed tailor-made for
the home screen.
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6. TV Gets the Green Light

NETWORK RADIO WAS AT THE HEIGHT of its golden age
in the fall of 1946. The nation was resuming peacetime activities.
More people had radios than ever before, and they speat more time
than ever listening. There seemed to be an almost perfect mixture
of news, familiar entertainment programming, and promising new
series available. Network news operations, staffed with battle-
trained correspondents, were given a larger share of the weekly
schedule. Nationally known commentators such as Waller
Winchell, Bd Murrow, and H.V. Kaltenborn had very popular reg-
ular slots in the early evening. In the ratings for evening entertain-
ment shows, Jack Benny was number one, closely followed by Bob
Hope, Fibber McGee and Moily, and Edgar Bergen. The strength
of relative newcomers such as Red Skelton and Arthur Godfrey
angured well for the future.

The NBC network was the unquestioned champion of radio.
Through the early 1930s, the Crossley ratings showed NBC far
ahead of CRS. In 1935, the Hooper organization supplanted Cross-
ley as the most respected radio ratings source, and NBC continued
its healthy lead in “the Hoopers.” Even the 1943 government-
induced sale by NBC of its Blue network (which became ABC)
had not shaken NB(’s finarcial stability and dominance in the
ratings. Though stars such as Jack Benny and Fred Allen might
hopscotch between NBC and CBS in constant search of a beiter
contract deal, NBC always maintained the strongest roster of pro-
grams. As the fall of 1946 approached, NBC had claims on Jack
Benny, Bob Hope, Edgar Bergen, Bing Crosby, Fred Allen, Perry
Como, Red Skelton, Kay Kyser, Dennis Day, George Burns and
Gracie Allen, Bud Abbott and Lou Costello, Eddie Cantor, Alan
Young, and Art Linkletter, plus such popular continuing programs
as Amos ‘n Andy, Fibber McGee and Molly, Life of Riley,
DuPont’s Cavaleade of America, The Voice of Firestone, The Bell
Telephone Hour, Dr. I. (., Mr. and Mrs. North, The Great Gil-
dersleeve, Duffy’s Tavern, Mr. District Atiorney, The Aldrich Fam-
ily, The Kraft Music Hall, Truth or Consequences, and The Grand
Ole Opry.

NBC’s schedule inclnded several popular sitcoms as well as a
few high caliber drama and music shows (usoally financed by large
industrial corporations in order to promote a positive company
image), but the network based its ratings strategy on the strength of
its line-up of established singers and comedians. NBC favored the
variety format to showcase its stars and used them as hosts of com-
edy-variety and musical-variety vehicles. CBS’s radio schedule
was structured essentially the same way, but without as many big
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names, At CBS, there were such celebrities as Kate Smith, Frank
Sinatra, Dinah Shore, Jimmy Durante, and Arthur Godfirey, plué
smattering of musical and dramatic programs such as Texaco Sh i
Theater, Lux Radio Theater, Suspense, The Thin Man, and You
Hit Parade.

In January 1946, William Paley, president of CBS since 192§
was promoted to the position of chairman of the board. During th
war, Paley was away from broadeasting, serving as head of h
government’s Department of Psychological Warfare, and, upon hi
return to civilian life, he was eager to begin a concerted drive tg
move CBS ahead of NBC and into the role as America’s numbig
one network, Paley chose Frank Stanton, a man who had worke
his way up the CBS corporate ladder over nine years, i0 succee
him in the post of president, and the two began their task by an
lyzing CBS’s sirengths, CBS had ecarned the reputation for supe
riority in radio news during the war by pioneering the on-the-spa
style of reporting. In an equivalent move in the entertainment fiek
the Paley-Stanton team decided that, instead of merely trymgt
imitate NBC’s approach to programming, they would give CBS:
distinctively different “feel” from the competition. At NBC,:
coms were generally passed over in favor of variety formats,
CBS began to encourage ideas for popular sitcoms, adding to. th
handful—led by The Adventures of Ozzie and Harriet—it alre
had on the air. The network also attempted to break from the:ac
cepted practice of program control by advertisers and theix
duction companies to produce some shows completely on its 0
instead. '

In the carly days of radio, the networks had willingly tum
over artistic and production conirol of their radio programs to: th
sponsors. At the time, the networks needed the advertising revenl
to fund their fledgling but rapidly expanding operations, and fel
relieved that some of the production burden had been remove
The sponsors, in turn, did not usually hire the talent and org
the shows themselves, but instead contracted with advertis
agencies such as J. Walter Thompson and Young & Rubicain
which acmally put the shows together. Soon it became clear
the networks had lost control of what they were broadcasting
all practical purposes, popular shows on competing networks 0
sounded the same because the same agencies had created thi
With those additional parties in the production process also layin
claim to a share in each program’s profits, the networks found the
portions noticeably reduced. Because this policy was very luct
to the “outside” producers, the networks found it next to imposs

Jidinate on established shows. The only way around the
was io retain control on new programs and hope that

_ _p_Ijoductlons. Shows such as The Lux Radio Theater
ed for fluffy star-laden melodrama. Appropriately, one

sterpiece on the alcoholic mind. Subsequent Studio
5 continued to emphasize high quality writing ra-
amorous stars. The network hoped that such distinctive
led programs, combined with its established shows
:ould eventually push it to the top. As long as NBC had
ame stars under its banner, this was about the best
ould pursue.

battle for upremacy in network radic was between NBC
: nd, but still turning profits in this golden age of
the two' other networks, ABC and the Mutual Broad-
1k (MBS). Mutual was the third oldest independent
ofmed in 1934 by owners of a few powerful radio
ffﬂ;ated with either NBC or CBS. As a seli-
voluntary association of independent broadcast-
name “Mutual™), the network allowed its affiliates
Gal"control over network programming decisions and
Haye any owned and operated stations. While the
tations did quite well, as a network Mutual was always
ancial grounds and could rarely afford high bude-

In the 1930s and 1240s, network
radio was the prime source of
home entertainment, with high
quality productions such as Bell
Telephone's prestigious concert
series The Telephone Hour.
Here, conductor Donald Voohees
(center) welcomes guest artist
Lily Pons (left) in 1942. {Property
of AT&T. Reprinted with
permission of AT&T.)

Since the mid-1930s, Mutual had been playing an unsuccessful
game of catch-up with the other networks and, in 1946, found itself
last in the network radio ratings race, suffering the inherent frustra-
tions of that position. Any hit shows developed by Mutual were
inevitably snatched by the competition, so the network lost such
programs as Dick Tracy, The Lone Ranger, It Pays to Be Ignorant,
Kay Kyser’s Kollege of Musical Knowledge, Juvenile Jury, The
Green Hornet, and Roy Rogers. In the other direction, Mutual
served as the dumping ground for network shows on their last legs
such as Lights Qut, Sergeant Preston of the Yukon, and Sky King.
Nonetheless, even Mutual found gold during this era of broadcast-
ing prosperity, chiefly with flashy but inexpensive game and quiz
shows such as Queen for a Day and Twenty Questions.

The prestige program of the Mutual network was Meet the
Press, a simple panel show with an important innovation. Previ-
ously, most radio interview programs consisted of tame reporters
lobbing softball questions at that week’s guest. Items of substance
were rarely covered. In 1945, thirty-vear-old Martha Rountree, a
freelance writer, and Lawrence Spivak, editor of the magazine
American Mercury, convinced Mutual to try a different interview
approach, an unrehearsed interrogation with bite. Each week on
Meet the Press an important, often controversial, public figure was
grilled by some of the nation’s top reporiers. During the give and
take between the guests and the questioners, important revelations
and admissions sometimes slipped cut and soon the national news
services were covering Meet the Press as a legitimate news event
itself. On one program, for instance, labor leader John L. Lewis
unveiled a threat of a national coal strike. For a while, Mutual had
toyed with the idea of entering television, but its loose organization
and meager financial resources eventually forced it to ignore video
altogether. Meet the Press, however, was brought to television in
late 1947 by NBC.

The ABC radic network ran ahead of Mutual in the ratings,
coming in a distant but still respectable third. Even though it was
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ueed: in the United States. In September, 3,242 were
: On November 4, RCA put its first postwar models on
fo pump up intercsi, NBC-TV aired a star-studded special
n Town Today, with Bob Hope, Edgar Bergen, and Ben
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January 1947, the monthly TV set production figure
10.5,437 and, by May, it reached 8,690.

o

den surge of TV set production added a sense of urgen-

BOXING EROM JAMAIGA ARENA slving the important technical questions that still faced the

Televiews

Your F8sa
Reporter

he central problem was color. Because both RCA and

Gillette Gavaloads Gf Sport _
ik oséd color systems used the spinning disk concept, they

i Play The Game

le with the black and white sets then being manu-

d. Since 1940, the FCC had been cautiously con-
isdom of ordering the few TV sets then in use to be

e |

Serving Through
Science

‘ot of new ones designed for color reception. At mid-

‘the color question became entangled in yet an-

‘frequency allotment.

A Weasiling From Chicago

930s, the FCC had assigned television stations space

m

iy High Frequency) band {channels 1 to 13), even

I Maglc Carpet I local

l FARAWAY HILL l BOXING FROM JAMAICA AREMNA

cally speaking, this could accommodate only about

"This was’ barely enough to support two national networks

| CHARM SCHOOL focal

Ladies Be Seatad I

in-all major American cities and certainly could not
‘three or four networks.
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News There Ought To Be Law

SPORTS FROM MADISON SQAUAE GARDEN ' 44, CBS executive vice president Paul W. Kesten
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th: the color and frequency problems could be
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Hour Glass

il swoop by “kicking TV upstairs” into the UHE
r_éq_u_ehcy) band (channels 14 to §3). In UHF, there

for four times as many TV channels, and broad-
wr-disk'color could commence at once. In 1944, with

aﬂd no new television sets in production, the transi-

WRESTLING FROM JAMAICA ARENA ively easy. The few people who owned TV sets

Friday M. | YOUARE {ILOVETO} Worldin
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v.new ones but, Kesten said, in the long run it
Gilleite Cavalcade Of Sports e
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aw-such a radical proposal as harmful to their

d.an unnecessary delay to the progress of

sion: ini the United States. Once the war ended,

CEs SPORTS
[ News I Shorty 1ALMANAG

ork operations would begin in earnest as TV

SPORTS FROM MADISON SQAURE GARDEN .
d: set production resumed. CBS countered

sential to television’s success and that the move to

Geagraph.
Speaking

Face To
Face
rre—

BROADWAY PREVIEWS

est solution to the problem. The network insisted

technically the newest independent radio network, ABC’s network
roots (as NBC Blue) stretched back twenty years. As a result, ABC
had a much stronger and more formal network organization than
Mutual. Though it could not possibly match the depth of program-
ming by NBC and CBS, ABC carried as varied a selection as pos-
sible, inchuding comedy and adventure staples such as Lum and
Abner, Gangbusters, and The Lone Ranger, as well as prestige
programs such as The Theater Guild af the Air (later The U.S. Steel
Hour), The American Town Meeting of the Air, and commentary
by political gadfly Drew Pearson. Like Mutual, however, ABC
turned increasingly to quiz shows for its most successful popular
programming. Tn 1947, ABC had the most popular quiz show on
the air, Break the Bank, which banded out the largest prizes (up to
a then hefty $9,000) and offered one of the most enthusiastic quiz
hosts, Bert Parks. He displayed an amazing knack for geiting
caught up in the quiz itself, urging contestants through their paces,
and sounding as if he truly cared whether or not they won.

Televigion did not enter into the overall broadcast picture very
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till only “experimental” in its monochrome
oW that it was serious, CBS restricted itself to
ole outlet, WCBW in New York City.

1946, the FCC held lengthy hearings on
insisted that the CBS color system would
ten years, while CBS countered with a
nstratlons of progress in its color system,

much going into the fall of 1946, and seemed as distant a thr
radio’s supremacy as ever. Few television stations were on i
very few TV sets were in people’s homes, broadcast sche :
were brief and irregular, and there were next to no hits or staf
attract an aondience. The debate over the adoption of a colo:
system seemed to go on forever and there were moves afa
discard all the TV sets then in use and shift television to a diffen
set of broadcast frequencies.

Beneath this apparent weakness, there was a dramatic expd
building. Special events such as the Louis-Conn boxing mat
Tune 1946 and regular series such as Hour Glass had demonsiza
the public’s interest in television. In September 1946, the
large batch of postwar television sets rolled off the assermb!
and into department stores. For the first time ever, interes
began to translate into sales. People began to buy televisiqn §
great numbers.

The rise in television set production that fall was pothin
of phenomenal. In the first eight months of 1946, only 225 TV

isystem that would make the CBS spinning
-.Th'e_' big news was that the new RCA color

a_"switch, could be used no matter what
.RCA promised the FCC that, within five

toially compatible with black and white sets, and the bulky con-
verters would be unnecessary. Without any new equipment at all,
owners of old TV sets would then see color shows in black and
white, and those who bought RCA’s color sets could see black and
white shows without any problem,

RCA’s promised compatible system involved far fewer head-
aches for the TV industry and for TV set owners, but CBS’s non-
compatible system seemed the closest to being ready for mass use.
‘When sales of black and white VHF sets began multiplying in the
fall of 1946, it became clear that the time for some sort of decision
was at hand. If the CBS plan was to succeed, it had to be approved
as soon as possible, before sales of monochrome sets increased
further. In March 1947, the FCC issued a ruling, stating that,
despite the promises, CBS’s color systemn was not yet ready for
commercial use. The commission added that, in the meantime,
there was no reason to prevent Americans from buying and using
black and white television sets. This fateful statement relieved
manufacturers and potential station applicants, who were worried
over the possibility that the entire television system could be
pulled out from under them in a sudden move to color. Though the
FCC had simply put aside the pesky color question for the foresee-
able future, this decision, in effect, made black and white VHF the

September 14, 1946

Professienal football comes to prime time (on an
experimental basis) as DuMont airs one Saturday night
coniest between the New York Yankees and Buffalo Bisons
of the All-Amerjcan Football Conference. Deanis James
helps on the play-by-play.

September 22, 1946

Broadway Preview. (NBC). Fred Coe, with help from the
Dramatists Guild, presents television “sneak previews” of
plays under consideration for Broadway runs.

October 2, 1946

Faraway Hill. (DuMont). Television’s first regular soap
opera series stars Flora Campbell as Karen St. John, a voung
city widow who moves to the country and finds a new jove.
This vangnard effort fades by Christmas.

October 17, 1916

CBS begins televising sports {other than boxing) from
Madison Square Garden, opening with a rodeo contest. John
Henry Faulk, a new CBS acquisition from Texas, handles the
annhourcing chores.

November 1, 1946
WCBW, CBS’s New York TV station, becomes WCBS.

January 3, 1947

Television covers Congress for the first time, carrying its
opening day ceremonies live. Three days later, President
Truman’s state of the nnion address before the House and the
Senate is also broadcast.

January 9, 1947
ABC temporarily ceases television programming in order
to sink its money into station construction.

May 7, 1947
Kraft Television Theater. (NBC). New York says “cheese”
and Kraft smiles.
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By late 1948, the postwar television production lines rolled at a
record pace. (National Archives)

approved television system for the country. The path seemed clear
at last for a rapid expansion in TV growth because, intended or
not, the FCC had given commercial TV the green light.

Almost immediately following the FCC decision, applications
for stations began pouring in. Within a few months, the number of
stations on the air more than doubled. Most of the new licenses
were for cities that previousty had no TV stations at all, such as St.
Louis, Detroit, Baltimore, Milwaukee, and Cleveland.

As more TV stations signed on across the country, local non-
network programs began to reach a fair level of quality and talent-
ed local personalities began to emerge from cities other than New
York. By mid-1947, WBKB, in still far-off Chicago, had devel-
oped several performers who would later become network stars.
Young Dave Garroway, a former NBC page, added a touch of
humor to Remember the Days, a weekly thirty-minute sustaining
series that consisted of old silent films. As host, Garroway not only
read the subtitles but also gently poked fun at the stylized flicks.
One reviewer thought that the show was too cute, asking, “Won’t
we be doing the same thing to 1947 television one day?” A few
months later, Fran Allison, who played the gossipy Aunt Fannie on
radio’s Breakfast Club, and Burr Tillstrom, a puppeteer, began a
daily kiddie show on WBKB, Junior Jamboree (spomsored by
RCA). The program focused on Fran’s interaction with a group of
puppet characters, especially Kukla, a well meaning little bald
mart, and Ollie, a scatterbrained dragon. Allison’s gentle good
humor and Tillstrom’s imaginative puppet characterizations made
the team regional celebrities and soon won Kukla, Fran and Ollie a
network slot on NBC.

By the end of 1947, Washington, Philadelphia, and Baltimore
had joined New York City, Chicago, and Los Angeles in having
meore than one TV station on the air, Stations connected to the East
Coast coaxial cable began establishing regular network affiliations,
though most stations continued to accept programs from (wo,
three, or even four networks-for the time being. With its long head
start in video programming, NBC was the most successful in sign-
ing up TV affiliates.

CBS was the apparent loser in the color TV shuffle. Expecting
its color system to be approved and television “kicked upstairs”™ to
UHF, the network had been lax in developing regular program-
ming, seeking out sponsors, signing up TV affiliates, and applying
for other owned and operated TV stations outside New York City.
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Grudgingly accepting the fact that black and white VHE T
here to stay—at least for a few years—CBS applied for a Chicag
O&0. o

Two months after the FCC’s “no go” tw color, CBS began ag il
fated drive to make up for lost time in TV programming ang
leapfrog into the TV lead by adopting a distinctively differs
“feel” from the competition. The network closed its TV studigs:
Grand Central Station in favor of all on-location (“remote™) g
filmed broadcasts. CBS announced plans to sharply increase, in
fall of 1947, telecasts of live sports events such as college footbi}
basketball, hockey, track and field, and the rodeo. In addi
cooking shows would originate from famous restanrants, dram
shows would come from theaters, and children’s shows woul
staged in parks throughout New York City. The Douglas Hdwak
news broadcasts would continue, but with Edwards relegated iy th
role of off-screen newsreel narrator.

CBS touted its outside-the-studio broadeasts as a great leap
ward in television. The other networks merely televised the
of a studio, which, it was said, was too much like radio wi
tures. CBS promised to bring the world (or at least New York ¢
directly into viewers’ Tiving rooms. CBS’s move was, at best;
timed and highly unrealistic. Television’s bulky technology:
not yet ready for extensive out-of-the-studio broadcasting
with little preparation, CBS had nothing special to offer potenti
sponsors and potential viewers with its new format.

DuMont adopted a much more reasonable middle ground:Fh
network also could not match NBC’s in-studio expertise, but;
like CBS, DuMont launched a more limited series of remote &

5 n “of comics, Paar begins a summer substmlte series
i y and then, in the fall, moves over to ABC

WS from Washmgton (DuMont). The first nightly
jon news show. Walter Complon is anchor,

_zc:’ropﬁone. {ABC Radio). Allen Funt starts
nose ifio other people’s business.

casts. The network copied NBC's alveady successful prime
sporting schedule and began an extensive series of on-local
sports telecasts in the fall of 1946, with a series of Mont
Wednesday-Friday boxing and wrestling matches from
York’s Jamaica Arena. NBC had aired a number of Wres_
matches, but it had always concentrated on boxing, so DuM
emphasized wrestling, and eventually tarned it into a national fz
Like boxing, wrestling was confined to a small space and-l;
to just a few contestants at a time, which made it ideal for: tél
sion coverage. Unlike boxing, wrestling had been a sport of:
marginal interest until the arrival of television. Very guickly,
promoters of wrestling began to emphasize the theatrical valite
the contests above the sport itself, which TV insiders soom g
named “flying beef” Before and after matches, the wres
threatened each other in pre-planned interviews and confrontati
Once in the ring, such colorful characters as Haystack Calho
Gorilla Monsoon, and Gorgeous George played up every sto
scream, and painful grimace to the audience for maximum effe
DuMont’s ringside wrestling announcers patterned their ac ion
fit this style. Dennis James added such touches as snapping’ chi
en bones next to his microphone when a wrestler was put Ina.p
ticularly painful-looking hold. As wrestling grew increast
popular, James became known for his trademark phras
Mother” which he used to begin explanations of the sport direet
toward housewives in the audience.

DuMont’s on-location sports programming was & rousio
cess and wrestling remained a part of the network’s sche
through the next decade. Unlike CBS, DuMont continued o
studio program formats as well, achieving mixed results. Fa
Hill, network television’s first soap opera series, was sho!
but Small Fry Club, starring “Big Brother” Bob Emery, DE
television’s first hit children’s show. By April 1947, Small
Club aired Monday through Friday, 7:00-7:30 P.M., beginning
television day with kiddie games and clowns for the small
Iucky enough to have a TV set at home. (After a successfu

15t} Em‘e’ry'relocated to a local Boston station where
comforting uncle figure to yet another generation of

'rom a studio sef resembling a fancy
entertained their famous friends and

Avenue sit up and take notice. Everyone had always suspected that

series was shown in its place. The new format, Ringside with Tex
and Jinx, moved the show’s locale from the couple’s “apartment”
to their favorite club haunts, where they continued to hobnob with
their celebrity chums, |

The success of the duo’s Sunday evening program eamed them ‘
an additional assignment, the first commercial network daytime
television program. On May 16, The Swift Home Service Club
began a one-year residency on NBC, Friday from 1:00 to 1:30
PM. Geared toward the housewife audience, the show featured
Tex and Jinx (especially Jinx) giving tips on interior decorating
and home economics, while their ever-present. celebrity friends
tossed bons mots. Apparently Tex’s chief responsibility was to
sample, with relish, Swift’s taste-tempting meat products specially
prepared for the show. Because television broadcasting still re-
quired enormons amounts of light, the resulting heat could wreak
havoc on the food. The mayonnaise went bad often enough that an
off screen bucket was kept close at hand so that Tex could immedi-
ately vomit, if necessary.

The longest-running and most important program that NBC
brought out in the 194647 season was The Kraft Television The-
ater, which began in May, NBC and Fred Coe had been staging
weekly unsponsored dramas for some time, but the Kraft dramas
were different. Not only were they sponsored by a major national
concern, they were also produced by an cutside firm, the J. Walter
Thompson agency. All the early NBC and CBS video productions
were “in-house,” so it came as guite a surprise to the industry that
NBC would allow its first major sponsored TV drama series to be
run by outsiders.

Kraft and J. Walter Thompson had been long-time partners in
staging The Kraft Music Hall on radio, so the television arrange-
ment made good business sense. It also offered NBC a ready-made
sponsored vehicle to plug into its slowly expanding schedule. If the
Kraft series caught on, the network might have an easier time find-
ing support for its own drama series. In spite of network fears that
the agency would turn out a slick and shallow Lux Radio Theater i
style drama series, The Kraft Television Theater maintained a re-
markably consistent, high quality approach over the years (rarely :
stupendous but generally quite good). Though the first presentation O
of the series, the slightly dull melodrama “Double Doer,” did not i
receive rave notices, another part of the program did.

Kraft’s new McLaren’s Imperial Cheese had been introduced to
the market in early 1947 buf, at one dollar a pound, was doing
quite poorty in sales. Kraft subscribed to the notion that television
might be an excellent advertising medium on a par with radio and
decided to use Imperial Cheese as the acid test. For the first two
weeks, all of the ads run on Kraft’s drama show were for
McLaren’s Imperial Cheese. For two weeks, pretty mode! Dana
Wryatt demonstrated the tastability of the cheese. For two weeks, ‘
the ever-convincing voice of Ed Herlihy expounded on the won- |
ders of this new cheese marvel. By the third week, every package
of McLaren’s Imperial Cheese available in New York City had
been sold. :

Now this was news! Mrs. Carveth Wells could show all the ;
travelogues she wanted, but this was something to make Madison

television, with its combined visual and aural appeal, would proba-

bly be the “biggest ad medium yet,” but until Kraft, nobody had
proved it.
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7. Vaudeville Is Back

IN SEPTEMBER 1926, RCA PLACED A FULL PAGE AD in
the nation’s major newspapers announcing the birth of NBC and
the beginning of network radio broadcasting, saying, “The day has
gone by when the radio receiving set is a plaything. It must now be
an instrument of service ... The purpose of [NBC] will be to pro-
vide the best program([ing] available for broadcasting in the United
States.”

Only two years later, NBC began operating an experimental
television station. However, it was not until January 5, 1948, that
the foltowup ad appeared, announcing network TV under the head-
line “1948-TELEVISION'S YEAR.” The ad touted, “an exciting
promise is now an actual service to the American home. After
twenty years of preparation, the NBC television network is open
for business.”

NBC proudly spoke of the four TV stations already program-
ming its network material, with stations in Boston and Baltimore to
open soon. In 1947, it was pointed cut, the pumber of TV sets op-
erating in America had increased by more than 2,000 percent, from
8,000 to 170,000.

The ad further noted, “Nineteen forty-seven marked the end of
television’s interim period, Nineteen forty-eight marks TV's ap-
pearance as a major force.”

In almost awe-struck tones the ad concluded with the declara-
tion, “The greatest means of mass communications in the world is
with us.”

The excitement that followed Kraft's successful entry into TV
in the summer of 1947 had continued into the fall as more and
more sponsors invested money in television entertainment.
Throughout the fall, the networks launched new television vehicles
and the quality of their programming began to rise noticeably. In
October, DuMont presented gossip columnist Jack Eigen in a
nightelub setting, surrounded by glamour gitls. For fifteen minutes,
Eigen talked about the latest showbiz rumors and chatted with
whatever celebrity he could corral. (Both Frank Sinatra and Fred
Allen were on the show, but only via a telephone hookup.) In No-
vember, NBC brought Mutual radio’s popular Meet the Press inter-
view program to TV, after convincing a sponsor, General Mills,
that the show was not too coniroversial for television. Fred Coe
enlisted help for his NBC Sunday night drama presentations from
two respected Broadway organizations, the Theater Guild and the
American National Theater Academy (ANTA). In December, Du-
Mont restaged “A Christmas Carol,” using twelve sets and a cast of
twenty-two.
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wice. The networks feared that if lecal stations
ibtain “Flmed shows directly from a syndicator, they
ecide not to use network programming at all.

st television should be live, not filmed, the networks
e ocals that once the cable connections were made, sta-
ve much beiter material if aligned with a national
the meantime, for those in the hinterlands, DuMont
the stopgap solution when it announced development of a
servmg live TV shows by filming them directly from
“onitor: These kinescope recordings, popularly known
eant that while a Jocal station waited for the arrival of
i its area, it could still obtain network programs,
week or two. Though the kines were often grainy
. they allowed the TV networks to beat Fairbanks
.. Finding no buyers, Fairbanks dropped the idea

Still, it was another sports remote that produced the most sx¢
ing television in the fall of 1947: baseball’s annual Werld Seri
contest, the firsi to be televised. All eight TV stations on the B4
Coast coaxial cable broadcast the seven game “subway” series
tween the New York Yankees and the Brooklyn Dodgers, 't
bitter cross-town rivals, With Gillette and the Ford Motor Coy
pany as sponsors, CBS, NBC, and DuMont organized a “pog
coverage system in which the three networks each carried all 0
games but took tums on the play-by-play and camera chores. Bob
Stanton of NBC was the broadcast voice for games one and sevel
Bill Slater took games two, five, and six for DuMont, and?
Edge handled games three and four for CBS. Close-up catiier
presented viewers at home and in bars with sharp, clear pictur
every phase of the game: the antics of baseline coaches \
complicated signals, the chalfenging stance by a batter waitin
a pitch, and the dejection on the face of a pitcher taken out ¢
game. Television, in effect, provided the best seats in the'h
and gave the dramatic championship match a greater sense ol t
ter than ever before as the Yankees won the series, four gam
three. L

Viewer response to the World Series was even greater thatt
reaction to the Louis-Conn fight of the year before. The TV
ence was estimated to be at least 3.8 million, and retailers repor}
a sharp increase in TV set sales during early October. Welcol
this news was, the World Series was merely another short-
special event. The TV networks were still searching for regh
weekly hit series to solidify their position as the primary SOUK
video programming. They were a bit anxious to find such mater
because the very concept of national live TV networks was utl
attack from the West Coast. '

In June 1947, Jerry Fairbanks, a former producer of film sho
at the Paramount studios in Hollywood, announced that h¢
setting up a TV film unit. He promised to supply programs dlI
to individual stations {bypassing the networks), a precess cal

“syndication,” dispatching filmed episodes through the mai
airing at each station’s pleasure. Not only did this represent ¢
siderable saving when compared to the potentiat cost of:
AT&T’s coaxial cable, but, with coast-to-coast network
hookups still years away, Fairbanks offered 2 ready supply of
grams to new TV stations not yet connected to the cable, He fi
seventeen episodes of a crime drama series, Public Prosecuto
the unconventional length of twenty minutes per episode), bu
networks were able to pressure the local TV station managetd

ve t:any help or support, hoping that it would

o 'viewed television as a possible economic
{tire; the movie industry had to concentrate on han-
mmediate crisis in the fall of 1947: the growing fear
tmight be used to spread Communist propa-
Vears- after World War II had ended, the new
: United States and the Soviet Union domi-
nking. Many Americans truly felt that the
anger f being infiltrated by smmter forces They

en formed durmg the Great Depression
camaraderie of the 1940s, and regarded

-

the national climate of fear and suspicion, the committee was look-
ing for a scapegoat. Fearing that a lack of cooperation might lay
the industry open to a governmental takeover, the movie moguls
offered up for sacrifice the “ten unfriendlies,” ten writers with
alleged leftist and Communist connections who had refused to
cooperate with HUAC. The writers’ refusal to answer questions on
their political backgrounds had infuriated the members of HUAC,
who loudly observed that they “must be hiding something.” The
ten unfriendlies were suspended from their jobs and “blacklisted,”
that is, nobody in Hollywood would hire them any more because
they had been linked to communism. Soon, blacklisting spread
from these ten to others who worked in movies. In each case, the
mere accusation of leftist ties was tantamount to being pronounced
guilty, and the blacklisted artists were rarely given a chance to try
and “clear” themselves. Writers, producers, directors, and actors
suddenly found themselves out of work because of unsubstantiated
charges made by unseen accusers. At first, television was mostly
untouched by blacklisting because it was felt that TV in 1947 was
not even worthy of infiltration.

As television continued to expand through the fall and winter,
though, that situation was rapidly changing. Applications for sta-
tions, which had been crawling in at one or two per month the
vear before, averaged three a week by the end of 1947. Set sales
were climbing and the January 1948 declaration by NBC that
network television had arrived served as a signal that the time had
come for serious efforts at regular weekly programming.

Less than two weeks after the NBC ad, DuMont revived the
long-successful radio variety standard, The Original Amateur
Hour. Major Edward Bowes had run the series on radio from the
early 1930s until it ended in 1945, just before he died. Bowes had
assumed a wholesome, fatherly, yet realistically critical role intro-
ducing new talent to the nation. The possibility of rags-to-riches
stardom had made the show very successful on radio and DuMont
had high hopes for the TV version. Ted Mack, who had worked
under the tutelage of Bowes, took charge, adopting the same ap-
proach in welcoming the aspiring performers. Though DuMont
took a chance and slotted the program earlier than practically
anything else then on (Sunday night, 7:00-8:00 P.M.), it became a
very popular video hit. Bot how popular?

Television was being run by people familiar with radio formats
and strategies and, as they began to develop more expensive new
video series, they felt the need for program ratings just as in radio.
Less than one month after The Original Amateur Hour premiered,
the Hooper organization, radio’s most respected ratings service,
conducted the first television rating sweep, in New York City. Ted
Mack’s show walked away with the number one slot, registering a
46.8% raiing (that is, of the televisions in the homes contacted,
46.8 percent were on and tuned to The Original Amateur Hour).
The . Walter Thompson agency, an early believer in TV adveriis-
ing, was the first ad agency to subscribe to Hooper’s rating service.

In early 1948, NBC also found itself with a hit show, though it
took a while longer to catch on. Pupper Television Theater had
begun at Christmastime 1947 as a one-hour children’s show run-
ning Saturday afternoons at 5:00 P.M. By April 1948, two week-
day episodes were added and the series was renamed Howdy Doo-
dy after the main puppet character. The idea behind the show was
simple: a few kids, a few puppets, a clown, and some music. What
made it click was the personality and verve of the program’s ring-
master, “Buffalo” Bob Smith, a former New York disc jockey who
had previously been the host of a relaxed Arthur Godfrey-type
morning radio show for adults. Smith seemed to enjoy the children
present in the “peanut gallery” and his efforts to entertain them
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on live television music ended. Within hours, member of the audience would see it. Home viewers were, in ef-
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1si¢ on television. CBS won by ninety minutes. Eu- The resurrected ABC also dabbled in drama with its first new
7:00 7:30 8:00 8130 9:00 9:30 10:00 10:30 § and._‘?hc Phx}adel;l}hla Orchestra hlt.th.e air at five in serlles in A})rﬂ, Hollywood Screen Test. Originating at first from
" March 20, while Artaro Toscanini and the NBC Philadelphia, the program was a combination drama-anthology and
o in at 6:30 P.M. These orchestral presentations, talent show in which two performers who had Broadway expe- |
t really representative of the future of live televi- rience, but who were not yet stars, appeared in a scene with a ce- ‘f
Samll Fry Glub Docrway To Fame SHOWCASE Swing Into Sports Boxing From Jamaica Arena : 'gop-oriented musical programs appeared, mod- lebrity veteran. Just as in The Original Amateur Hour, there was ‘5
MEG News| local Gillette Gavaloade Of Sparis ular radio music shows, showcasing singers in the lure of seeing stars-in-the-making, but the overall quality of
format (usually a fifteen-minute stot) or more production was much higher. The show was set up as if it were an
T variety shows (a half-hour or an hour long}. actual West Coast “screen test,” which not only served as an inno-
i far behind NBC in developing studio enter- vative format but also covered up the lack of expensive scenery.
and signing up new TV stations as affili- The seri i i i
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Through the spring of 1948, the networks’ TV schedules ex-
panded tremendously to include elementary versions of basic en-
W tertainment formats that were popular on radio. NBC presented
£ Sports From Madison Sgaure Garden enerally regarded as the powerhouses of broadcast- Barney Blake, Police Reporter, starring Gene O’Donnell as a re-
D ol Fry CIub ool CQ;EEE ocal é{i\aCE}[(\l ISFat_.mns Qec1ded to align the.mselvels Wlﬂ."l a net- porter-as-cop. On DuMont, real-life husband and wife Johnny and
Kraft Toavision Thoat nThe pp——— ¢ to go with one of the two biggest in radio. Mary Kay Sterns faced the humorous trials and tribulations of
raft Television Theater & i i ife i
Kichen | '%°% oldover from its all-remote concept was the net- married life in the appropriately titled situation comedy, Mary Kay 1
. _theamcal drama, Tonight on Broadway. Pro- and Johnny. Kyle MacDonnell, one of the first singing stars to i‘
S TETTEETS _Mi_I_lgr took TV cameras to New York theaters make a name on television, hosted a series of pleasant fifteen--
H GBS News TASTE Sports Fram Madison Sqaure Garden Broadway plays, beginning with “Mr. Rob- minute musical vehicles for NBC: For Your Pleasure, Kyle Mac-
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] es on the TV screen. While dead center, twen- case in a courtroom sefting and the studio audience acted as jury.
might have been perfect for a patron at the This seemed the perfect setting for a television discussion show.
R - or viewers at home who tried to follow the While television developed its selection of entertainment vehi-
| Small Fry Glub ‘ THE GAY COED focal Ca'“‘rf];i I tocal I Wrestiing From Jamaica Arena B 1n§h: :screel}s. (Opera glasses were not much cles in an effort to duplicate some of the draw of network radio, a
%aon;;;:f H\ﬁrﬁo.mne oo Cavaloads Of Sports 1 vere lost in the open expanse of stage, but it dramatic and symbolic change took place in radio programming.
S the only way to correctly convey the feel of On March 21, the day after the Petrilio ban ended for television
s s were: there to present the event exactly as a music, Stop the Music premiered on ABC Radio. It was a musical
|CES Mews] THE SCRAPBOOK l Sports From Madison Sgaure Garden i
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came out in an ingratiating but not condescending form. He sup-
plied the voices to most of the puppets {such as Howdy Doody,
Phineas T. Bluster, and Captain Scuttlebutt), giving each an indi-
vidnal personality. The live characters such as Princess Summet-
Fall-Winter-Spring and the mute clown Clarabell (played by Bob
Keeshan, later renowned as Captain Kangaroo) shared his enthusi-
asm and helped to make the humans as warm and friendly as the
puppets. By the fall of 1948, the program aired Monday through
Friday.

Howdy Doody was one of television’s first superstars. Small fry
seized control of the family TV set in the late afternoon and
demonstrated that they could become quite devoted to a television
character. Mothers were not upset because, when the kids were
occupied with Howdy Doody, they could relax. In the postwar
“baby boom” era, lelevision had a practical function. It was an
excellent babysitter. As a result, the late afternoon and very early
evening “after school” timeslots were recognized as prime
“kidyid” hours perfect for programming geared toward children,
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whose parents were still too busy with everyday household
seitle down and watch. :
Television was becoming an item of interest to more
households. Newspapers began accepting the medium as
life and grudgingly agreed to print daily broadcast schedules
charge, just as they did with radio. CBS, which had bel
only remote telecasts for almost a year, realized that NB
DuMont had seized the initiative in television program!_ﬁin
ing attracted only a few sponsors for its outdoor broadcd:
network conceded defeat in February 1948 by announcifg
would soon reopen and greatly enlarge its studios at Gran '
Station. ABC, which had abstained from TV production fi
while awaiting construction of its home base in New York
not to wait until the August completion date but geared
for & mid-April kick-off, using its affiliates on the Fast Coas
All the networks realized that if their new program dri
go anywhere, they would need live music. They at fast €
terms with James C. Petrillo’s American Federation of My

Milton Berle, the first host of
Texaco Star Theater, soon
became known as Mr.
Television. (Smithsonian
institution; Aflen B. DulMont
Collection)
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October 27, 1947

You Bet Your Life. (ABC Radio). After several misfired
flops, Groucho Marx, the great ad-libber, finds a successful
radic format under producer John Guedel. The setup is
simple: Groucho acts as bost of a quiz show that devotes
most of its time to his jokes.

November 13, 1947
Boston is connected to the Bast Coast network, though it

does not vet have any television stations on the air.

November 18, 1947
Mary Kay and Johnny. (DuMont). Television’s first

weekly situation comedy.

February 9, 1948

The Frederick W. Ziv Company, radic’s largest program
syndicator, sets up a television film branch to help fill the
many programming gaps on the local TV stations.

February 16, 1948
Camel Newsreel Theater. (NBC). Fox-Movietone
produces NBC’s first nightly Lelevision news show.

April 15, 1948

ABC resumes television broadcasting, using as its
temporaty headquarters WMAL in Washington and WFIL in
Philadelphia.

April 28, 1948

CBS resumes in-studio television broadcasts as the
Douglas Edwards news show becomes a Monday through
Friday production. By fall, twenty-five-year-old Don Hewitt
becomes the program’s first regular producer.

May 3, 1948

The Supreme Court upholds the antitrust decision in the
ten-year-old “Paramount Case.” Movie studios Paramount,
MGM, Wamer Bros, Twentieth Century Fox, RKO,
Univessal, Colusibia, and United Artists must begin to
comply by divesting any theater chain cwnership.

In the fall of 1948, Allen offered insurance (up to $5,00¢
any listeners who lost out on winning on Stop the Music beg:
they were tuned to him. “In other words,” Allen said, “my lis"['eﬁ
can only lose thirty minutes.” That was not quite true, Wi
prize of up to $30,000 on Siop the Music they could lose’
$25,000. But in any case, the offer came too late. Large numbers,
similar giveaway shows appeared, at the expense of both es
lished comedians such as Allen and youngsters such as by
Thomas and Jack Paar, By June 1949, Allen guit radio in dis i

At the time radio was about to meet television in a head-tg:f
battle for advertising dollars, Stop the Music demonstrated: '
game show could topple a highly paid star. This offered:ra
sponsors an attractive way to cut costs yet still have a top:
show. Even with all that fancy prize money, quiz show bud
were much less than the salaries of top radio stars who at the
made as much as $30,000 a week. A subtle shift in prioritie '
to take place. Though radio was still regarded as impot:
sponsors, the high-class high-budget formats had becom
pendable if necessary. Lower-budget quizzes could pull i
radio ratings while advertisers directed more of their mon
television.

The giveaway quiz show fad did spill ever into TV in:
1948, but none of the programs became big hits. Video produg
budgets were still relatively small so the TV quiz programs Toe
cheap rather than magical and glamorous. The shows simp
not appear as visually exciting as the equivalent radio pro
sounded. They remained just one more experimental form
television programmers in search of hit shows and prestige

The 1948 presidential race provided the networks with
Jent opportunity to boost television’s stature. President Hair
man, who had assumed office when Franklin Roosevelt dié
running for his first elected term and the Republicans felt; cet
they could beat him. As the race heated up through the sprin
summer, the networks devoted as much air time as possible;
various campaigns. Most of the stories appeared on the’
minute nightly newsreel shows that the networks had estah

over the previous year in an effort to upgrade the image
news departments. DuMont had been first in the summer 0
with Walter Compton’s News from Washington. NBC soo
lowed with Camel Newsreel Theater, a ten-minute collei
newsreels completely produced by Fox-Movietone {which
took responsibility for hiring the show’s off-screen announ¢

teen stations from Boston to Richmond
1gs- to ten million viewers watching on

distingnish one network’s convention cover-
ccause all four of them used the same pictures,
i pool camera set up to focus on the main

speaking ad-lib from the heart, his oratory was close to perfection.
This was the style he used for his acceptance address and it result-
ed in one of the best speeches of his life.

It was also a very good television speech. By not reading from a
script, Truman coold look the camera (and the voter) in the eye,
without the distracting pauses and downward glances of most
speech readers. He came across on TV as a sincere natural man
who was not so much the President of the United States as “one of
the guys.,” Truman’s speech vividly demonstrated the personal
intimacy possible through television. Sharp politicians sensed that
television might be even more important than first suspected, but
they were not yet ready to incorporate the medium into a full-scale
presidential campaign. That fall, Gevernor Dewey tumed down an
advertising agency’s suggestion to concentrate on short “spot an-
nouncements” for television. Instead, he and President Truman
both restricted their use of TV fo a few live pickups of large politi-
cal rallies. It was generally agreed that television played very little
part in Truman’s come-from-behind victory.

While politicians were just beginning to experiment with televi-
sion, the era of testing had passed for entertainment programming.
The networks and sponsors were ready for a dramatic break-
through to tie it all together. Kraft’s McLaren Cheese promotion
demonstrated how effective television advertising could be. The
top-rated Ted Mack show proved that viewers liked variety. The
vaudeville styled Hour Glass had attracted a devoted following in
1946 without any live music, and now the Petrillo ban was lifted.
The total number of TV sets in the country was doubling every
four months. It was time to move!

On pages 26 and 27 of the May 19, 1948, issue of the entertain-
ment trade weekly Variety, the William Morris talent agency
placed a two-page ad with a large headline:

May 6, 1948
The FCC takes away chamnel one from television, giving
the military use of the frequency instead.

July 5, 1948

My Favorite Husband. (CBS Radio). Lucille Ball plays a
wacky wife whose zany escapades make life difficult for her
banker husband and his short-tempered bess (played by Gale
Gordon). Jess Oppenheimer produces this “in-house” CBS

fo additional pickups from roving floor re-
up a small studio off the convention floor
Be Graver conducted on-the-spot, off-the-
_olmca_l: bigwigs. To anchor coverage of the
k dt'_ated among their top reporters. CBS
Quincy Howe, and Douglas Bdwards, while
and Richard Harkness. ABC made ex-
Winchell, while DuMont, which had no for-
Pearson as its main commentator.
_ ‘was generally uneventful and duil
wey from New York easily beat Harold
s 'sta'ged a drawn-out free-for-all. Minne-
l_l_I.f:y “a ¢andidate for the U.S. Senate, led a
ofa eivil rights plank in the party plat-
uthern Democrats walked out and formed
' __iaﬂy known as the Dixiecrats, which
their tandidate for president. The Dem-
1] Harry Truman, fell victim to the floor
-and his acceptance speech was delayed
_ iewer-voters were asleep and con-
e tifying presentation. Though Truman
der ‘6t ‘prewritten speeches, when he started

quiz show conceived by Louis G. Cowan, directed by Mark Good-
gon, and slotted in one of the toughest iime periods of the radio
week: Sunday night against Edgar Bergen and Fred Allen. Surpris-
ingly, within months, Fred Alten, a member of radio’s top ten for a
decade, had dropped to thirty-eighth place. By the end of the year,
Edgar Bergen took his Sunday night show off the air for a season.
Stop the Music had beaten them both.

Quiz and game shows had been a part of radio for years, but
Siop the Music was different. It was a quiz that directly connected
entertainment with the personal greed of listeners at home, offering
prizes for merely tuning in. The contest was simple: Phone num-
bers from across the nation were selected at random. While host
Bert Parks dialed a number, the show’s musicel regulars began
performing a popular song. As soon as the home contestant picked
up the phone, Parks would say “Stop the music?” and ask the lis-
tener (o identify the song that had just stopped playing. If correct,
the lisiener would win a prize and a chance to identify a much
more difficult “mystery melody” worth as much as $30,000.
Though the odds against being called were astronomical, enough
Yisteners felt it was wise to tune in and be prepared. Just in case.
Besides, the music was good, Parks was energetic as ever, and the
show was entertaining in its own right.

of Ed Thorgensen, George Putnarn, and Helen Claire).--_ﬁ:l
1048, as part of its return to in-studio broadcasts, CBS.b
Douglas Edwards back on camera and retitled the dailyffpir
Douglas Edwards and the News. ABC joined the other:
summer with News and Views, which used a rotating an
including TV’s first anchorworman, Pauline Frederick.
In addition to coverage on the newsreel shows, that
CBS gave thirty-minutes of time to a different presidential
date each week on Presidential Timber. Republican Harold:
was the first to appear. At the time, the radio networks bar
“dramatization of political issues,” so most political fora)
radio were generally dull discussions and speeches by el
candidate or a chosen representative. Television had no sigh
so Stassen hired an ad agency to produce a thirty-minut il
un in his segment of Presidential Timber. The film did 1i0ks
much time on “the issues” at all, but instead served as a'w'&f
torial biography meant to promote Stassen as a “nice g
than just a speechimaker.
The planners of both party nominating conventions hat
the staggering growth of television set sales in 1947 and
that a city connected to the Eastern coaxjal cable networ

radio sitcom.

July 19, 1948

Qur Miss Brooks. (CBS Radio). In another successful
home-grown CBS radio sitcom, Eve Arden plays Connie
Brooks, a level-headed, believable teacher at mythical i
Madison High School. She is backed by the omni-present ]
Gale Gordon as the blustery principal, Osgood Conklin.

July 26, 1948

The Boh Howard Show. (CBS). Piano-playing Bob b
Howard becomes the first black to host a network television :
series, appeating in a fifteen-minute weekday evening
musical show.

Aungust 10, 1948
ABC at last gets its own home-base television station as
WIZ (later WABC) goes on the air in New York.

August 11, 1948
News and Views. {ABC). Six different anchors handle
ABC’s first television news show.
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VAUDEVILLE IS BACK

The Golden Age of variety begins with the premiere
of The Texaco Star Theater on television, Tuesday,
8:00-9:00 P.M. E.D.T., starting June § on NBC and its
affiliated stations in New York, Washington, Boston,
Philadelphia, Baltimore, Richmond, and Schenectady.

WANTED — Variety artists from all corners of the
globe. Send particulars to the William Morris Agency.

A radio version of The Texaco Star Theater had played since
the fall of 1938, but that mixed variety and drama under a succes-
sion of celebrity hosts (including Ken Murray, Fred Allen, James
Melton, Alan Young, and Gordon MacRae). The new television
version was conceived as a throwback to the vaudeville houses
(such as New York City’s famed Palace Theater), which had
thrived from the turn of the century until the advent of radio and
talkies,

In vaudeville, a few acts would appear on stage, perform, and
step off, beginning with the unknowns and working up to the head-
liners. An emcee would introduce the performers and attempt to
give the show some continuity. NBC felt that a big budget televi-
sion version of the vaudeville form might catch on, just as Hour
Glass had done in its brief run. With imaginative production, a
good selection of talent, and a strong host, Texaco Star Theater
could be a big hit. Finding the right host was the most difficult part
of the formula, so the network decided to spend the summer giving
a few candidates trial muns. It quickly settled on Milion Berle to
open the series. Berle was a successful nightclub comedian who
had been a flop in numerous atternpts to make it on network radio,
but he had brought down the house on a heart fund aaction pro-
gram televised by DuMont on April 7. It seemed that the added
visual nature of television was just the extra plus Berle needed and,
on June 8, he stepped out for the first Texaco Star Theater. It was
as if television had been reinvented.

Reviewers were ecstatic: “Television’s first real smash!” “Let
the hucksters make way for the show folk!” As emcee, Berle deliv-
ered a cleaned-up version of his nightclub routine, with visual
mannerisms impossible to convey over radio, then introduced a
succession of acts (including Pearl Bailey). Yet that was just the
beginning. Berle also had an amazing sense of timing and pacing.
When he saw the show was lagging, he would dash on stage and
ham it up, holding the program together with the force of his per-
sonality. Unlike old-time vaudeville and every other variety show
previously on television, Berle's Texaco Star Theater opened fast,
stayed fast and tight, and finished fast. Even the one commercial—
known as the middle ad—was integrated into the act as a funny
plug by pitchman Sid Stone, whose “tell ya' what I'm gonna do”
come-on soon became a national catch phrase.

Instead of staging the show for the studio audience, the produc-
ers were more inierested in giving the viewers at home a sharp,
clear picture. Cameras were placed on stage instead of presenting
the view seen by the audience sitting in the theater. The resulting
closeups produced an immediacy and intimacy unmatched by radio
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and theater. This marriage of vaudeville and video technigig;
duced a new form, vaudeo. There had never been anythisy
like it on television. :

NBC had hoped for success, but had not expected a hi
proportions. After Berle's three appearances in June and
rotating group of emcees took over (including Henny Yo g
Morey Amsterdam, and George Price), but none could g
anything near the excitement of Berle. The format and his:y
ality had meshed perfectly. After frantic importuning by
Berle signed to become permanent host of Texaco Stgr
beginning in September.

Twelve days after Berle’s June premiere, CBS unveiled i
television vaudeville show, Toast of the Town, with Ed Suﬂ
host. Sullivan had been a Broadway newspaper columnige
most twenty years and his Broadway contacts made him the:
choice to head a variety show drawing on new talent. CBS
er Worthington Miner first spotted the somewhat dour; [ow:
Sullivan as a potential for television, and chose him to et
1947 Harvest Moon Ball, staged and televised in Madison
Garden by CBS and the New York Daily News. He used him
in a 1948 Easter Sunday variety benefit, and Toast of th
soon followed.

Coming so soon after Berle’s spectacular, Sullivan’s Jug
debut suffered in comparison. He was judged by the same
ards even though Berle had been chosen for his abilitiés as
former and Sullivan for his skills as an off-stage prod
could unearth new talent. Toast of the Town itself was much
1o a traditional vaudeville set up than Texaco Star Theate
livan merely introduced a succession of acts and stepped a
first, even the cameras were placed back out with the audi
the theater rather than moving them right up froat to ben
home viewers. )

Tack Gould of the New York Times called the selectiong
van as emcee “ill advised,” saying: “his extreme matter-of-f
and his tendency to introduce friends in the aundience’ ad'
little sparkling entertainment.”

In a medium centered on performing talent and warm i
Sullivan was the permanent exception to prove the rule: He
neither, but his knack for finding talent on the verge of mg
big was uncanny. Two of the seven performers on the
show were the then unknown “zany comic” team of Deail
and Jerry Lewis (paid $200 for their appearance). None
jokes about Sullivan’s stage mannerisms never ceased
the show became a big success. Budding impressionists:¢
teeth on mimicking his scrunched stance and his freque:
ed phrases such as “And now, right here on our stage” and:
big shew.” For years, husbands would tum to their wives
glowing dark and opine, “He’s got no talent. He’l! never,
was Sullivan who had the last laugh as his program ran fo
three years. Fred Allen explained the incongruity: “Ed S
will stay on television as long as other people have talent.”

SI N-OF TELEVISION during the first nine
{s nothing short of miraculous. Set manufactur-
cep. up with the demand for new product. The
ep::up with the paperwork of applications for
it television networks planned major program
& il treating the new TV season with the same
o radio season. To the television industry, the era of
s of mass communications in the world”—also
‘ad medium yet”—had arrived at last. There
it to the coming boom. At the end of Septem-

‘Channel shoutd be. If they were too
would clash and many home viewers

uld only get worse as more stations
edlly needed time to study the situation
idards, so on September 30, 1948, the

e‘c_uliar state of suspended animation,

its and techniques while serving a large,
part of the nation continued to wait

breathlessly for the long-postponed arrival of television, people in
the rest of the country became caught up in the new focus of popu-
lar entertainment.

The most exciting event of the new season was the return of
Milton Berle, the uncrowned king of television, to the Texaco Star
Theater, Milton was back and NBC had him. What’s more, he was
still “hoffo!” The magic chemisiry that had powered Berle's few
summer appearances continued to charge his fall shows. When the
first ratings came in, Berle and Texaco were so far out in front that
the number one slot was virtually conceded to them, and the other
networks lowered their sights and aimed for number two. By No-
vember, Texaco Star Theater had an 86.7% rating {meaning that of
all sets, including those not furned on, 86.7 percent were tuned to
Berle on Tuesday) and a 94.7% share (meaning that of all sets then
being used, 94.7 percent were tuned to Berle). Miiton Berle had a
hammerlock on the Tuesday-at-8:00 P.M. time slot that he would
keep for almost eight years.

It soon became clear that any program slotted against Berle's
show was going to lose big, and sponsors knew it. So the other
networks began to fill early Tuesday evening with extremely weak
programming (usually unsponsored) that had little hope of attract-
ing a large audience anyway. One of the first to do so was
DuMont, which moved out its promising Court of Current Issues
and moved in Operation: Success, a program of self-help tips for
disabled veterans.

Milton Berle’s program seerned irresistible with its fast-paced
tempo aimed directly at the home audience. Gradually, the pro-
gram evolved from basically a vaudeville format into an even
stronger vehicle for Berle’s dominating persomality: a “sketch”
show. This formalized Berle’s habit of butting into routines by
adding as a regular feature scenes with Berle and his guests per-
forming together. This provided better continuity as well as the
assurance that Berle would appear throughout the show as often as
possible. Although sometimes he seemed to be staging a one man
production, Berle also introduced some very talented performers as
Texaco Star Theater became one of the prime television showcases
for new talent. Sid Caesar, a rising young comic, appeared on one
of the early shows to recreate an airplane skit he had performed in
the feature film “Tars and Spars.” In March, band leader Desi
Armmnaz soloed with his hot bongo drumming.

Number two in the ratings behind Berle was Ed Sullivan’s
Toast of the Town, which also served as a television springboard
for new talent. In February, Jackie Gleason, who was then starring
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on Broadway in “Along Fifth Avenue,” delivered a comedy mono-
Togue about a man in love with a jukebox. Later that month, young
nightclub comic Larry Storch offered some hilarious impersona-
tions and, in June, Sam Levenson, a former schoolteacher, pre-
sented his view of life in New York City in a monologue that drew
strong critical praise. Sullivan alse arranged for the first television
appearances by established stars such as Faye Emerson, Rosemary
Clooney, Vaughn Monroe, Peter Lind Hayes, Skitch Henderson,
Bil and Cora Baird’s puppets, Frankie Laine, and Frank Fontaine.
Unlike Berle, Sullivan continued to present his guesis in a pure
vaudeville format, always stepping aside once the introductions
were finished. He also included a greater variation in types of
guests than Berle, placing concert singers, circus animal acts, acro-
bats, and ballet troupes alongside more traditional comedy and
popular music performers. Sulfivan boasted that he put on a show
with something for everybody in the family.

Even thongh Berle and Sullivan had only been on the air since
June, their shows had become the standards other television series
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in advance, the very nature of their act {(which

tried to copy. The makeup of the program schedule for__th £
1948 made it quite clear that television had adopted ¥
radio trait: mass imitation. Nervous radio sponsors, dest
largest possible audience for their programs, tended to che
bon copies of already successful formats rather than riskiau
rejection with an untested concept. The same was holding
television. Berle and Sullivan had vividly dermonstrated
larity of vandeo shows, so the airwaves were filled
programs {rying to cash in on this proven path to vid
Combined with the expected deluge of new musical-variet
launched after the Petrillo ban was lifted, these gavc view
first overdose of a hit formula.

Russ Morgan hosted Welcome Aboard, which was ostel
aboard a ship, and featured numerous guest appearaﬂces
van's first finds, Dean Martin and Jerry Lewis. Frank Font
later Jan Murray hosted Front Row Center, while Morey.
dam’s show brought forward the talents of second banana:
ney. NBC slotted Phil Silvers to host The Arrow Show bu

'_'ﬂ_ight” the home audience would put
had done with radio) and go out. Instead,

e of Stars built a moderate (but not over-
setved ‘as a training ground not only for

Carter, but also for his successors as the show’s host: Jerry Lester,
Jackie Gleason, and Larry Storch. Each, like Carter, went on to
success with other networks after a stint with the program.

The less-than-spectacular performance by Cavalcade of Stars
even against weak competition was a grim disappointment to Du-
Mont, which badly needed a smash hit show. Though all the net-
works had ignored the FCC-imposed freeze at first, after the flurry
of fall premieres it became apparent that, as a result of the freeze
on new stations, the competition for affiliates would be tighter than
ever before. During the freeze, there were many cities with only
one television station, and, consequently, these stations found
themselves besought by all four networks to air programs. Broad-
casters in one-station markets regularly tock programs from all the
networks, depending on which shows were doing the best. DuMont
and ABC were especially hurt by this situation because NBC and
CBS, the Ieaders in network radio, had the biggest names and al-
ready occupied the top of the TV ratings. By the middle of 1949,
the two major networks dominated the airtime on most stations, at
the expense of the two smaller networks. Cavalcade of Stars
demonstrated how difficult it was to break this cycle, even with a
reasonably good show. ABC and DuMont needed smash hits just
to catch the attention of local programmers and have them consider
airing their material. This became a circular “Catch-22" situation
because if local stations regularly chose the most popular pro-
grams, how could any new show build an andience and become a
hit? Soon, however, DuMont realized that the tight market limita-
tions of the freeze had also provided it with one important weapon
it could use to fight back: the city of Pittsburgh.

Before the freeze took effect, DuMont had won FCC approval
for its third O&O station, WDTV (later KDKA-TV), the first tele-
vision station in Pittshurgh. During the freeze years, this gave the
network the only television outlet in one of the nation’s largest
markets, so sponsors that wanted to be seen in Pitisburgh had to
“play ball” with DuMont. This monopoly over the Pittsburgh air-
waves soon became one of the network’s most important assets
and it won sponsors for a number of DuMont shows that would
have been otherwise ignored. One of the most peculiar program
deals took place in early 1949 when Admiral agreed to run its Ad-
miral Broadway Revue on DuMont as well as NBC (which had
more affiliates than any other TV network) in order to get intc
Pittsburgh. The simultaneous placement allowed DuMont to tout
the program to local stations as a DuMont show and to try to inter-
est them in its other network offerings. This short cut to credibility
failed because broadcasters considered The Admiral Broadway
Revue an NBC program anyway, so it never became the “DuMont
hit” the network so desperately needed.

NBC had its own problems with The Admiral Broadway Revue,
chief among them the fact that its Broadway-based producer, Max
Liebman, concentrated on the theatrical aesthetic of the live
presentation itself, with the cameras framing the action within the
proscenium arch of the stage rather than as part of a production
geared to andiences at home. He brought together a talented group
of young performers—comics Sid Caesar, Imogene Coca, and
Mary McCarthy as well as dancers Marge and Gower Champion—
and each week staged a very funny Broadway-style revue that
worked well in the theater but felt constrained on the TV screen,
even with some close-ups and zooms. Though a popular hit, The
Admiral Broadway Revuie ended after a thirteen-week run when
Admiral pulled out as sponsor. Liebman learned from this experi-
ence and had considerably more success the following season
when he returned with a restructured approach to that program mix
under the banner Your Show of Shows.

When the FCC approved DuMont’s request for a TV station in
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b /45 the jnauguration of President Truman. Nine- Viewers who had considered Shakespeare too highbrow and in-
¢ Parsons, who had seen the March 4, 1889, scrutable found the program comprehensible and exciting. Critics

enjamin Harrison, Wff‘mhed the Truman ceremony praised the production as an example of the high quality television

i declared that seeing it from his home in Philadel- drama they had been hoping for.
uch.more Icomfortal?le way. At NBC, the Philco corporation signed on in the fall of 1948 as
the inauguration broadecast, NBC took over the first sponsor for the network’s three-year-old Sunday night

ews show, bringing in a live on-camera an- drama showcase, which became The Philco Television Playhouse
seron Swayze, a comparatively fancy set, and a Producer Fred Coe’s first efforts for Philco were adaptations o'f
Ngw_s Caravan. The new program soon passed Broadway productions and classic plays. In the second season he
: and became the nurber one network news show, shifted to adapting bocks and presented the program as a novel-a- !

ven ye?rs. At heart, thc?ugh, both.Edwards and week. Gradually, as Coe turned more and more to original scripts A
1o essentially the same thmg and neither program rather than adaptations, the program improved and eventually be- :!
depth:of network radio news coverage. Television came known as the most innovative drama series on television

wsreel organizations for films of news events The obvious seclution to the adaptation problem was original
u -than newsworthy. There was very little on- material. In 1948, however, TV writers felt it was tough eniu h
Important but more complex stories were usual- just turning out the adaptations on a weekly basis Soin out if
mimaries by the news anchors. In his reports, N ’

P “Lét’s hop-scotch the world for headlines!”
‘Bulletins taken from the wire services.

lE regarded as the domain of radio, much was

telovision drama. New York based critics— September 19, 1948
orviewed drama as one of the best Forms Stained Glass Windows. (ABC). Catholic, Protestant, and
. Yet in 1948 and 1949, television drama Jewish faiths alternate in this Sunday afternoon religious

e pectations. Original stories were rare and show. It is joined two months later by Lamp Unio My Feet

o t.o. develop their production techniques. The on CBS, as the networks quickly settle on obscure weekend
' slots as the place for less profitable “cultural” fare. Soon

owever, was the she i i i
IWEEED th er bulk of material required. Sunday afternoons become known as “egghead” time.

Washingtonians:

watched the 1949
World Series ona
displayed in a stor
window. (Nationat
Archives) :

wrned o previously written plays, books, September 20, 1948
seripts; but even these required a great deal of The Midwestern television coaxial cable network begins

hadto-be adjusted to television’s limitations and operation conmecting  Chicago, St Louis, Detroit,
or_thirty-minute format. In addition, the Milwankee, Toledo, Buffalo, and Cleveland.

ed as much pressure as possible to try and

kept control of KTLA and about 30% of DuMont. A separa

Pittsburgh, the commission reiterated its belief thai DuMont was
October 3, 1948

conirolled by its major stockholder, Paramount Pictures, and said pany, United Paramount Theaters, was created to manage

- L . ) : o X : : from:hot: Broadway property that was und

that it would not grant any more TV licenses to either Paramount ie theaters and run WBKB. The Justice Department wa : = er The National Football League becomes the first

or DuMont. The FCC had set an ownership limit of five TV sta- that Paramount had complied with the Supreme Court’$ 1% O'inOOd lawyers cven argued that the professional sports organization to allow regular weeklsy

tions for any one group and because it classified Paramount and the BCC was not so sure. Preoccupied with the freeze, the con : : m .ada'ptatlons of some shows meant network television coverage. As with radio, the Sunday

DuMont as one organization, it counted the two Paramount stations sion refused to say whether it accepted the Paramount/Unife % .pe-;ecc.n.rdmgs C?de not be allowed be- afternoon NFL contests are on ABC, becanse both NBC and

(WBKB in Chicago and KTLA in Los Angeles) and three DuMont mount split as total. Until it did decide, it would conting Jilms of the productions. Just to be safe, TV CBS do not consider professional football worth covering. '?
: entra_ted- ‘on material that the Hollywood On this first Sunday telecast, Joe Hasel does the play-by- |

play as the Washington Redskins defeat the New York :

sume that DuMont and the two Paramounts were one org
that owned five TV stations and was not entitled to any mom
The FCC’s slow pace in sorting out technicalities placed

stations (WABD in New York, WI'TG in Washington, and WDTV
in Pittsburgh) as reaching that limit. Both companies refused to
accept the FCC’s decision as final and planned to continue the

top producer, Worthington Miner, the task Giants, 41 to 10. '

itic program for the fall of 1948 and he October 22. 1948

fight once the freeze was lifted. Paramount wished to establish TV casters in a squeeze between their day-to-day business It )

stations in Boston, Detroit, and Dallas, while DuMont intended to the commission’s decision process. Without the expansio f_S;udzo Qne' The p rogram consist- Break the Bank (ABC). Radio’s big money quiz show fad

push for O&Os in Cincinnati and Cleveland. With the battle over vision into new markets, the smaller networks found them b edter adaptations, but Miner’s produc- Is transplanted (o television by ABC, -thz qnetworkwth‘;t

network TV affiliates already so intense, DuMont felt that it need- consistently lagging behind as NBC and CBS solidified th material into high quality television started the trend on radio. Bert Parks is emcee of what
he' first season’s stories himself and becomes ABC’s first top ten television show.

in TV. Potential station applicants and investors ACross:
were forced to scuttle their television plans because ph
idea when the freeze would end. Yet during the freeze pen

ad five O&Os as a solid base for expanding its network. Paramount
also felt that it badly needed the income from some extra television
stations because the end of a decade-long legal case had jeopard-

In"his ‘adaptation of William Shake- November 22, 1948 I
; . ) : : . ier d - : Columbia Records releases the fi ;
ized the financial structure of the big Hollywood studios. portant growth did take pface within the arcas already se Ul ]ir.__._til;m;lnstrate’d Just how effective album r:nl;\ud;czﬁgt;egf?: ; ;:}: first [I E an Hear It Now i
In 1938, the Department of Justice had filed an anti-trust suit television. Set sales continued to climb and the size of: 3 g t,u io One’s tight budget to his 1945 ’CBS!S Ed M : e e 1 9=33 and
- . o . . . . L the story in modern dress, an approach o urrow namates and NBC Radio’s Fred
against eight major film studios (including Paramount), claiming audience expanded. Both advertising and production buc n stse by Orson W ; PP Friendly produces.
creased. Producers worked out some of the rough spo = L elles and the Mercm The-
a‘result, the television production had December 17, 1948

formats as variety and drama. The networks tried out pr it :
punch that made the story instantly The Morey Amsterdam Show. (CBS). Amsterdam brings i

that they were monopolizing the movie business by controlling
both the production and projection of films. The “big eight” not

only created most of the movies in Hollywood, but also owned and other time pericds such as the morning and early: al sions, _dres : ! ) ?
ran large national chains of movie theaters, which routinely ob- Through all this, work on the cross-country coaxial cahle ik o _re_SSEd n .pseudomNan attire, his comedy-variety format te television from CBS Radio,
~cent baitle against fascism in World War If playing the smart-mouthed emcee of the “Golden Goose”

i nightclub. He is aided and abetted by his bumbling docorman

ued, bringing the industry closer to live, nationwide TV

In September 1948, a Midwest coaxial cable networ
operations, cormecting Chicago, St. Louis, Detroit,
Tolede, Buffalo, and Cleveland. On January 11, 194
delphia-Pittsburgh-Cleveland link comnected the Midwe:
with the East Coast network (Boston o Richmond} so tnd
first time, one quarter of the nation’s population was Wil
of live network programming. One of the first shows: 01

tarian oppression and pelitical

4 10 contemporary society. In one

mer: moved the camera into a tght

e of the Roman conspirators and played December 24, 1948

ice fo reveal his inner thoughts. Viewers Supper Ciub, (NBC). Perry Como plongers late night
‘bt BXi_:l.tmg sensation that they had television as host to a fifteen-minute music show aifed

he thought about the assassina- Friday nights at 11:00 .M.

g even Broadway could not do!

tained exclusive screening rights to the latest films. By 1948, the
Supreme Court ended the marathon suit {popularly called the
“paramount Case”) by siding with the government and ordering
the eight studios to end their production-exhibition arrangement.
Alopg with the others, Paramount had to divest itself of its chain of
theaters, a major source of the company’s revenue.

In 1949, Paramount Pictures, Inc., split in two. The Paramount
Pictures Corporation was set up fo continue making movies. It also

(played by Art Carney) and a dumb cigarette girl (played by
Jacqueline Susann),
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practical necessity, the thirty-minute anthology programs were
forced to come up with original scripts. Adaptations used on the
thirty-minute anthclogies such as Chevrolet on Broadway, Celgate
Theater, and Actor’s Studio required extensive, time-consuming
editing anyway and wsually the finished product barely resembled
the original work. The producers tealized it could be cheaper and
faster to use original scripts. Most of these vanguard efforts were
horrible, but it really did not matter. Critics, who could barely keep
up with all the television drama, had quickly dismissed the thirty-
minute form and devoted most of their attention to the sixty-
minute anthologies. There were fewer hour shows, they had bigger
budgets, and they seemed more worthwhile and important- Though
the thirty-minute showcases sometimes featured high quality pro-
ductions, they remained practically unnoticed by critics and instead
served as unheralded television training for aspiring writers such as
young Paddy Chayefsky.

The thirty-minute dramas were also in the vanguard of the use
of film. A few anthology series such as Your Show Time and Fire-
side Theater either began as all-film operations or tumed to film
after a brief live stint. The networks were still a bit leery about
putting filmed shows on the air, and the hour dramas were restrict-
ed to just a few film clips for transitions and for some outdoor
action shots thai could not be staged in the siudio. Producers
learned that combining live action and film always held a danger
of an embarrassing technical flub. For example, one script called
for a quick cut from an actor jumping through a studio prop win-
dow live to a fitm of a figure falling fo the ground. Instead, the
film clip came in two seconds too late and viewers saw the actor
hit the safety of the studio floor and scamper away.

The networks generally favored live action over cheap-looking
film formats because, from a practical viewpoint, live television
emphasized the networks as a source of originat programming. The
programs themselves seemed more intimate and immediate, pre-
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_came up with an ingenious ploy to lure NBC's comcdy't

o, Marx, Bums and Allen, and Red Skelton
et to the opposition.

0 {programming coup in radio history. CBS had
NBC’s big name star roster and seemed ready
inber one after two decades of effort. CBS radio
14to heneficiary of the shift but, as Paley later re-
w.with the industry magazine, Broadcasting, 1
ing of radio, where I wanted to bolster our
our audience ... I wanted people who I thought
fer from radio to television.”

clevision vehicles for the new CBS stars
eirs, especially with situation comedy formats
Andy; In the meantime, CBS brought its reliance
v‘er' to television with a strong video version

senting the home viewers the opportunity to follow the 4
happened. For instance, in the Chicago-based Stand By f5
on ABC, a fictional police homicide chief would narrate '3
flashback, list the suspects, and then ask home viewers:i;
with their guesses as to who was guilty.
In spite of television’s progress, with the freeze in effe
work radio remained the only means for advertisers to e,
summers throughout the country at once, and it was st
entertainment force in television cities as well. The major' or
and variety performers shied away from any serious commity
to television, and radio was still regarded as the main stag .
continuing battle for network primacy between NBC and €
Since World War II, CBS Radio had been engaged in a'¢
ed drive to break from its perennial number two status:
work chipped away at NBC’s radio Jead with a string of
weight situation comedies such as My Friend Irma (W_i.tﬁ
Wilson as the archetypical dumb blonde) and My Faie)
band (with Lucille Ball as the archetypical scatlerbraine;
wife), but NBC still had the top comics. With its virtual moy
on popular big name humor, NBC seemed well insul
even the most imaginative CBS program strategy. Determi
move his network into the top spot, CBS chairman Wiili

developed the program for television and it
rst major TV situation comedy.

CRBS. "um and Abner (Arkansas h111b1]hes) Amos

In September 1948, Paley convinced Amos n Andy’
Freeman Gosden and Charles Correll that by selling CBS: 1
to the characters of Amos and Andy (for $2 million), they.
substantially reduce their taxes. By treating the program
ness package, which they happened to perform in, Gosd:
Correll declared much of the income from the show’
capital gain on an investment, and their tax rate dropped
to 25%. NBC doubted the legality of Paley’s maneuver
to make equivalent offers to its other stars. Soon Jack Be

g’ dialect and misspoken English (“It’s
‘20 to sleep”), but within their setiings,

the:time followed the anthology-adap-
comiedy of The Goldbergs presented
lvmg familiar characters they could
- old friends. Within six months,
ity comedy to its schedule, Mama,

The popular ethn
of The Goldbergs.
to television with (fro
left) Eli Mintz ag U
David, Gertrude B
Molly Goldberg, and
Philip Loeb as h
husband Jake. (C
Photo Archive @ 20
CBS Worldwide, !
Rights Reserved,

sister Dagmar, and my big brother
ost of all, I remember Mama.”
oc__used on down-to-earth problems

January 12, 1949

Kukia, Fran and Ollie. (NBC), After two months on the
midwestern network, Chicago’s first major contribution to
network television amrives on the Bast Coast.

January 21, 1949

Your Show Time. (NBO). The first all-film series on
network television dramatizes one-act plays, with Arthur :
Shields as narrator. Naturally, this venture comes from Los :
Angeles. '

January 28§, 1949

The first Emmy awards are handed out by Walter O’ Keefe
at the Hollywood Athletic Club. Pantomime Quiz, a local
Los Angeles show, is named “Most Popular TV Program.”

January 31, 1949 :

These Are My Children. (NBC). Television’s first daytime '
soap opera airs weckday afternoons from Chicago, radio’s '
soap capital.

April 9, 1949
The telethon is born. Milton Berle stays on the air for ‘
fourteen hours to raise $1.1 million for cancer research.

May 5, 1949

Blind Dare. (ABC). Arlene FPFrancis transfers her
successful radio game show to television. Anxious
bachelors, hoping to be picked for a night out, take turns
trying to woo a beautiful female hidden from their sight by
a studio wall.

May 5, 1949
Crusade in Europe. (ABC). Time-Life produces the first
television documentary series, studying World War IT.

July 7, 1949

Dragnet. (NBC Radio). Jack Webb dramatizes real life i
police cases, presenting policemen not as glamour boys or
boobs, but as dedicated professionals.

faced by an immigrant family, and both series exiolled the family
as the most important force in a decent society. “Mama” Hansen
(Peggy Wood), like Molly Goldberg, kept a watchful eye on the
household while “Papa” Hansen (Judson Laire) worked to support
his family. Neither the parents nor their children were always right j
and members of the family occasionally grew frustrated, angry, i
and confused with each other. Though the turn-of-the-century pac-
ing was sometimes extremely slow, Mama lasted longer on televi-
sion than any of the other ethnic series of the 1940s and 1950s, as
viewers followed it almost like a soap opera. Its Broadway-based
cast performed each episode live until the series was canceled in i
1956. i

Television grew a great deal during the first year of the freeze,
establishing important foundations in comedy, drama, and variety.
Nonetheless, there was still very primitive programming through
most of the broadeast day and, as the networks expanded into new
time periods, they ran anything they counld.

Two fifteen-minute programs designed to showcase model rail-
roads premiered in the fall of 1948. Roar of the Rails, on CBS,
used a model railroad train going arcund and around the same
track to illustrate stories told by a narrator about the railroads.
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ABC’s Tales of the Red Caboose ran films of a model railroad train
going around and around the same track while a narrator told sto-
ries about the railroads. They were sponsored by the makers of
American Flyer and Lionel model trains, respectively.

1n November, DuMont tried expanding its schedule to run from
10:00 A.M. until 11;00 P.M., with a daytime line-up aimed primar-
ily at housewives (chiefly cooking and fashion shows). This caused
Jack Could, televisien critic for the New York Times, 1o quip, “the
idea of a nation of housewives sitting mute before the video ma-
chine when they should be tidying up the premises or preparing the
formula is not something to be grasped hurriedly. QObviously it is a
matter fraught with peril of the darkest sort.”

The nation was saved for a while because DuMont’s daytime
schedule was an utter failure and served to give daytime television
a bad name for years.

In January 1949, NBC uaveiled television’s first daytime soap
opera, These Are My Children, which used blackboards as cue
cards, giving the performers a far-away ook in their eyes as they
strained to read their lines.

In March, ABC brought the violent cheesecake of Roller Derby
contests to the air. This gimmick sport consisted of teams of wom-
en on roller skates going around and around a roller rink shoving
and punching each other trying to score game points. It had been
around (and around) since 1933, but attracted very little popular
attention until the summer of 1946, when WNBT in New York
City used some live telecasts to fifl out its local schedule. ABC
looked at DuMont’s success with theatrical-style wrestling match-
es and decided to try the same stunt with Roller Derby. The sport
was the same sort of constant mindless theatrical action. Even
though there were complicated rules, everyone essentially ignored
them. ABC’s Ken Nydell did the skate-by-skaie description and
Joe Hasel did the color, as such healthy young women as Midge
“Toughy” Brashon and Ann “Red” Jensen threw football- and
wrestling-style blocks and punches against their opponents. ABC's
strategy succeeded and Roller Derby became a national fad.

When swmmer arrived, the networks were further pressed. Sum-
mer was traditionally the time when the top performers took vaca-
tions, along with much of the home audience. With very few
filmed series and no reruns available, the networks used the period
to experiment. Hollywood’s boycott of television prevented most
American movies from reaching the air, so CBS dug up somewhat
dated British product for The CBS Film Theater of the Air. This
was the first of many ecarly network movie series that relied on
obscure foreign or cheap domestic films to fill out holes in the
broadcast day. DuMont used Program Playhouse to test pilots for
possible series. (“Hands of Murder” earned a spot in the fall 1949
lineup.) NBC’s Theater of the Mind anthology featured psycholog-
ical drama, while ABC’s Stop the Music game show (with Bert
Parks) tried to duplicate its radio success.

Yet summer proved to be a rich viewing time for those who
stayed indoors and sorted through the filler. In addition to Mama
and Cavalcade of Stars, there were offbeat new programs for both
children and adults.

Worthington Miner was the producer of Mr. T Magination on
CBS, which starred Paul Tripp as a magical engineer who took
ideas from children’s letters and staged them as skits in which the
suggestions came ftrue. DuMont’s Captain Video series, featuring
the “guardian of the safeey of the world,” brought to life Flash
Gordon and Buck Rogers style adventores on an absurdly minus-
cule budget. Despite the constraints, the series worked and became
4 hit as children realized that Saturday afternoon movie adventure
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seriais were available five nights a week at home. Young:
also eagerly tuned to NBC to see decade-old Hopalon
movies starring William Boyd as the virtuous Western cowh
Perhaps the most unusual and innovative show of th
was NBC’s unsponsored Garroway at Large, placed
Saturday slot (10:00 P.M.}, then still considered television’s
ria, Dave Garroway van the program as a variety show, 0']_3"1_5,
not look like one. He had no studio andience or elaborata
drops. Instead, he calmly meandered about the studi :
with his guests and talented family of regulars, includ;
Haskell, Cliff Norton, and Connie Russell. They sang, ¢ ds
and performed in short skits, always at a very casual pace' :
ally with the cameras, mikes, and cables in sight. In one seg
Garroway and Jack Haskell walked onto a simple outdoof
sisting of a few fake trees, some tools, a shovel, and a by
they discussed the song Haskell was about to sing, the
walked on camera and took the props away, one by one;
the set bare as he began his song. Another time, the show,
two minutes without any words or music. First, the camer
the studio, following Ciiff Norton as he hid behind b
trunks, cccasionally mugging to the camera. Connie Russ
him and silently the two sneaked into a room with a prin
that was turning out counterfeit money. All this served as
in to the duo’s rendition of a popular hit tune, “Counterfef
More than any other variety host then on TV, Garrow
stood how important visual imagery was (o the new viden
with a bare-bones budget, he realized that a few simple
the intimate medinvm of television could produce a pro
was visually entertaining to the home viewer. Reviewer
quite sure exactly what Garroway had in mind, but the
secing him as NBC’s equivalent to the casual Arthur God
The key to Garroway's program was its location
Television shows from Chicago always had much less MoK
those in New York and therefore the people working
innovate. They were also generally outside the ri
network radio and Broadway, the two cultures
New York TV, and so were more inclined to take
proach to production. For instance, instead of staging
Gasroway would smile and say “Peace,” adding some
description of Chicago as his closing line, such as: “Thi
came to you from Chicago, where even pigs can whistl
In spite of all the progress in television, it was still-1os
ey. In 1948, the entire TV industry lost $15 million:
networks, and none of their 0&0s, made money. Th_ :
network radio kept television afloat. Yet, sponsors:_cd___
contain their attraction to the glowing tube. By the sun
1949, they had begun to shift their attention toward fe
and, wherever possible, they began cutting back the 14
to more “cost effective” programs. Even with the freeze
television was demonsirating its ability to produce
tainment in the best radio tradition. Besides, the cheap
quiz shows on radio offered a perfect alternative to
get, high-class radio series. No matter how good the:
for prestige comedy, variety, and drama programs
could not match the commercial value of radio qui
attracted a large audience at only a fraction of the pric
As radio and television approached a fateful hea :
tle for audience support, radio was losing its best wedp!
level of program quality. And that just drove more pE.OPI

arms of the waiting television set salesman.

gid trac
that d
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AY. QUIZ SHOWS DOMINATED network
_generally assumed that the bulk of these
away just like any other format craze, with a
inging on to become stable hits as the next
ring the summer of 1949, however, the FCC
wait to wait.

9. the FCC ruled that giveaway quiz shows
i:o_iz_'ttéd the federal law prohibiting lotteries
‘arried the programs after October 1 would
enewed. The commission claimed that the
_11_:1'(:m of a lottery because they required
something of value (the time it fook to
order-to be able to win if called at home.
pplied only to shows that telephoned
the Bank, Winner Take All, and Stop the
“clear: The FCC wanted to rid the

stie’ to court, saying that the FCC had

'emselves, but the sponsors wanted
cording to the ratings. In court, the

a.ways were illegal, the issue was
iission’s jurisdiction. Eventually, in
aocked down the FCC ruling, but by
shows had been taken off the air, The

.brash come-ons of the big
ore restrained formats such as

emp a_sjzing guest celebrities (What's

the Clock and Paniomime Quiz), and
1 _L_te'stz'ons). Stll, giveaway shows
.§_‘to_' the Music continued to run on
ur’ﬂ;l 1952 and, just weeks after the

FCC’s August 1949 quiz ruling, ABC came out with one of the
most blatantly exploitative television giveaways yet, Auction-Aire.
Libby Foods sponsored this weekly live auction in which con-
te,.stants both at home and in the studio bid on merchandise, not
with cash but with labels from Libby products. On the second
week’s show, bidding had reached the astounding level of 20,000
labels when an anonymous viewer called and said, “T'll give you
30,000 labels if you take this show off the air.” This generous offer
was refused but it raised an obvious question: What sort of person
would have 30,000 Libby labels lying about the house? Whatever
the explanation, it was clear that the something-for-nothing iflusion
of the giveaway shows struck a responsive nerve and a campaign
by the FCC would not kill this interest.

. In some ways, the FCC’s heavy-handed attempt to purge the
airwaves of giveaway shows merely reflected its frustration over
th.e proliferation of what it viewed as a particularly “crass” format.
Since the 1920s, culture-minded citizens and profit-oriented busi-
nesses had fought over the content and effects of the new forms of
popular entertainment: movies and radio. Businesses produoced
what sold, explaining that they were giving the public what it
wanted. At the same time, special interest groups worked to
remove what they viewed as dangerous and offensive material (no
matter how popular) and tried to promote uplifting high quality
culture instead. However, not everybody agreed on what was
uplifting, proper, or offensive, so the baitle never ended and the
self-appointed guardians of the public morality remained ever alert
for new dangers.

Just as the FCC’s crusade against giveaway shows was driving
most of the big radio quizzes off the air, television began fo
supplant radio as the focus for popular entertainment trends.
During 1950, television viewing matched radio listening in New
York and other major cities and, in this first year of real head-to-
head competition, radio ratings plummeted. Though network radio
continued to make money (in 1949 radio made $56 million while
Felevision lost $25 million), it was clear that, once the FCC lifted
its freeze on television’s growth, thereby putting an end to radio’s
monopoly in many markets, the clder medium would not be able to
match the allure of television. The radio networks joined
advertisers in adapting radio to a new marketplace. Instead of high
program ratings (which, relative to television, were increasingly
lrreleivant) they began to emphasize sales effectiveness (the cost-
per-listener). To this end, the networks turned to less expensive
musical disc jockey shows (using prerecorded music). By the

45




=]

summer of 1
time to jump
the fall. Adve
more expens
vear, eyed the expansive postwar b

fays,: who happened to be watching the game at

— — — 1 i T P H 11 1 i
Y W m A6y ﬂ @\ (C\‘—\\—‘./‘r\B YU‘ = D\" ﬂd ‘ﬂ = his’ preliminary verdict of suicide without ever
W 2400 AN I_rj ‘ i':L i R s ' : ; a short break.
—/ AL |l el rs) ellslrul=l/ I alss pital, The game continued ali;telr_ p }
== - - i olic connections an
. 10:30 ax settled on more sym
§ . .00 9:30 10:00 L
7:00 7:30 8:00 8:30 $:0 T ifewas not any sex, per se, on television in
local Ammcmfm i e Sefencs Cree A0 Bam 2anee e eéijlé focused on actions that seemed to suggest
ritics - - 1, people ;
FoarOF | PAUL 1 ron S0ny | g yER THEATER A;thl‘" ?;df“?’ £ Gandid Gamera The Goldbergs Studio One 4ral. attitudes and the encouragement of
eWS| N alent Scouis : *
Rail ‘AHNOLD kgnols - ‘ ; i i : . first symbols were women'’s
The Al S_ - e | Vincent | Newsweek Views The | o unpean sHow | And Everything Nice Wrestilng From Sunnyside Arena With Dennis James hﬂVIOI' Two ,Of the ¥
Captain Vidso spotight | Lopez Naws DT . o oce! Godfrey’s tongue.
Chavraolet Tele- Lights Qut BAND OF Al ‘ : ot :
. Morton 1 Cam. News ig .
Kukla, Fran And Ollie Duuwnev Garavan Theater FIRESTONE patur«fﬂ broadc,astmg st}g; Offgsianaliyh;eh
Iocal Tomorrow's Champions {to 12 Midnight) d _StO['}GS and Suggesuve ue i]o es, whic
' On Trial : What upset some people even more
o . THIS WEEK) BlUes BY | b ominE Quiz: __n_sored. P peop
PRIZE PARTY  10BS News| 20" SUGAR HILL TIMES hctors Sludie Suspense | mseomts| mary : Ives, however, was the fact that Godfrey was
Kendis -
s Mashattan | Vincent Gourt Of Current lssues THE O'NEILLS FEATURE THEATER local by CBS. It appeared that nobody at the network.
Captain Video Spatlight Lopez o p—— origal Amateur Hour ing i to “clean up his act” because he was too
. | Roberta | Cam. News Texaco Star Theater Fireside Theater T | e ) ! )
Kukla, Fran And Ollie} o 00 | caravan rful:. Godfrey \Zd; praf(?,tlcaily a onfe nz;n
i i i hs el ‘ ~five minutes of radio
Wendy Barrie Show PHOTG CRIME YOUR WITNESS wrestling From The Rainbo In Ghicaga 0 g Blght hOUI’S. an orty v
o Dunninger & Winchell t Of Champions ting per. week. His two TV programs never left
Lo Tournamern o ., .
STRICTLY PAULD GBS News AISHh:::e Arthur Godfrey And His Friends Bigelow Show son. and he was directly responsible for
LAUGHS | ARNOLI - . . ;
captain videp | Mathaten [ VIneent | pignt To Aythm local THE PLAINGLOTHESMAN|  Famous Jury Trials locs| nadvertising. Wayne Coy, chairman of the
apta Spotlight Lopez l local ) . . . ‘.
isi : nd in authority, noting, “when
. | Morten | cam. News GRISIS The Clock Kraft Television Theater Break The Bank Oth]S tl.?l'ﬂal'ou ¥, 8- :
Kukia, Fren And OW8] pounay ) carmvar at his network can no longer handle him,
STARRING BORIS : Roller Desby (ta 11:15 ; ; : ;
iocal THE LONE RANGER Stop The Muslc KARLOFF THE RUGGLES pler Derty | i : ase of the tail wagging the dog ... it seems
5 RS ETEN [ — tocal l el of just how bad poor taste can get before it
- 5] onny arg : . .
B |35 ongis [ FRONTPASE |THEATEF‘ OF HOMANCE ) ght obscenity or indecency may be settled
oorne T Morey Amsierdam Boxing From Sunnyside Arena With Dennis James o
Y Manhattan | Vincent MYSTERY THEATER Show . :
Gaptain Video spotiight | Lopez WARTIN KANE, tocal o ka Ch
. Fran And Ollig Roberta | Cam. News HOLLYWEC;ED IMary Kay And Johnny Firehall Fun-For-All l PRIVATE EYE - Fay_e Emerson and Ilka ase upset some
AR " A A
sl Ouinan 1 222l P They were attraclive women who [re-
Raller Detb : s P
local TOUCHDOWN | MAJORITY RULES Blnd Date AUCTION-AIRE | Fun For The Money o ¥ - wns-as part of their image as television
o CAPTTOL - e .
ATING BAN AGAINST 54th Stroet Revile People's Platiorm | CLOAKROOM 41§, such beautiful women had appeared on
sTricTiy [ PAUL Jopg ol 4 Mama CRIME # Ford Television_Lheater Hour s -
tAuaHS | ARNOLD i FISHING AND HONTING | Playhouse | AMATEUR BOXING FROM CHICAGO' ggestive costumes, usually in background
Vincent ENIJS rogram Play R
Gaptain video | "eel | inoy | HANDS OF MURDFR) THE RS S TRy i ightclub formats. Emerson and Chase
UVERSATILE siletie Gavaloade Of Sports l ealet Rt >
ukla, Fran And Olfie Er;ﬂorto;y CSZ{;E::E ONE MAN'S FAMILY We, The People VARIETIES Believe It Or Not 9.. ) ff‘Ol‘lt as individual stars who dressed in
* own! N B ' .
itsas part of their cverall promoetion
. . Reller Derby i . .
local Houyw?rc;dstsmen Paul Whiterman's TV Teen C00 qu te’successful at it. Emerson was a
tucky Pup [ 1oy Quincy ‘ Blues By Winner Take All | local premiere Playhouse local e FENE panel shows and in Apl‘ﬂ 1950 won her
o LON S .
ffram 5:25) Howe | Bargy ot WRESTLING FROM THE MARIGOLD | togram on NBC. Chase appeared in her
local Spin The Ficture Gavalcade CGHIGAGO e
o =T P ‘ e BS:in February, Glamour-Go-Round
TWENTY ! id That? Meet The Press e Blacl PR b
local |N$E{re:) fl peooin | cuEsTIONS lSESS'C’NS pLace | Vo SadTha Both Fmerson and Chase capitalized on
Lr E— - Gl . - - .
e Celabrity Game l YOUTH ON THE of introducing viewers to the ultitmate in
FAUL WHITEMANS | coMEDY THEATER Think Fast ‘ THE LITTLE REVUE LET THERE BE S5TARS i
GOODYEAR REVUE - Wesk In | local RE
Tonlght On Braadway| This Is Show Business Toast Of The Town Fred Waring Show Review Ilkg: Chase and Faye Emerson became
lacal

CHICAGOLAND

GINEMA VARIETIES

Cross Question

acted :both approving stares and outraged

Front Row Genter MYSTERY PLAYERS
el THE ALDRICH Supper Glub Colgate Theater Philco Television Flayhouse Garroway-At-Large !
Leave It To The Girls FAMILY

950, almost atl of radio’s superstars decided it was
ship and they made plans to switch to television by
rtising agencies, which had been easing out of the
ive radio programs whenever possible for more than a
aby boom and marked their

calendars for 1955—when these offspring would become new TV
consumers. Television was the marketplace for the future.
During the 1949-50 season, television also became the new

scapegoat for th
the air (approved before the
were sixty-five
station. More and more people had sets, m .
of society. Some saw the tube as the ultitnate way

established part . ;
d touch people, while others considered it a

i0 reach out an

e ills of society. With seventy new TV stations on
FCC freeze went into effect), there
cities in the country with at least one television
aking television an

distuptive force which was already getting out of control.
Throughout the country, ad-hoc commissions sprang up to study
the problem of television, focusing on what they saw as instances

of excessive and

unnecessary sex and violence, Some blamed
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television

violence on TV cop shows as a bad influence 011'(_:_1_1_11
Daniel L. Maxsh, president of Boston University, Fold
graduating class: “If the television craze continl}es Wth-. !
level of programs, we are destined to have a nation of mor

Others

by the urge to “make a big splash” on television. On'e.sﬂ
act of television violence took place in Texas where; 0
1050, Sanford B. Twente boasted to a waitress, “just e
the end of the fifth inning.” Later that day, be b_a'rg :
announcing booth during KLEE-TV’s telecast of a Houst
Dallas minor league baseball game, at the en the
Viewers heard Twente exclaim, “1've got someth‘mg. ig
Announcer Dick Goltlieb replied, “Not now, this ml
Seconds later, there was the sound of a gunshot
focused on the players and fans turning to stare at
booth; then the cameraman swung around to show the:
booth and Twente, slumped dead, m the arms of 2l

viewers did not care one way or the
candalous behavior, though, and

for an increase in juvenile delinquency,

1 gb(')‘%l.r'd_"for routines and one-liners by
isteis: On the humorous panel show
ich featured Clifton Fadiman, George S.

s “problem consultants” to famous
ch actress: Denise Darcel asked if her sisters

warned of the potential danger t0 unstable a

d of the B ow's sponsor, Lucky Strike

cky. Strike Means Fine Tobacco”

the: aft
the1ns

the rewards of being the first to begin network television broad-
casting. It had the longest association with the older, established
TV stations, giving it the best collection of network affiliates and
the best showcases for its network programming, By early 1950,
NBC had sold out almost afl of its available commercial slots in
the popular evening hours, or “prime time” (approximately 8:00-
£1:00 P.M.}, so it began looking for new periods to sell. In
studying viewer habits, the network noticed a shift from the
patterns of radio. Previously, people had listened to their favorite
radio shows between 7:00 P.M. and 10:00 P.M., then turned off the
set and read the paper or cleaned the dishes. With television,
families finished the housework first, tuned in about 8:00 P.M.,
and watched until it was time for bed. NBC concluded that they
might be induced to stick around another hour (11:00 P.M. until
midnight) with just the right program. After a very careful search,
the network selected twenty-six-year-old Los Angeles comic Don
“Creesh” Hornsby to host Broadway Open House, a casual mixture
of comedy-variety and talk. The day of the scheduled May 22,
1950, premiere, Hornsby died of a sudden attack of polio.

NBC delayed the show for a week, then filled in with guest
hosts, including Tex and Jinx, Pat Harrington, and Dean Martin
and Jerry Lewis. By June, a new format was ready. The Broadway
Open House slot was split between two performers: Morey
Amsterdam handled Monday and Wednesday, while Jerry Lester
took Tuesday, Thursday, and Friday. Amsterdam was a borscht-
belt vaudeville comic who was already a TV veteran from his own

The Lone Rangerwas one of the first important filmed TV
series, with Clayton Moore (right) as the Lone Ranger and Jay
Silverheels (fefi} as his companion, Tento. (The Lone Ranger
and Tonto are frademarks of and copyrighted by Classic
Media, Inc.)
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September 5, 1949
Pat Weaver becomes NBC’s programming chief.

Qctober 10, 1949
RCA at last unveils a totally compatible color television

systemn.

October 24, 1949

“Battleship Bismarck™ plays on Studic One and provides
voung Charlton Heston his first starring role. He portrays a
copscience-troubled Jewish gunnery officer on a large Nazi
ship.

November 11, 1949
John Daly leaves CBS News for ABC.

November 26, 1949

Studs’ Place. (NBC). Another off beat high-quality (rarely
sponsored) television series from Chicago. Writer-
philosopher Studs Terkel acts as barkeep, sharing stories and
songs with his “regulars,” including a folk singer and a jazz
pianist. The show is relaxed and loose, with a blue and
lonesome tone.

January 1, 1950

Mark Woods, ABC’s first president, becomes vice-
chairman of the board. Forty-year-old Robert Kinter moves
up to become the youngest network president in television.

January 30, 1950

Robert Montgomery Presents. (NBC). The first major
defection from Hollywood’s closed ranks. Montgomery
directs and occasionally stars in this fancy, top-class drama
showcase.

April 9, 1950

“Star Spangled Revue.” (NBC). Max Liebman produces a
vanguard big-budget television special. Host Bob Hope
makes his first major television appearance aad is the first
important radio comic to take the plunge into video.

prime time series and a string of guest spots on panel shows. Lester
had spent a few months hosting DuMont’s Cavalcade of Stars,
replacing Jack Carter. In the new form, the laie night program

comments frequently stole the show, thongh som
viewers described Dagmar as “nothing more than a wa]

picture,” apparently even more dangerous than Faye Epe
Tlka Chase. Nonetheless, Dagmar’s wit and figure mad

most popular member of Lester’s supporting crew.

Broadway Open House lasted only one year as first Amg;
then Lester, left the program. Lester tried to bring his sty
night zaniness to prime time but there his offbeat pes
worked against him as the much larger and more divers

audience found his oddities harder to accept. Dagma;

brief late night show of her own, Dagmar’s Canteen, bigt

after only four months. NBC used a few other hosts for

Open House, but none seemed to have a similar rappa

home viewers. Reluctantly, the network tuned the tim

to the local affiliates. NBC had demonstrated the viabiij
night TV, but had also discovered the importance of fieg)

the right personality for the slot.

Broadway Open House was only one of NBC's:te]
innovations in 1950. Though the network had lost some:
radio comedy talent to CBS in the Paley’s Comet raidg
NBEC was detetmined to maintain its momentam in tef

pressed to develop not only new time periods but ne
and formats uniquely suited to TV. In August 194

Sylvester “Pat” Weaver, who had been vice president f_()r'-. ]
television at the powerful Young & Rubicam ad agency.
became chief of programming and almost immediately

testing creative new ideas.
Weaver’s first project was a two-and-one-half-hour

called Saturday Night Revue, The previous season, DuMon

alcade of Stars had demonstrated that viewers were wi

home on Saturday night to watch television, so Weaver
full night of special entertainment that could realistically
with feature films and live theater. As first conceived;
Night Revue consisted of an hour-long film og play done
for television, followed by an hour of Broadway revué
and ending with a thirty-minute nightclub variety segniei

er's grandiose plan faced staggering financial

problems, as well as strong opposition by the other netwo

In early 1950, AT&T still had only a few coaxial:
connecting TV stations in the Bast and Midwest, and ©
fought with each other for use of these cables on a g
basis, NBC, with the largest number of popular sho
most affiliates, consistently grabbed the choice slots p

sor paid for an entire program). Weaver
part1c1pat1ng spongorship, which allowed a
fsors [0 carve a program into separate
= sidered its own segment. With the costs of
iy, such a move was inevitable because there
4t could continne to bankyoll an entire
. dy Night Revue, for example, cost $50,000 a

Multiple sponsorship eventually became the

id sponsors never attained the overall level

¢y had enjoyed on radio.

method to encourage sponsorship for NBC’s

“Weaver also revised its structuie. He
f'an original film or play every week and

éyme into just two programs: The Jack

ouild make the two and one-half hour
when the two shows premiered at the

&d from DuMont’s Cavalcade of Stars
ct much for the new program. In contrast,
[ k’éd- a major improvement by producer

-_b_éls'ed Liebman adjusted his techniques
1d for intimacy, bringing the camera “up
‘convey to the viewers at home the

supporting crews of singers and
st star host (Burgess Meredith the
etches featuring Caesar and Coca

grown talents such as Dave Garroway and Studs Terkel, NBC had
used a New York flavored, New York run program for its required
telecast from Chicago. The network seemed to consider Chicago’s
own creative talent irrelevant, while national sponsors treated the
city like a cowtown that did not watrant a business trip.

Chicago received such cavalier treatment because ultimately the
city was not important to the networks’ future expansion plans. It
was mercly an O&O city that, by circumstance (the route of the
coaxial cable construction), became a convenient location for some :
stopgap TV production. Once the coast-to-coast cable was i
completed, Chicago programs would become largely expendable. :
Television, like radio and the movies, would operate from the two
coasts.

New York and California had been battling for control of
American popular culture since the early 1900s, when Hollywood
replaced Long Island as the nation’s movie capital. In the late :
1930s, Los Angeles had supplanted New York as the main locale i
of network radio programming. New York TV people prepared for
another conflict as the theater-orented East Coast and the
Hollywood-based West Coast faced off over television production.
Network television was oriented toward live performances, so the
technical limitations facing Los Angeles in 1950 gave New York
City the upper hand for the moment. The West Coast was not
connected to the coaxial cable and, going into the 1949-50 season,
the networks carried very few filmed series. Some Hollywood
production was inevitable, though, New York studio space was
already tight and the network schedules were still expanding. CBS
bought land out in Los Angeles for a future television city and also
launched the first important use of Los Angeles-made kines, The
Ed Wyan Show.

Kinescope recordings were films of live shows shot directly off
a picture tube monitor as they played. They were grainy, lacked

June 4, 1950

The Steve Allen Show. (CBS Radio). While Our Miss
Brocks is gone for the summer, twenty-eight-year-old Steve
Allen gets his first network comedy series.

June 26, 1950
The Garry Moore Show. (CBS). After a few years as
Jjunior partner to Jimmy Durante on radie, Garry Mocre gets

picked up the spirit, latching onto his catch phrases and in-jokes. A
detractor once labeled him a bean bag, so Lester immediately

a package. Instead, the show was to be offered in th'._

blocks so that focal programmers—especially in thos

quickly became a hit. The number of television sets in vse after ABC, CBS, and DuMont guickly realized that the propose put-some romance back into their tired hils own “_feekday even_ing .cor.rlefl_y—vz.ir;'ety series  on :
11:00 P.M. increased dramatically and the show registered ratings day Night Revire would tie up the East-to-West cable.ali. aesar and Coca.m conveved the humor television, with Durward Kirby as his sideldck.
as high as many prime time shows. in effect, prevent any of their Saturday nighF program fe yet. th?y fun.ctmned ]gst as well in July 10, 1950

Broadway Open House was loose and had no formal script. being aired in the Midwest. DuMont was particularl “a pair of Hons looking out at the Your Hit Parade. (NBC), A video version is added to & |
There was light chat, strains of comedy and variety, a family of cause the NBC show would directly affect its Cavalci 1d: also handle soio spots. Coca fifteen year radio smash. Dorothy Coflins and Snooky
regulars, and some guests. Above all, the program ran on the which had broken the ground for Saturday night _b_f(?a.d an Slnglng while Caesar demonstrated Lanson sing the top seven songs of the week, plus thres up- i
personality of its hosts. Though Amsterdam did a good show, DuMont complained to the FCC, which, after_ corpt c monologues, pantomm’uﬂT and crazy dia- and—co@ng “extras.” On this first program, “My Foolish il
Lester quickly attracted the more devoted following. He was maneuvering, forced NBC to make two concessions: The ined by sidemen Carl Reiner a_nd Howard Heart” is number ove. 1
described as “‘a middle-aged Mickey Rooney, a walking seltzer of the Samurday Night Revie would originate in Chicag was able to tackle virtually any |
botile who never runs out of fizz.” Lester cultivated the image of freeing one of the East-to-West cable lines), and NBC the writers (inclading then- J‘jl;ig; lijgﬂa P, (ABC). Part varicty, part d
Broadway Open House as a late night private party and viewers den to insist that stations take the entire two-and- one-hﬂ .Brooks) They reached helghts of instruction, this 1ys he gércnnial S'ummer":;ﬁa):e rﬁint_s}?::s:

By the fall of 1953, it will have been on all four television
networks, the first show to achieve such a distinction.

formed the fictitious Bean Bag Club of America, naming himself station markets—could run fare from other networks a5
as president. Seventy thousand people wrote in to join. Ironically, the forced partitioning of Saturday Ni

'l'l_iékly sold all of its ad slots. August 19, 1950

In addition to his own offbeat humor, Lester used a family of made the entire project economically feasible by allowin b et thap almost anything else then ABC becom'es the first Fclevision network‘ to begin
regulars including dancer Ray Malone, the Milton Delugg Orches- instituée a revolution in sponsorship. Previously, the: u equ?_te program §uffercd in com- _Snfllf“fda)" m;rrzng P;OgTjinjm'mg for children, _oifemng ‘the
tra, and Dagmar. Jennie Lewis, who used the stage name Dagmar, three ways to sponsor a show: sustained (paid for by t S .lnfunfited the Ch1cago television Lf;??:;;n}em ";i”"a Clinic and the Western circus setting
was a tall, buxom blonde who delivered dry spicy one-liners, co-op (no national advertising, but local stations msert hat- thie town’s reputation for innovation i

somewhat in the style of Mae West. Her deft, often suggestive, cials from local sponsers), or, the most common for -d.fa"?l_ng on the still unsponsored home-
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definition, and were gencrally a poor substitute for live television.
Viewers in cities not connected to the East Coast coaxial cable
watched them because there was no other way to receive the New
York-based network shows. The Ed Wynn Show reversed the pro-
cess and originated live in Los Angeles, sending kines to the East
Cloast. Wynn staged a revue show, mixing variety, comedy, and his
own low-key mimicry and whimsy. He drew on the talent based in
Hollywood for goest spots. In December, he sang a duet with
Buster Keaton and, in January, did a great pantomime bit with
Lucille Bail, who was making her television debut, Viewers out
East liked the program, but they hated the kines. Accustomed to
high-definition live telecasts, they were appalled by the gray
grainy quality of the picture and the poor sound reproduction.
Although other series such as The Alan Young Show (another
comedy revue} and The Ruggles (a sitcom) were staged lived in
Los Angeles and shipped out as kines, negative viewer reaction
made it obvious that live West Coast productions would have to
wait for the cable connection.

Film was an obvious way around the cable problem and, in the
194950 season, the concept of filming shows for television
received important boosts. At the time, the networks generally
regarded film as inferior to live presentations and most filmed
efforts seemed designed to prove the point. The Fireside Theater
drama anthology, produced by the Tal Roach studios, consisied of
Jow budget episodes churned out in just a few days each. Both The
Life of Riley (starring Jackie Gleason) and The Hank McCune
Show, two filmed sitcoms, were stilted and cheaply produced. Ed
Wynn quipped, “In the begiming, a television set cost hundreds of
dollars and you could see a few bad shows. In a couple of yeass,
you’ll be able to buy a television set for a few dollars and see
hundreds of bad shows.”

Apart from these, there was a dramatic exception in the fall of
1949, the wide open Western adventures of The Lone Ranger.

In looking at the TV success of Hopalong Cassidy, the strug-
gling ABC saw that Saturday matinee-style heroics on television
were very popular with children. The network was searching for
any sort of hit, so it decided to take a chance on brand new filmed-
for-television adventures of a popular radio cowboy hero, the Lone
Ranger. The TV series was pure pulp adventure, following the ra-
dio legend of a daring masked lawman (played by Clayton Moore)
and his faithful Indian companion, Tonto (Jay Silverheels), who
fought for law and order in the amorphous old West of the 1870s.
The Lone Ranger helped anyone in need, never accepted payment
for his services, and always defeated the bad guys. Unlike previous
filmed series, The Lone Ranger was treated like a medium-budget
adventure movie and the first season’s fifty-two episodes {there
were no reruns) cost $1 million to produce. The money was well
spent. Kids found the outdoor action and scenery a thrilling release
from the “cooped up” New York studio productions and they made
The Lone Ranger one of ABC’s first TV hits.

Several months after the masked man appeared, TV film
pioneer Jerry Fairbanks unveiled a cheaper but more efficient way
to produce filmed TV series, the multi-cam system. In February
1950, the previously live New York based Silver Theater moved
out West and became the first to use the multi-cam process, which
was designed to combine the feel of live TV with the perfectibility
and permanence of film, without a large increase in budget. Three
film. cameras with thirty minutes of film in cach were positioned in
the studio and used like regular TV cameras. All three operated
continuously and the director could monitor what they were shoot-
ing. Like live shows, a program could be done in one smooth take,
from start to finish. Like filmed shows, the action could be stopped
to correct mistakes or to change lighting, and then reswmed. When
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imore boisterons characters, playing a stern
ginald Van Gleason IIT or the prim but caustic
Joudmouth Charlie Bratten. In 1951, they
soon became their most popular character sketch,
sers featuring Gleason as a blustery Brooklyn
_P_h.;'Kramden; series regular Pert Kelton as
¢e; and Carney as Ed Neorton, an obliging
o was Kramden’s best friend. By 1952, Gleason
ato.a first rate television star and, in the fall, he
8 iaking Camey and the June Taylor Dancers with
Mont's Cavalcade of Stars had been merely a
salary and a bigger budget.

that Jackie Gleason was toiling on the ill-fated
whars-to-be were working in the hinterlands of
srch of their lucky break. Future talk show
was. & singer on Kay Kyser’s Kollege of
“{a ‘musical quiz show); Jim McKay, later a
- arrived in New York to host The Real
Yiaf variety show set on his patio); and actor
brash young lad from Kalamazoo” who
;q.s’hbw business by serving as houseboy to a
Jayed by Neil Hamilton) on ABC’s That

editing time was added, an average half-hour show took i
to complete, while its live equivalent took five
rehearsals. The multi-cam made West Coast filmed serie
alternative to live shows from New Yeork City, and the
East Coast objections shifted from technical limitations fg
grams themselves. :

. The New York branch of the TV industry had seen Hiﬁi.
assume control of movies and 1adio, and some eXecutiy
that if the same happened with television the mediuny Wi
be reduced to mindless fluff. They criticized Gl
productions in general as flashy, light, and empty, pointing
first wave of West Coast filmed TV sitcoms as confirmij
worst apprehensions. The Hank McCune Show, for instdn
just like Hollywood's theatrical “screwball” comedies {hat
empty-headed adventures of lovable, inoffensive bumbie
ries even “faked” its langhter by dubbing the sound of
onto the audio track of the film (creating a “langh trac
no audience had been present at the filming. Another pri
Life of Riley, was an all-around loser with terrible scrip
sets, and a weak supporling casi. However, the show did fi;
saving grace: Jackie Gleason in the lead role of Chester A

For six years on radio, William Bendix had played
Riley as yet another simple-minded, lovable middle class
who could turn the most innocent task into a silly crisig
Riley would frequently sputter and moan {(“What
development this is!), it was all show. He was reall
and the problems, which were inevitably :just
misunderstandings, melted away every week. Under Ben
never really got angry and his chief appeal was a predic
heart and forgiving nature.

In 1949, William Bendix was under an exclusive:
which prevented him from continuing the role on TV;
Gleason got the job instead. Gleason played Riley a:bi
from the image Bendix had cultivated on the radio. T
son’s Riley was also a simple man with a soft heart, hi
more threatening and he seemed capable of really poppi
situation. This made the moments of forgiveness an
more believable. However, Gleason's expressive Bl
went against the public’s image of Riley and thert
resistance to it. Gleason was good, but he was n
Riley! More important, the writing and overall product
show was exceptionally weak, so Gleason did not ha
to build a following for his version of Riley. After 8
program was off the air. =

Though a failure itself, The Life of Riley provided
important television exposure as he demonstrated
shine in a show despite weak writing and productio
Lester left DuMont’s Cavalcade of Stars to do Bro
House, the network signed Gleason as the new host
July 1950. Under CHeason, Cavalcade of Stars cam
DuMont’s dream of a hit comedy-variety show and;
the metwork helped it along by moving the progra
night, against NBC’s boxing matches and away from
Shows. .

On Cavalcade of Stars, Gleason was surrounde

Wonderful Guy. At the New Jersey state fair, Trenton disc jockey
Ernie Kovacs failed in his effort to break the marathon radio
broadcasting record of one week, while in nearby Camden, Ed
McMahon played a red-nosed circus clown on CBS’s Big Top.
Dt.aspite the many successful new programs and emerging stars,
television was still losing money at a disturbing rate. ABC’s presi-
dent Mark Woods explained that his network had expanded too
fast to meet expenses and announced major cost-cutfing moves:
ABC cut 20% from its TV budget in the winter of 1930 and can-
celed all of its Monday and Tuesday programming. These actions
sfleved the network from total collapse. By the fall of 1950, ABC’s
five O&0s were nearing the black, but in the tight freeze market
the network still had serious problems attracting viewers and
selli‘ng its shows to sponsors. Even number one NBC was
beginning to feel the squeeze. Though it was actually selling more
f:ommercial time than ever, costs for programs had shot up. More
important, the networks conld not yet charge advertisers premium
rates because the FCC freeze lHmited television coverage across the
country. Established markets might reach a higher saturation of TV
sets, but there were still millions of peopte who had never seen a
teile_v?sion program. The nation had settled into a peculiar social
division: One half of the couniry was going TV crazy while the

variety trappings of music (the Sammy Spear; Ore
dancing (the June Taylor Dancers), bat the revampe
worked because of his energy and versatility. His c':_]‘iélf
from a down-and-out bum to an arrogant playboy
expressions coukd carry a scene without a word of dia
Sid Caesar could top Gleason’s contortions © pain
sidekick Gleason chose Art Carney and the two dev
smooth comic foils. Carney served as an espe

’;_fo.r.ces invaded South Korea, and the U.S. was drawn into war. (U.S. Army}
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other half, “behind the ion curtain,” had to imagine what
everybody else was talking about. Though the FCC had instigated
the freeze in 1948 merely to investigate signal interference and
channel separation, the commission soon found the issue mired in
the more complicated questions of UHF frequencies and color. The
promised six month halt in processing new station applications had
already extended for one and one-half years, and there was no sign
that the freeze would be ended in the foreseeable future.

Apart from the stagnation of the freeze, darker shadows tainted
American television that season. Since World War I, Americans
had hecome increasingly concetned about the safety of the United
States as Communist forces seized control of governments in hoth
Europe and Asia, Congressional committees such as HUAC and
private organizations such as Counterattack had assumed the task
of identifying Communists, Communist sympathizers, and so-
called fellow-travelers throughout American society. In response,
the Hollywood (ilm industry had begun blacklisting writers and
actors charged with having suspicious ties to leftist organizations,
usually without ever corroborating the accusations. By 194§,
biacklisting had become an established but rarely discussed
practice in network radio 2s well. After examining the
programming and the personnel files of the four radio networks,
Counterattack evaluated each one, concluding that, “NBC and
Mutual are the least satisfactory to the Communists ... ABC is
about halfway between most satisfactory and least satisfactory, and
CBS is the most satisfying network to the Communists.”

At first, television had been dismissed as unimportant, but, as
the medium grew, so did concern over its potential for misuse by
Communist subversives. Through 1949, television sponsors and
netwark executives also guietly adopted the practice of blacklisting
as protection against charges of helping the Communist cause.

Blacklisting was a vague process. There were no lists as such,
only individual campaigns and reports published by self-
proclaimed Communist investigators who would tout every rumor
and innuendo as fact, A brave network or Sponsor could decide to
ignore such accusations and hire the “suspicious” talent anyway.
Ed Sultivan chose to do just that by scheduling dancer Paul Draper
for an appearance on Toast of the Town in January 1930. Reluc-
tanfly, the network and sponsor went along, even though Draper
had been blacklisted from network television for more than a year.

On Sullivan’s show Draper danced to, of all things, *“Yankee
Doodle Dandy.” Benson Ford, of the Detroit Ford family {who
owned Sullivan’s sponsor, Lincoln Mercury) happened te be in the
andience that night and was shown clapping when Draper finished.
In spite of this apparent corporate approval, a concerted letter
writing and phone campaign produced hundreds of complaints

about Draper’s appearance. At first Sullivan defended his decision
to have Draper on the show, but after intense pressure from the
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American Legion, the Catholic War Veterans,
neadlines in the New York Journal American, Sullivay
down, agreed to clip Draper from the kine being
nonconnected stations, and issued a public apology, say
opposed to “having the program being used as a politicy
directly or indirectly.” Drapet’s dismissal was the .
acknowledgement that television had begun blacklisti
and performers. A network talent chief candidly ¢
“Now we spend our time trying to satisfy our top bia
actors have never been on the left side of the fence. If 4ni
has even had his picture taken with a known Communist,
was seversl years ago, he’s a dead duck as far as we're o
Two weeks after the Draper incident, an obscure se
Wisconsin, Joseph McCarthy, gave a speech in Wheali
Virginia, in which he stated, “T have here in my hand
[State Department employees] that were known to the S¢;
State as being members of the Communist Party  and.
working and shaping the policy of the State Departme '
McCarthy, in fact, did not have any such lis:
accusations brought him national attention. W"

McCarthy had been embraced by crusaders against Corim

the popular new leader of the movement. Others had saj
same thing, but McCarthy, a dramatic and crafty in
did noi bother with corroboration or offer the op
rebuttal, went further with his charges. He knew how |
people’s gut feelings and fears. Adopting the theory' i
was too high to accuse, McCarthy offered the public
the rise of Communism: American traitors. Russia i
bomb and some American scientists confessed to passing
the Russians. If the scientific world was rife with tra St
the world of government, the military, or, for that matter;
of broadcasting? '

On June 22, the publishers of Counteratiack
pamphlet, Red Channels (“The Report of Communi
Radic and Television™), which was designed as a li dy
source for blacklist-minded networks and sponsors
the names of 151 eniertainment perscnalitics said to
the Communist Party. Among those listed were Ieonard
Lee J. Cobb, Ben Grauer, Pert Kelton, Gypsy Ro
Loeb, Burgess Meredith, Arthur Miller, Zero MosteL!
Howard K. Smith, and Orson Welles. Like previ:ou
Counterattack, many of the listings were based" ol
hearsay information. In less paranoid times, the aud:
sweeping accusations without substantiation migh
dismissed outright.

Instead, three days later, the eternal vigilance called
Channels seemed completely vindicated as Commuit
vaded South Korea.

AR-:W'A'S NOT a television war, Film camer-

llow: the extensive on-the-spot battlefield

ie- government. A month after the inva-
.Communist forces from the north, NBC
there with a technical crew, and that
iheramen and one reporter. Instead,

e Ln':'.September, “What To Do During
ed by d thirty-three-year-old reporter the

efront 'was rather grim during the sum-
st, the North Koreans controlled
Ni; American, and South Korean forc-
1 the south near Pusan. At home, the
enc in the United States was no long-
al’ ;v'el. The nation was at war. With
y_Red bullets,” no sponsor wanted
ng the Communists” by putting one of
..tl al television. Publications such as
; Madison Avenue bibles on per-
St connections and soon the practice
ito'the open.

At noon on August 27, 1950, the cast of The Aldrich Family (a
frothy TV situation comedy that had been transferred from radio a
year earlier) assembled in NBC’s New York studios for a final
rehearsal for that night’s season premiere. The only news expected
to come from that day’s broadcast was the response to the perfor-
mances of two new members of the cast: Richard Tyler who re-
pigced Bob Casey as Henry, and Jean Muir who replaced Lois
Wilson as Henry’s mother, Alice. The rehearsal never took place.
A spokesman from the Young & Rubicam ad agency announced
that Jean Muir was being temporarily suspended from the program
because of protests the agency had received about her background.
Muir, it was learned, had been listed in Red Channels. She was
cited as one of twenty actors named in grand jury testimony in
August 1940 as a member of the Communist Party (aﬁ association
she denied and an association never proved). She was also said to
have been a member of such leftist groups as the Artists’ Front to
Win the War and the Congress of American Women, and was a
subscriber to Negro Quarterly. Muir denied knowing about many
of the groups and publications, but it did her no good.

(I)n August 29, the show’s sponsor, General Foods, dropped
Muir permanently from The Aldrich Family cast, saying that it
made no difference whether she was guilty or not: Muir had be-
come too controversial and her presence on the program could huxt
sales. This reasoning became a model for other blacklisting cases.
It did not matter how truthful the charges of Red tainting were. The
very fact that somebody had been accused at all made them guilty
of being too controversial. Muir, like most biacklisted people,
spent her energies trying to disprove the charges without realizing
that it was already too late.

.The extensive news coverage given to Muir's firing combined
with the bad battle news from Korea to produce a sharp upswing in
the number of sponsors who agreed to let publications such as Red
Channels be the final arbiter of TV employment. Before the Muir
case, a few well-known broadcasting figures had withstood the
pressure from the blacklist lobby and defended the rights of their
associates. Robert Kinter, the new president of ABC, had rejected
demands that he fire Gypsy Rose Lee (a Red Channels target), who
hosted an ABC radio show, What Makes You Tick. Gerirude Berg
h‘ad persuaded General Foods to ailow Philip Loeb (who was also
listed in Red Channels) to continue {o appear as Molly Goldberg’s
husband, Jake, on The Goldbergs. After the Muir firing, even hav-
ing a friend “upstairs” meant nothing for all but the most popular
celebrities. '
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ocess was well insulated from criticism and dancing, and skits. The two shows were the network’s vehicles for
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Korca, Fram And Olle |Litte Show] 2™ V%5 U BET YOUR LIFEf  Hawkine Falls | Kay Kyser's Kollege of Musioal Knowledge Marin Kane, Private Sie serseded in th o £ - -antor s first program showcased a “Cavalcade of Can-
Garawan Eye b ; on siperseded in the public’s mind by the tor,” reprising his many hits and ending with Cantor in blackface
TIFE WitH ) NEW YORK GIANTS o singing “Ain’t She Sweel” and “Ma ’ i »
F Club Seven UNKLETTER Twenty Questions | radraall HUODLE PULITZER PRIZE PLAYHOUSE PENTHOUSE PARTY|  Studs’ Piace ois were treated to the most exciting fall p ar%tor e it - | » He’s Making Eyes at MF-
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In the wartime atmosphere of Communist expansion 1nto Korea, that blacklisting had become firmly established as ari ung :
sponsors and networks were determined to avoid controversial per- iron-clad rule that advertisers, networks, and perform :
formers at any cost. In December 1950, CBS, still stinging from accept as part of the broadcasting business. : |
the charge of being “the most satisfying network to the Commu- Networks and ad agencies established elaborate proge
nists,” went so far as to announce that it would require all 2,500 of checking the acceptability of individuals under consk Studs’ Place embodied the
its employees to take a loyalty oath. In May 1951, General Foods writers, directors, and performers. They funneled the:n “Chicago School” of television
dropped The Goldbergs because of the continued presence of Phil- prospective talent through a company executive in chalg with improvisational
ip Loeb, even though the program had increased the sales of Sanka sonnel “security,” who would, in turn, consult setf-app innovation on a tight budget: !
coffee an amazing 57% among TV viewers and had occasionally thorities on Communist subversion such as Vincent:-Hat (from left) front: Studs Terkel
. ’
been a top ten TV show. No other spomsor stepped forward and had helped write Red Channels. L Beverly Younger, and guest
CBS soon took the popular series off the air. NBC picked up op- Using as a base the single issue of Red Channels (D) John Barclay; back: Chet
tions to the program, but also could not find a sponsor willing to June 1950}, such consultants provided up-to-date infel Roble and Win Stracke.
accept the show with Loeb. In January 1952, Gertrude Berg gave further charges of Communist infiltratdon. The clearance {Courtesy NBC, Chicago)
in and agreed to dismiss Loeb (who was unable to find work else- on talent was usually conducted by phone ané consist
where and later committed suicide). Within a month the show was more than the agency or network security chief tickitlg:
back on (with Harold J. Stone as Jake) but it never recaptured the names and being told “Yes” or “No” by the consultdnt
following or feeling of its CBS run. The united front put u b one. Just as in Red Channels, the consultants often rell
£ g put up _
sponsors in forcing Loeb off The Goldbergs was dramatic proof say evidence as well as words and actions twisted out _Of
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sgwell nonsense.” Comedy newcomer Norman Lear usually wrote
many of their segments. Ed Wynn came in from the West Coast
and used the cavernous Center Theater in New York as a TV play-
ground, staging such show-stopping routines as hicyeling French
singer Edith Piaf around on top of a movable piano. Bob Hope
added hilarious visual double takes to his radio style of sharp one-
liners and clever skits, while Jimmy Durante drew on his electric
personality and unbeatable charm with lady guests.

There were some problems. Danny Thomas, one of the young-
est of the nine, did not click at first. His opening monologues were
good (Thomas assumed the pose of beltigerent nnderdog), but ihe
rest of the show emerged as static and bland. Instead of projecting
his personality to the folks at home, Thomas began to play to the
studio audience. He frequently lapsed into wartime flag-waving
that came over only as bad com. By March, though, Thomas
gained more confidence and the show improved tremendously. He
was helped by better writing and the adoption of the more cohesive
“hook show” style. In this process, an hour-long comedy-variety
show tied together its sketches and music with a thin continuing
thread, such as Thomas and-his crew taking a train ride to Miami.

The three other stars had more serious problems. Los Angeles
comic Jack Carson’s shows were replete with bad timing and in-
sufficient planning. Bobby Clark, whose appearances were pro-
duced by famed showman Mike Todd, was lost amid a bevy of
beautiful legs (a Todd trademark), sloppy slapstick routines, and
erratic production work. The big failure, though, was Fred Alien.
After being away from audiences for a year (following his radio
banishment by Stop the Music), Allen seemed rusty, spiteful, and
uncomfortable in the vole of emcee. He had not performed on the
open stage for eighteen years, yet NEC placed him, like the others,
in a huge Manhattan theater that often swallowed up guests and
hosts that did not come on brash and brassy. Allen was a humorist
used to the close, relaxed aimosphere of a radio studio and he nev-
er hid his disdain for television, which added an unwanted Scrooge
_like element to his already acerbic character. For Allen’s long-
time radio fans, one of the big letdowns in the television show was
the treatment of Allen’s Alley. Instead of using talented character
actors (o flesh out the residents of the famed fictional street, the
program presented Ajax Cassidy, Titus Moody, Mrs. Nussbaum,
and Senator Claghorn as puppet characters, turming the program
into some bizarre sort of Kukla, Fred, and Ollie show.

Of the September array of NBC comedy celebrities, Allen was
the first to fall. He left the show in December, citing high blood
pressure and issuing a parling blast at the network, which he said
had forced the revue format on him. “I’m through with this kind of
television,” Allen said, adding that if he returned it would be in a
low-key thirty-minute format closer to the style used by Chicago’s
Dave Garroway.

CBS also brought a number of radio stars to TV in the 1950-51
season, including some that had been lured to the network in the
Paley’s Comet talent raids of 1948. Edgar Bergen, Jack Benny, and
Bing Crosby did occasional specials, while Frank Sinatra had a
weekly series running against Your Show of Shows. Despite the big
budget variety shows in its schedule, though, CBS felt that situa-
tion comedy was a more stable television form that would be easier
to exploit in the long run. The network felt such programs could
overcome some of the weaknesses of the variety format by present-
ing viewers with continuing characters, settings, and stories, rather
than week after week of unrelated skits, which often looked like
sixty minutes of random activity. Consequently, CBS, as it had
previously done in radio, concentrated on sitcoms, trying to give
its programmiing a different “feet” from NBC and hoping to devel-
op a blockbuster hit that could push it ahead of NBC in the TV
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ratings race. In the fall of 1950, however, the network k
new sitcom ready, The George Burns and Gracie 4}
Even that aired only on alternate Thursdays, live from
George Burns and Gracie Allen performed an effortfsg
tion into television, bringing to the new medium tf
they had devefoped through twenty-five years in vandeyy
radio. They were a real life husband and wife come y
they played thernselves in a domestic setting. George wa
suffering straightman and Gracie was the mistress of:
who seemingly was on a different plane of reality from:th
the world. The structure of the series was simple: Using:
plot line to hald each episode together, George and G
acted with each other and various members of the suppor;
in effect staging their familiar comedy routines th
program. George described the show as having “mor Bl
variety show and not as much as a wrestling match.” '

The Burns and Allen Show drew elements from bo
and Qzzie and Harriet. Like Benny, George and Gra
performers who put on a weekly comedy show, bu
often talked about their fictional television program, the
near the studio. Instead, like Ozzie and Harriet, they
showbiz identities as a springboard for behind-the-sce
escapades. In these, George and Gracie were joined b
nouncer, Harry Von Zell, and their next door neighbio
Morton (Bea Benaderet} and her straight-laced CPA
Harry {played by a succession of actors: Hal March; . oh
Fred Clark, and Larry Keating). Bach week’s compl
very simple, inevitably the result of some houschol
misunderstanding by Gracie. Though in some ways the
plots were very much like Hollywood’s “screwb’alI?
comedies and the first wave of West Coast filmed TV:
excellent writing and emphasis on the comic characts
tines raised the show far above such routine fare. v
program became a weekly series in 1952, moving ot
onto film, it retained its high quality production and
of view. Gracie Allen was not a dumb blonde or
schemer. She merely followed her own illogical logic
sense conclusions, leaving everyone who crossed her:pd
confused. “If she made sense.” George quipped, “T"d sl
ties.” .

While Gracie was the comic center of the progt
special outlook added extra flavor. Going beyond the.
of straightman to Gracie, George took mischievous delig
fusing people himself because, of all the characters:in:
George alone acknowledged that they were all do 1
program and that ultimately none of the complications
to be raken seriously. Looking directly into the cam
frequent witty asides to the andience, delivering both
logues and comments on the story to that point. Ge
knew what everybody else in the show was doing.
getting this information just as the home viewer did
the program on TV while it was still in progress.
special confidant to the audience at home, acting as oth
ter and an omniscient observer. As a result, The B
Show emerged as a relaxed, leisurely visit with some
people.

Though the show did well in iés time slot against 10U
tion, the program was not a ranaway hit in its early:ye
sitcom strategy had yet to be proved for television. In
uary 1951, there was not one sitcom listed among:
rated shows. According to the A.C. Nielsen Compaty,
taken over the Hooper ratings service in early 1950)
nated the television ratings chart with comedy-variet

ith aifew of its own variety, drama, and
y ntinued to bank on sitcoms for the

bad been scouring the country in search
-'I‘V'Version of radio’s Amos 'n Andy,

and: anticipation as possible. With s
“loyalty from radio, the series seemed a

planned their lives around the 7:00-
dcasts. Movie theaters altered show
ram for patrons.
the humorous adventures of two
ome lives, friends, and the funny
J:'qnes (portrayed by Gosden) was
-hard-working, church-going solid
fAth wo children. Andy Brown (Correll)
toic:foil;a pudgy addlebrained bachelor.
New York City and operated the
Incorpulated,” which consisted of

; fiot-even have a windshield. Amos
While Andy loafed or chased women. They

both socialized with George Stevens, nicknamed the Kingfish, who
was the head of the Mystic Knights of the Sea Lodge and a fast
talking conniver. The Kingfish (also played by Gosden) was al-
ways ready to fleece Andy with some new get-rich-quick scheme
and, as the series evolved in the 1930s, he began to supplant Amos,
whose character was a bit too straight for many comic situations
and misunderstandings. Governor Huey Long of Louisiana, a great
fan of the show, even adopted the nickname Kingfish for himself.

Though the Kingfish put on a boastful front as a big-time opera-
tor, his schemes were generally penny ante manipulations and he
was caught as the fall guy almost as often as Andy. Over the years,
the Kingfish became the main character of the series, with more
and more attention given to his home life. There the Kingfish was
just a hen-pecked husband, dominated by his wife, Sapphire
(Ernestine Wade), and hounded by his sowr wmother-in-law
(Amanda Randolph). As a result, the Kingfish emerged as an
earthy, uneducated, but lovable conniver rather than as a cruel and
malicious schemer. The only chance be ever had to show off was
down at the lodge where he could always talk Andy into another
hair-brained venture or berate Lightnin®, the lodge’s shuffling dim-
witted janitor.

Like most hit radio comedies of the era, Amos 'n Andy had its
share of stock phrases. During the program’s heyday in the 1930s,
many of these became part of the nation’s vocabulary, including
“I’se regusted!” “Ow-wah, ow-wah, ow-wah!” “Now ain’t that
sumpin’!” and “Holy mackerel, Andy!” Even into the 1940s when
it became a half-hour weekly series, Amos 'n Andy was still a top
ten radio show with a strong following. The program was a logical
first choice for CBS’s famed Paley’s Comet talent raids of 1948
and the network had high hopes that a TV version of Amos 'n Andy
would be just as successful and long-lasting as the radio show.
Freeman Gosden and Charles Correll, who did their radio show
from Los Angeles, personally supervised the long casting process
and they produced the TV pilot film for the series, on the West
Coast, at the then expansive cost of $40,000.

Amos 'n Andy was the first important television situation come-
dy filmed in Los Angeles, and it used a program formula that was
identical to the vanguard West Coast filmed sitcoms of the previ-
ous season, only with a bigger budget and better overall produc-
tion. These filmed series, like Hollywood's theatrical “screwball”
comedy films, relied on simple cardboard characters placed in silly
situations that could be easily repeated and endlessly exploited. In
this form of comedy, the situation became all important. The stere-
otyped characters ran through the paces of the plot as if it were an
obstacle course, serving as mouth-pieces for one-liners as they
reacted to the absurd events. This formula had worked well for
movie and radio comedies and CBS thought that Ames 'n Andy
could produce television’s first smash hit sitcom with this style.

Like the formula screwball comedies, the TV series relied on
misunderstood situations and misfired schemes, ploys that allowed
even the most trivial actions to become the basis for an outlandish
story. In one episode, the Kingfish (Tim Moore) discovered that
Andy (Spencer Williams) was in possession of a rare coin {(a nickel
worth $250) and tricked him into giving it up. However, the King-
fish then mistakenly used that nickel at a public pay phone to call a
rare coin dealer, so he talked Andy into helping him to break open
the coin box with a crowbar to retrieve it. The two were caught and
taken to court, but were soon rescued by their level-headed {riend,

Amos (Alvin Childress), who helped convince the judge to release
them. Another week, the overage Kingfish received a draft notice
intended for another, much younger, George Stevens. He felt hon-
ored to serve his country at middle age and proudly reported for
the Army physical. When the Army terned him down, the Kingfish
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September 7, 1950

Truth or Consegquences. (CBS). After ten years on radio,
Raiph BEdwards brings his popular aodience participation
show to television, intact. “Consequences” on the first video
episode include a wife throwing trick knives at her husband,
and the sentimental reunion of a wounded G.I. and his
mother (after a thirty-cne-month separation).

September 18, 1950

NBC Comics. (NBC). Animated cartoons come to
network television in a fifteen-minute late afternoon
weekday program made up of four three-minute cartoon
series: “Danny Match” (2 young private eye), “Space
Barton” (interplanetary adventures), “Johnny and Mr. Do-
Right” (2 school boy and his dog), and “Kid Champion” (a
young boxer).

September 25, 1950

The Kate Smith Show. (NBC), NBC succeeds with the first
major venture in afternoon network television: an hour of
music and variety.

Qctober 6, 1950

Pulitzer Prize Playhouse. (ABC). Alex Segal directs
ABC’s first major dramatic series. The acting and writing are
top-notch, with scedpts from a number of Palitzer Prize
winning authors such as Maxwell Anderson, Thornton
Wilder, and James Michener.

October 16, 1950

Following the Iead of NBC and Kate Smith, CBS jumps
into afternocn television with two hour-long variety shows.
Garry Maore {moving from evenings) and Robert Q. Lewis
are the hosts.

December 15, 1950

Hear It Now. (CBS Radio). Ed Murrow is reunited with
Fred Friendly (recently signed to CBS) and together they
create “a document for the ear.”

felt ashamed and had Andy hide him at the lodge, where he wrote

postcards “fromm training camp” and sent them to Sapphire.

Ineviiably, a few words of explanation cleared up such situa-
tioms, and the characters were ready to do it all again the following
week. These simple stories were silly but funny, and the actors
were good in their comic roles. (Ernestine Wade ag Sapphire and
Amanda Randolph as Sapphire’s Mama came directly from the
radio version.) However, instead of giving CBS its first important
sitcom success, Amos 'n Andy created nothing but problems once it

hit the air.

Because Amos 'n Andy was the first major television sitcom
series from Los Angeles, the inherent weaknesses of the screwball
style were painfully evident. Characters in West Coast comedies
were exaggerated comic caricatures living in a fantasy world of
formula humor. Bven though Amos 'n Andy was much better than
such dismal TV vehicles as The Hank McCune Show, East Coast
critics still had serious reservations about the form. However,
Amos 'n Andy faced an additional problem, Because the series was
also the first television program to deal exclusively with blacks,
the underlying silliness of the characters was interpreted by some
as a putdown directed specifically against blacks. Protests began
almost immediately after the program premiered. The National
Association for the Advancement of Colored People (NAACP)
blasted ihe series, complaining that it “depicts the Negro in a stere-
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otyped and derogatory manner ... it strengthens the s
among uninformed or prejudiced people that Negroag
minorities are inferior, kazy, dumb, and dishonest,” :
Though there had been a great deal of ballyhoo oﬁer'th
for an all-black cast for Amos 'r Andy, the fact that th pe
were black was almost secondary to the types of plot
ters in the series. Both were, in fact, totally interchange
scores of “white” sitcoms that both preceded and post
'n Andy. Gosden and Correll had never used the ing
white men playing black roles as a source of laughs;:
proach in the television version also avoided Situatidns
have been staged as cheap racial putdowns. Amos n A
up in an essentially all-black world, where whites werg
If the Kingfish was outsmarted, it was by a black con
white one. There were black lawyers and black doctoré
off black stooges. As in any screwball comedy, the stofie
ed on misunderstandings and crazy antics by such friag
stereotypes as a money-hungry bumbler, a slow-witte
banana, a shrewish wife, and a battleaxe mother-in-taw.
Andy, these familiar comic caricatures just happened:
Nonetheless, the NAACP was outraged that the first maj
sion program to feature blacks prominently was a s¢
tion comedy, a form which included as a matter of couse
caricatures that the organization was particularly sensity
ing identified with blacks. For example, the minor supp
acter of Lightnin® (Horace Stewart), the janitor at thelo
shiftless, lazy, and dumb. Worse yet, he spoke with'a hi
draw] (“Yazzah™) and walked with a lazy shuffle. -
Reacting to the characters and the stories, the NAA
boycott of the show’s sponsor, Blatz beer. The boyc
caught on, but then again neither did the show. Telev
‘n Andy never attracted anywhere near the loyalty and
the radio version, and for CBS it was an expensive
ment. Instead of dethroning Milton Berle and conied
Amos 'n Andy secured only marginal ratings and, after
the show was taken off the air. Fifteen years later, in
continued sensitivify over the program’s perceive
CBS even withdrew Amos 'n Andy from circalation
network rerun. :
In a way, Amos 'n Andy was kicked off the air fo
reason. Though its black stereotyped characters wer
underlying assumptions for West Coast screwbail:si
mained. In that light, Ames 'n Andy was merely the harb
successful trend, with its black characters no more nd
meaning than their white equivalents. Throughout the:d
followed, similar screwball series flourished featurmg
formers, while a generation of black talent was rarely
other opportunity to helm a broad comedy. _
Instead, if cast at all, black performers often found
in domestic roles, such as in the setting for a.nothc
Coast filmed sitcom with a black character in the title Tol¢;
Beulah. Arriving in October 1950, six months earlier
Andy, the series received far less attention, evern C
dealt in old-fashioned stereotypes. While Amos 'n Af
an essentially all black world that included business:
as well as sitcom schemers, Beulah cast blacks a]mo_s_t_
as servarnts in a suburban setting that was barely remo¥
antebellum world of “Gone With the Wind.” S
Beulah’s taint of racial deprecation had begun of 48
character of Beulah was created by a white man, Marli
had first appeared in 1944 as part of The Fibber Mc
Show. Tn 1945, ABC Radio gave Beulah “her” own $
Hurt continuing the character in the new series. Each:

By exploiting the 1ncongru1ty between his radio
cal appearance. After an introduction by the
admg up to Beulah’s first appearance, Hurt,
e studio audience, jumped into place and
Somebody bawl for Beulah?” The sight of a
it the voice of a large black woman never
it of laughter from the studio audience.
o CBS Radio in 1947, a real black woman
ok the’ title rolte, but the program never lost its
: evcn in the transfer to television.
on; McDame] played Benlah for only a

ng the lead. No matter the performer, Beu-
el pu “upon “Mammy” for a bland suburban
ly, running their day-to- -day domestic lives
i Beulah was presenied as a reassuringly
'ng oman who often rescued the “masters
leir own slmple m1sunderstandmgs and

.Bb'yfner:d Bill (Percy Hams) and a scatter-
: : (Butterﬂy McQueen) Unhke Amos n

d: filmed sitcoms introduced in the
st, only marginafly successful. Yet

ollywoed production was inevitable
an eé: of television moved into a new
piifiance in the medium.

‘of.the East-West cable targeted for the
vorks:eliminated practically all of their re-
oductlons Executives found that it made
e ources of the two coasts instead. New
ad: trémendous expertise with complicated
_m_lly live drama, plus a rich stock of
e from. Los Angeles had talent profi-
and was also the home of the top stars
many of whom had temporarily relo-
y television). Chicago programming
___roughout the season, most of the Chi-
s (usually unsponsored anyway) were
01 prog;rams live from New York or on
Even Garroway at Large, the most popular
,-found itself without a sponsor at

essful network programs to come out of
‘gamie show, DuMent’s Down You Go,
_..Euglis_h from Notthwestern University,
gh it ‘was created by Louis G. Cowan,
HashyVehicles as Stop the Music, Down
Iy dl_fferf:nt flavor from other network
its: Chicago-based production. Using
ather:than a panel of farniliar big name

e rged as one of the wittiest, most
fel V1s10n The mechanics of the game
s-provided by Evans, the four panelists had

to guess a slogan, sentence, word, or phrase, filling in each word,
letter by letter. For “I don’t want to set the world on fire,” Evans
suggested that this was “the usual excuse for those who have no
burning ambition.” BEvans and the panel members obviously en-
Jjoyed working with each other and their personal charm and effort-
less good humor consistently came throngh to the home audience.
The program stood out favorably against the competition and ran
on DuMont for four vears, subsequently appearing briefly on each
of the other three networks as weli,

Though the top rated programs in the 1950-31 season were
variety shows, drama anthologies, and sports contests, the net-
works usually selected a game, panel, or quiz show format to fill
holes in their schedules. Such prograims were easy to stage, inex-
pensive, and practically interchangeable., Only a few ever stood
out. Besides Down You Go, there were two other distinctive game
shows that season, You Bet Your Life and Strike It Rich.

Strike It Rich began on television as a CBS daytime offering
and was soon added to the network’s nighttime schedule as well.
Hosted by Warren Hull and occasionally by Monty Hall, Strike It
Rich described itself as “the quiz show with a heart,” though critics
claimed it merely exploited the weaknesses of contestants in order
to garner high ratings. The program featured people in need, in-
cluding such unfortunates as someone who needed money for an
expensive operation, a childless couple looking for an orphan to
adopt, and a widow needing funds to start a new life. After answer-
ing a few simple qualifying questions, the contestants had to stand
in front of the audience, tell their stories, and plead for assistance.

December 25, 1950

The Steve Allen Show. {CBS). “Steverino” shifts to
television (weekday evenings) with a simple format that will
serve him well for vears; He plays the piano, interviews
guests, and talks to the audience. The following May, Allen
is moved to noontime and his show expands to an hour.

December 25, 1950

“One Hour In Disneyland.” (NBC). Walt Disney’s first
television special. He quickly displavs a great blend of
television showmanship and commercialism, incorporating
plugs for epcoming Disney films in a “best of Disney”
retrospective.

Jaouary 20, 1951

The Cisco Kid. Duscan Renaldo plays a Mexican
equivalent to the Lone Ranger in a syndicated adventure
series distributed to the local stations by Ziv., Just to be
prepared, the episodes are filmed in color.

April 23,1951

Ed Thorgensen and the News. (DuMont). The second of
DuMont’s three atternpts at its own nightly news show. This
version uses a top newsreel announcer, but settles for a very
cheap set (even by DuMont’s standards). One menth later,
the program is gone.

May 14, 1951

Time for Ernie. (NBC). Ernie Kovacs makes it to network
television in a brief afternoon series. In July, he is moved
into the Kukia, Fran and Olfie time period.

Aungust 24, 1951
After two months vnder the leadership of Jack E. Leonard,

Broadway Open House is closed, ending (for the moment)
NBC’s experiment in late night television.
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The loudness of the applause by the audience in response to their
presentations determined who received the most money. After-
ward, home viewers were invited to phone in pledges for those
who still needed additional help.

Strike It Rich regularly crossed the line between entertainment
and exploitation. Reacting to the absurd mechanics of the program,
humorist Al Capp proposed that the show use a Misery Meter
which would measure the strength of each tale of woe. The scale
began with “sad,” and worked its way through “depressing.”
“heartbreaking,” “sickening,” and “sickeningly heartbreaking” be-
fore reaching the ultimate: “unbearably tragic.” The program was
regularly criticized for its maudlin tone, but the most dramatic
expression of outrage took place in the studio control room one
day when the show’s director was ordered to broadcast a tight
closeup of the legs of a crippled person atiempting to walk. In-
stead, the director silently stood up, walked out of the control
room, and never returned.

You Ber Your Life, the season’s most successful new game
show, was far removed from such tactics, The program had begun
on radio as a vehicle for the ad-lib wit of Groucho Marx, and con-
tinued unchanged in the move to television. Priof to You Bet Your
Life, Groucho had been a flop on radio in four shert-lived scripted
programs. In 1947, John Guedel, the creator of Art Linkletter's
audience participation shows People Are Funny and House Party,
tatked Groucho into trying the quiz show format. At first Groucho
resisted, feeling that the role of quizmaster was beneath his profes-
stonal dignity. Once the program started rolling, it quickly became
apparent that Guedel had found the perfect setting for Groucho’s
wil. The quiz portion of You Ber Yowr Life was unimporiant; it
served as the excuse to have pairs of contestants brought out to be
interviewed by Groucho before “playing the game.” Groucho did
not see the contestants before they were introduced by announcer
George Fenneman, so Groucho’s comments once they met were
spontaneous.

In order to assume control over such a potentially volatile for-
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the 1952 New Hamps
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the notoriety gainad
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1951 to mount a setig
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mat, the show’s producers carefully selected the contés
ing for people that could play well against Grouch
control, one hour of material was recorded live before
audience, then edited down to a thirty minute progri
lowed the producers to assemble a tight package and
unsuccessful exchanges and exceptionally risqué comim
format clicked and You Bet Your Life became a top: t
for NBC. When the program came to television,
merely added a camera. Television viewers coul
Groucho’s leering eyes whenever a beautiful wamarn appe
the flustered attempts at composure by any contesta
had saddled with a funny-sounding name—a favo
Groucho’s quips. You Ber Your Life continued on tele
ally unchanged until the early 1960s, a monument:fo
creativity and Guedel’s insight. '

While You Bet Your Life shot into the top ten fo NB
ho’s brother, Chico Marx, bombed in The College Bt
musical comedy on ABC. Cast as the owner of ajcam
shop, Chico played essentially the same type of charac
in the successful Marx Brothers feature films, si
songs at the piano and cracking horrible puns in. Italial
was surrounded by a crew of young singers and dancer
cighteen-year-old Andy Williams) who played the
types” that hung around the malt shop. There was constan
dancing, and light bumor, but the scripts were terrible;
lackluster, and the program never caught fire.

Another major disappointment for ABC was the periy
a TV film version of Chester Gould’s comic strip
Dick Tracy. The show was unable to duplicate ‘the
ABC’s only big hit, The Lone Ranger, even thoug
many of the same pulp adventure elements in an
ting. From its beginning in 1931, the Dick Tracy coml
sented 2 violent world of clearcut good guys, bad E‘lys
punishment. Tracy joined the police force as a plamd
tive following the murder of his fiancée’s father, and

45 Flal top Prune Face, and Pouch inevitably
fatal shoot-out. Through the 1930s and 1940s,
successful radio show and a series of
. Ralph Byrd. Yet the television series,
epeatlng the title role, never took off.

i the producers faced was that when the
“arly 1950, Congress was going through
iires against televiston violence. Word was
““ione down Tracy’s escapades. Conse-
'plsodes of Dick Tracy shown in September

i and fourth episodes, filmed after the
: .led brought Tracy back to his more
tatire The fifth show featured two murders, a
The sixih show opened with a hanging.
ailed to make 2 dent in Arthur Godfrey’s

the falt served to compound the net-
ition. Whﬂe NBC and CBS battled for

money ‘and ratings problems worse than
2w hits such as The Lone Ranger and

- all through 1950, TV production
tate and, for the first time, the net-
.-'s'_urpassed their radio budgets. All the
oy ey:_-iuto TV broadcasting from other,

oduce films. Besides offering ABC
ount had a number of officials

& next season on a new footing.
ecified which September they in-

T or not to accept the Paramount
Bécause the FCC repeatedly had
res controlled DuMont, the ABC
the FCC decided whether to accept

_Whether a theater chain should

moment, ten years of deliberation on another topic: color. In Octo-
ber 1950, the FCC voted to approve CBS’s noncompatible process
as the couniry’s official color television system. The Korean War
and the freeze on station construction had temporarily halted the
growth in TV set sales but, even so, when the decision was an-
nounced there were nine million black and white sets in use that
would have to be scrapped and replaced by new color models.
Even though RCA had, in the fall of 1949, produced a working,
totally compatible color system, the FCC justified its decision by
pointing out that CBS’s was better in guality and ready at the mo-
ment. The RCA system appeared to be a few more years from
commercial viability.

RCA appealed the FCC decision, taking the battle all the way to
the Supreme Court. The legal wrangling delayed CBS’s commer-
cial color debut for more than seven months and, during that time,
RCA decided to carry the fight into the public sector. In December
1950, RCA called in television critics from the major newspapers
for a demonstration of its compatible color system. The improve-
ment from the previous RCA public exhibitions was substantial
and the critics noted that there was only a slight difference in qual-
ity between the CBS and RCA systems. This effectively changed
the nature of the color debate. Some people observed that the FCC
had chosen noncompatible color just as a compatible color system
was nearing completion. They questioned the wisdom of asking the
nation’s viewers either to invest in expensive new color sets or to
miss out on important chunks of color TV programming that could
not be picked up by black and white models. In May of 1951, how-
ever, the Supreme Court turned down RCA’s legal appeal and it
appeared that CBS had won. Most TV set manufacturers said they
would go along with the decision and produce the new color sets
when there was an evident public demand for them.

At 4:30 P.M. Monday, June 23, 1951, Arthur Godfrey walked
onto the stage of CBS’s Grand Central Station studios and was
seen in lovely, spinning disk, noncompatible color by the 400
guests watching on eight color sets at CBS, and by other viewers
gathered around the thirty color receivers then available in the
New York City area. The program was broadcast in color to Bos-
ton, Philadelphia, Baltimore, and Washington, though it is doubtful
that anyone outside the control rooms of those CBS affiliates saw
anything but jumbled static. Sixteen sponsors (such as the makers
of multitinted automobiles and vibrantly colored lipsticks) paid
$10,000 for the privilege of being seen by a handful of people.
CBS felt color would follow the progression of black and white
television the previous decade: Early test programs would be seen
by next to nobody, a few brave sponsors would stake out some turf
in this goldmine of the future, and eventually a few hit shows
would lure the reluctant public into the color TV showrooms.

Following the opening day special, no hit shows turned up. No
brave sponsors presented themselves, The war-conscious public re-
fused to give up its old black and white sets and showed complete
apathy toward color television. CBS soon realized that the FCC
approval had come too late. The network had a multi-million dollar
lemon on its hands. In October 1951, National Production Authori-
ty chairman Charles Wilson {whose top aide was CBS chairman
William Paley) politely asked CBS to cease all color television
operations for the duration of the national emergency resulting
from the war in Korea. Before the print was dry on Wilson’s re-
quest, CBS graciously agreed to this virtnal death sentence for the
government-ordered monopoly it had fought so long for. Every-
body said publicly that the halt in color operations was just tempo-
rary and the FCC continued to Hmit tests of compatible color to
outside regular broadcast hours. Within the television industry,
however, it was felt that noncompatible color was dead.
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The public’s indifference to color television had nothing to do
with its feelings soward TV in general. Viewing levels.w.ere greater
than ever. In fact, three months before color’s inauspicious debut,
interest in a new television programming event swept the country.
Alternately labeled “What's My Crime” and “Underworld Talent
Scounts,” this program had everything a hit TV show needed: a cast
Hollywood could not beat, an ad-libbed script better than any dra-
ma, and free publicity from the morning papers. There was sus-
pense, personality conflict, suspicious moiivation, and real life
haman drama. The program was the traveling road show staged by
the Senate Crime Committee, Senator Estes Kefauver, chairman.

The commitiee’s investigation into organized crime began to

attract attention in early February 1951, when local Detroit TV
coverage of the proceedings pulled in top ratings. The story. broke
into the headlines later that month in St. Louis Whep n:atlonall.y
known betting expert James J. Carroll refused to testify if te'le_\u-
sion cameras were present. Carroll’s lawyer called such televl.smn
coverage “an invasion of privacy,” and observed that his ch.ent,
“may be ridiculed and embarrassed as a result.” When the hearings
moved to New York City in mid-March, all the TV networks de-
cided to run them live, during their nearly empty daytime hours.
Over the course of the broadcasts, daytime viewing reached twenty
times its usual Jevel. TV viewing parties sprang up and people
suddenly became aware of the previously untapped power that
television had for conveying and even creating events.

Committee Counsel Rudolph Halley and Senator chau\_u?r be-
came instant celebrities as they probed into the shady activities of
such underworld bigwigs as Frank Erickson, Frank Costello, and
Joe Adonis before millions of television viewers. One of the most
dramatic and damaging of the sessions took place Wh&]ll Frapk
Costello, like James Carroll, said that he would not testify -Wllth
television cameras present. TUnlike Carroll, Costello then medified
his stance and agreed to a compromise: the network cameras coulhd
show only his hands during the testimony. .131 a strange way, this
arrangement backfired for Costello because 1f attractc.ad much more
attention than if his face had been routinely shown like the others.

Instead, viewers were given an eerie contrast between a calm voice
seeking exoneration and the fidgeting hands of a clearly nervous
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man. After hours of intense questioning under the hog!
Costello said, “I am not going to answer another quektiy,
walked out of the committee room. Thirty million viewes:
Jeave and the committee cited Costello for contempt.

In spite of the publicity and increased daytime viewin;
hearings, the networks were happy when they came
Extended broadcasting without commercial sponsors me
money. In fact, when a night session was held, NB
stuck with their regular programming and only ABC and
both with few sponsored shows, continued the broadeasts

Television’s coverage of the Kefauver hearings was:
advent of electronic journatism. Had the hearings bee
only in the newspapers and on the brief nighFly TV
they would pot have received such wide public attentio;
the issues and personalities involved became household;
ply because they had been on live TV. One reviewer mary

“ITelevision] has shown that it can arouse public inte;
gree which virtually beggars immediate description.”
presidential election little more than a year away, polit
foresight realized that television could be something i
mute conveyor of convention hoopla.

The Kefauver hearings had other peculiar forms of £
networks saw that there was a tremendous audience
daytime broadcasting and they prepared to exploit i

increased the number of crime dramas about the mob thy

the prime time schedule. Senator Kefanver decided t
ly acquired national celebrity status 0 run for the De
sidential nomination the following year. Though he
Kefauver was a serious contender right up to the part
ing convention. o
Perhaps the man who made the bes‘; use of his a: :
the televised hearings was Halley, the committee coun
tember he became host of the network show Crin
Fven though he appeared only at the beginning a
program, laboriously reading cue cards, the equsur
to help secure his election in November as pres1d.e_n_t_.
York City Council. Now, this was 2 facet of televis
cians could really understand. :

ERN TM), September 4, 1951, coast-

94 of the 107 television stations then
{ates: broadcast the same event: President

-San Francisco’s Opera House.

f the: Western cable hookup, only 45%
television could be reached by live
 of the TV homes, from Atlanta north

iinimer of 1952, only one TV station
éxico} was not hooked in with the

W(_:\od. Still, the most effective
magic of transcontinental sight did
moon, Novernber 18, on the premi-

Stana ‘from the West Coast on one
ciie: from New York City on the other.
Golden Gate Bridge, Alcatraz, and the
_ongside the view of the Brooklyn
“Bay. For the first time, Ameri-
1eir vast continent at once, lve and
mainot easily moved, said he was
ical miracle, and that he expected

opramming caused by the coast-to-

ability of Los Angeles as a live
) !1 11_&(_1 moved East to host the top
CBS immiediately transferred back to
film and radio careers had long been
st ready: for coast-to-coast operation.

to:buy television commercial time
-enoligh markets capable of receiving
he investment. With more people
terested in purchasing spots, the

cost of advertising on a prime time show shot up. On NBC and
CBS, the two most successful networks, prime time was soon filled
with sponsors and, by the end of 1951, their network TV profits
exceeded those of their network radio operations for the first time.
Television also registered an overall profit in 1951, with 93 of the
108 TV stations on the air finishing in the black.

Yet even amid this expansion there was disappointment.
Though DuMont and ABC also saw their network television
incomes increase, they were far behind CBS and NBC. The contin-
uing FCC freeze on new stations still kept many cities without
television at all, or limited to just a few stations. Pacific residents,
whe for years had endured the Iow quality kines of live East Coast
fare, found themselves inconvenienced even with the live cable
connection. Due to the difference in the time zones, the top live
prime time hits began at 5:00 P.M. out West so that the East Coast
viewers could see the shows at 8:00 P.M.

The biggest disappointment voiced by many viewers was that,
aside from the technical magic of bridging the cross-country
chasm, there was very little excitement over the approach of the
1951-52 season. For the first time since the arrival of Milton Berle
more than three years before, the networks’ fall line-ups consisted
primarily of familiar shows returning for another season. Com-
pared to the avalanche of superstar talent that had descended upon
TV for the first time during the 1950-51 season, the upcoming
season seemed very dull. With most of radio’s top talent on televi-
sion, the period of continuous innovation and expansion appeared
to have come to an end.

Television reviewers, bemoaning the absence of any exciting
new headliners on the horizon, peinted out that prime time had
become too valunable for experimentation, especially at NBC and
CBS. The problem was that television had autormatically adopted
radio’s rigid approach to the time period. Programmers assumed
that the best way to keep an audience was with the same format,
week-in and week-out. With ad slots in the evening sold out, they
saw no reason to risk upsetting this rhythm with out-of-the-
ordinary fare. As a result, newcomers went through try-outs as
second bananas, in fringe hours, and, ironically, on network radio.
In these settings, new and different personalities could attempt to
carve out a niche for themselves and spring into prime time as
headliners.

In 1951, there were many such stars-to-be still {oiling in relative
obscurity, waiting for their lucky break. Steve Allen was host of a
ninety-minute daytime TV varlety talk show on CBS, and also
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mark), Buff Cobb and her husband, Myron (Mike) Wallace, were
brought by CBS from Chicago to New York, where they became
hosts of an endiess series of afternoon TV chit-chat shows, some of

which aired during CBS’s brief and unreceivable color run. Merv

Griffin was a lead vocalist on The Freddy Martin Show, one of the brained suburban housewife on the CBS Radio sifce
numerous unsuccessfixl attempts to bring the big band sound to ite Husband. That series ended in 1951 just as. it
TV. Soon thereafter Griffin had a solo hit record, “I've Got a husband, Cuban band leader Desi Arnaz, was involy

Lovely Bunch of Coconuts,” and he began to appear as a TV guest radio show for CBS, Your Tropical Trip. Bach wee
on his own. his bouncy, infectious Latin “habaloo” rhythms:

Going into the 195152 season, the few new prime time series giveaway segment-for instance, a contestant who C._O.
that evoked any anticipation featured as headliners performers who many bags of coffee Brazil produced the previous:¥e

Through the 1940s, Lucille Ball had pursued:
Hollywood film star, but never had any big hits. 1
began a more successful venture, playing the p
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September 3, 1951
Search for Tomorrow and, three weeks later, Love of Life

lather up the soap opera suds for television, giving CBS the
iead in developing this daytime radio staple for TV.

September 10, 1951
The CBS “eye,” designed by William Golden, becomes

the CBS logo.

September 29, 1951
Television coverage of NCAA collegiate football is

reduced to a single natiopal “game of the week” carried by
ane network (NBC) on Saturday afternoons.

September 30, 1951
The “fourth” television network, DuMont, steals the

Sunday afiernoon NFL professional football games from the
“third” network, ABC.

October 3, 1951

Celanese Theater. (ABC). Alex Segal directs ABC’s
second major drama sories, showcasing material by the
“Playwrights Company” (including Maxwell Anderson,
Robert Sherwood, Elmer Rice, and Eugene O’ Neill).

October 4,1951
Afier four years of “pooled” cOVET4ge, baseball’s World

Series begins twenty-six years as the exclusive property of
NBC.

November 27, 1951
The Dinah Shore Show. (NBO). NBC’s femaie equivalent
to Perry Como eases info a retaxed fifteen-minute weekday

show.

December 24, 1951

“Amahl and the Night Visitors.” (NBC). Gian-Carlo
Menotii presents the first written-for-television opera, a
gentle Christmas fantasy of a twelve-year-old boy who
befriends the three kings searching for Jesus. The opera
becomes a Yuletide tradition on NBC for sixteen years.

- |

handle practically any comedy situation, no matter how silly it
might appear on the surface.

In one of the first episodes of the series, Lucy, engrossed in a
Jurid murder novel, overheard Ricky talking on the telephone and
became convinced that he was trying to kill ber. She asked Ethel to
help her avoid Ricky’s clutches while a confosed Ricky turned to
Fred for suggestions on what could possibly be wrong with Lucy.
Like any misunderstood gituation, the mix-up took only a few
words of explanation to clear up at the end, but the sharp script and
strong performances by each character turned such silly fluff into
engaging comedy.

Other stories focused on deliberate schemes by Lucy, especially
as she tried to follow Ricky into the glamorous world of show
business. Ricky always insisted that Lucy stay home as a loving
wife, but she used any outlandish disguise and complicated lie to
end up on stage or to just meet famous stars and directors. Bthel
inevitably acted as Lucy’s accomplice, slightly scared of Lucy’s
schemes but eager underneath to give them a try. Usually, Lucy’s
hard-fought-for tryouts turned into hilarious failures.

Often, the program avoided show business completely and fo-
cused on domestic complications. Sometimes the Ricardos argued
with the Mertzes. Other times, the wives and husbands teamed up
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against each other. In other situations, all four neighb'-
common problem. Through all the settings, the energy be
Ricardos and the Mertzes served as the driving forcé..'B
show. They faced situations together as believable Hiire
people. Even with Lucy’s zany schemes, the farce’jjay
pletely overshadowed the characters and the characterg:
in the way of the humorous situations. As a result,
emerged as a perfect combination of sharp comic’y
acting. :
The production style used in filming I Love Lucy alss
ed a careful mix of techniques, combining the best traj
Hollywood films and live TV staging. As in a theatrical £
was full screen action, effective editing, and well-p]
tion. As in live sitcoms, character movernent was gener:
wous and compact, staying within a few basic sets:
apartment, Ricky’s nightclub, and one or two spe '
scenes. There was also a studio audience present for th
the comedy was staged for real people responding to i
the players. :
I Love Lucy premiered on CBS on October 15, 195
time slot: Monday night, following the number two'
Godfrey’s Talent Scouts. Reviewers marveled at hé
Ricardos and Mertzes walked the tightrope between ch
caricature, and how well producer-writer Jess Oppé“
made use of the standard screwball elements. Withi
I Love Lucy deposed Milton Berle’s Texaco Star The
sion’s top-rated show, and Lucy stayed there for {]
years, In the process, the Ricardos became the first .
be taken to heart by the entire nation, becoming ju
alive as the characters of radio’s Amos 'n Andy had
previous generation.
For CBS, I Love Lucy accomplished what th
hoped television’s Amos Andy would do. It prove
and acceptability of TV sitcoms, giving the metwg
weapon against NBC’s flashy comedy-variety h
presented viewers with continuing characters, settings,
rather than a mixed bag of skits, and CBS planned to,
to the schedule as soon as possible. S
It quickly became evident that many of the new:|
be quite a letdown from the careful craftsmanship of
Radio’s My Friend Irma began a live TV version ir;" anl
featuring Marie Wilson as a female even more scattet
Lucy Ricardo. (Irma was once convinced that her cat
ing friend, reincamated.) Though adequate, the series
near the energy of I Love Lucy. My Litile Margle,
replacement for [ Love Lucy, had terrible seripts: and
characters that seemed designed to embody as maity ©
lywood stereotypes as possible. Produced by the Hai
o0s, My Lintle Margie featured Gale Storm in the:
bratty, know-it-all young girl; Charles Farrell as het
Albright, an emasculated, mushy widower; Claf_&_é
George Honeywell, Albright’s boss, a stuffed-s
capitalist; Gertrude Hoffman as the eighty-three:}
Odettes, who gave senility a bad name; and Willie B
the black elevator operator, who made Amos ' A
look Tike a Rhodes scholar. Yet even this series. L Gcent.” Webb's clipped narration de-
enongh summer hit to be picked up as a winter TEPIA  $1ep; introducing to the general public the
following season. It was clear that while there migh S police work as well as his own catch
successful I Love Lucy-inspired sitcoms, few would s, ma’am.” Listeners, who did aot
quality of the original. o ases than Friday and’ Romero did
A summer sitcom that achieved success with & ra Investigations clue by clue and became;
ent style was Mr. Peepers, 2 Tow-key live NBC sefl€ tent of piecing together the solutions to real
Fred Coe. Wally Cox portrayed Robinson J. Peepel$ 1ow: tted everything together at the con-

biology teacher in the small Midwestern
Unlike the screwball sitcoms, the humor in
rom just slightly exaggerated situations
eepers encountered. His friends Harvey
a brash history teacher, and Mrs. Gufney
dled English teacher, served as excellent
d mannier, and the stories emerged as whimsi-
good-natured people. The show was origi-
surmer run, but viewer response was so
-early in the 195253 season as a replace-
L Tan until 1955 and, at the end of the
i¢:mild mannered Peepers summoned the
yv.:Remington {Patricia Benoit), the school

ne:: show, Dragnet, which the network
lacement in early 1952. Under the direc-
star Jack Webb, Dragner had begun in
tadio, featuring Webb as Sergeant Joe
s police department and Barton Yar-
Sergeant Ben Romero. The series broke
d 1:1_'1.age of crime fighting and emphasized
work necessary for success by real police-
] ..0_1_1 *actual cases™ from the Los Angeles
each_ week, following the opening theme
thie announcer reminded the audience,
ar 1s true. Only the names have been

The first TV sitcom

Lucille Ball, Vivian
Vance, Desi Arnaz,

inc. All Rights
Reserved.)

superstars: (from leff)

and William Frawley.
(CBS Photo Archive ©
2003 CBS Worldwide,

January 6, 1952

Hallmark Hall of Fame. (NBC). Actress Sarah Churchill
{daughter of Winston) serves as host of a Sunday afternocn
drama anthology. Later, as a series of floating specials, the
Hall of Fame  productions serve as one of television’s
classiest series.

Janmary 7, 1952

Arthur Godfrey Time. (CBS). A television simulcast of
Godfrey’s morning radio variety show pushes CBS-TV up to
a 10:00 A.M. starting time.

April 26, 1952
Gunsmoke. (CBS Radio). William Conrad plays marshal
Matt Dillon in a Wes}em that takes dead aim at adults.

June 19, 1952

I've Gor a Secret. (CBS). Garry Moore hosts another of
Mark Goodson and Bill Todman’s celebrity panel quiz
shows, emphasizing the sharp banter of its regulars. The
format i3 simple: Each contestant has a secret which the
panel attempts to guess.

June 30, 1952
The Guidi.ng Lighr. (CBS}. CBS adds this veteran fifteen-
year-old radio soap opera to its afternoon television lineup.

July 7, 1952
The Republican National Convention opens in Chicago.
CBS has a new anchor, Walter Cronkite.

July 21, 1952

"I.‘he Democratic National Convention program  book
ominously warns delegates “Television will be watching
YOU!” citing the eight cameras that might catch them
unawares in closeup while “covering every inch” of the hall.
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clusion with a crisp report on the trial and punishment given to the
apprehended criminal. Without resorting to the sounds of excessive
viotence, Dragnet turned investigative police work into exciting
and popular radio entertainment.

The television version of Dragnet continued the methodical
style of the radio show and its dedicated support for the average
cop on the beat. Dragner first appeared at Christmastime in a
special “preview” episode featuring Webb, Yarborough, and guest
Raymond Burr as a depaty police chief. Yarborough died on
December 19, so when the show came to the regular NBC televi-
sion schedule in January 1952, Webb tried out a few new assis-
tants, eventially choosing Ben Alexander as his new partner,
officer Frank Smith. Like the radio version three years before,
TV's Dragnet marked a major change from the standard crime
shows proliferating on television. In series such as Martin Kane,
Private Eye, the hero was a loner detective so the police were
presented as fumbling fools who would probably trip over a dead
body before they realized that a crime had been committed. Series
such as Dick Tracy, Mr. District Atiorney, and Racket Squad
consisted entirely of character stereotypes. The bad guys wore
slouch hats and needed a shave while the smooth know-ii-all
heroes relied on third-degree grillings and coincidence to break a
case. Dragnet, on the other hand, pictured police neither as boobs
nor glamour boys, but as dedicated human beings who solved
crimes by careful deduction, using brains rather than brawn.

Dragnet was a tremendous success and, like I Love Lucy, sct a
program style that would be imitated for years. Both shows also
made filmed television series respectable. While most of the pro-
grams emanating from Los Angeles were stifl live, the television
networks ceased considering filmed series as simply filler. The
major Hollywood studios continued to treat television as a leper,
but smaller, independent studies were more than happy to fill the
new demand for filmed product. ‘

The I Love Lucy-inspired boom in sitcom development served
as a direct challenge to NBC’s emphasis on comedy-variety giants.
Even Milton Berle, the network’s biggest star, felt the pressure.
Though he began the season by knocking off his first serious Tues-
day night competition in years (CBS’s Frank Sinatra Show), Berle
dropped as I Love Lucy climbed. After being dethroned by Lucy,
Berle began changing his program’s tone, aiming the show more
and more toward the kids, adopting a new cognomen, Uncle
Miltie. In mid-season, large numbers of adults began to turn from
the Texaco Star Theater to a new, unexpected source of competi-
tion: God. DuMont, which prided itself (out of financial necessity)
on producing “sensibly priced” entertainment, threw up against
Berle a concept considered too ridiculously simple for the other
networks to take seriously: a sermon. For thirty minutes each week
on Life Is Worth Living, Roman Catholic Bishop Fulton J. Sheen
delivered a strong but sensitive religious presentation. He was not
plugging a particular doctrine, but rather was discussing everyday
problems and the help a faith in God could bring. He even had a
sense of humor, often joking about his competition with Berle. One
quip had it that both worked for the sarne boss, Sky Chief.

Even with the challenges to Berle, NBC stuck with its big name
variety shows — hightighted by The Colgate Comedy Hour and All
Star Revue (the renamed Four Star Revue) — because overall they
were still producing top ratings. Throughout the 1950-51 season,
The Colgate Comedy Hour had regularly defeated its Sunday night
competition, Ed Sullivap’s Toast of the Town. For the new season
NBC came up with apother TV winner, Red Skelton.

Red Skelton’s television act centered on little hats, big grins, his
rubber face, and a ready-made roster of already familiar characters
from radio including Clem Kadiddlehopper, Willie LumpLump,
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Bolivar Shagnasty, and the infamous Mean Widgj e
week, Skelton merely stepped on stage in front of a-.
performed, vaudeville style. His decade-long succey &
carried over to television and he shot straight into Ty~ o -

NBC also tried to expand comedy-variety into g 3
time period that seasom, in an attempt to duplicate
evening radio success of Jack Benny. For years, Bem'y- B
CBS's Sunday night radio line-up with his top-rated
P.M. program, so NBC slotted Chesterfield Sound O T;
same period, which was unusually early for TV vy
again, there was a rotating format, with Bob Hope, Freg 4
Jerry Lester taking turns as the show’s host. Hope was jﬁs
as always; Lester, who had quit the late night Brogg,
House in May, failed with a mix of bland scripts “angd
libbed humor; and Allen was once again saddlied wit
vaudeville show, a task unsuited to his nature. Soun
vanished by Christmas, only to be replaced by anot
show, Royal Showcase. This was also unable to spap
audience, though it did feature Fred Allen’s best TV péxf
ever. Appearing as a guest two times in the spring;- Al
brought to life the characters of his famed Allen’s Alley
been done eighteen months earlier, Allen might hav
TV star everyone expected him to be, using his fami
characters in much the same way as Red Skelton.

NBC’s experiment with early evening variety ac
occasional success. However, there was a much sy
problem beginning to show in the network’s comg
showpieces, The Colgate Comedy Hour and All Star Reii
club and film commitments of the original regulars dis
smoothly balanced rotating schedule that had been s¢
two shows and, as the major headliners decreased the
their appearances, NBC was forced to rely increasing
popular substitute hosts. These included Donald O’ Con
Raye, Ezio Pinza, Ben Blue, Tony Martin, the Ritz Br
Paar, Spike Jones, Abbott and Costello, and Jerry L
was sinking $100,000 per week into its show (which
million per year, then the highest budget in television) an
ately wanted only the familiar big names as headlinets: :
stars were getting tired of the routine. They found theit
material used up very quickly and were forced to:fall
writers who could turn out only so much greainess on
week basis. At the end of the season, Danny Tho
grind, exploding, “TV is for jdiots! T don’t like it . it b
the standards of the entertainment industry considera
work years building routines, do them once on v
finished. Next thing you know, you are, too ... When
do my own TV show, I'd like it to be a half-hour on fif

Eventually most of the other major headliners ec
cisms of both Danny Thomas and the previously: de
Allen. Television comedy-variety used up routines at:an
rate and performers quickly had to setle for pre :
were just average, frustrating themselves and disappoints
ers. Their shows began to look the same, with the sam
same format, and the same material.

As The Colgate Comedy Hour tumed more fre
light substitute hosts, Ed Sullivan’s show began 0 od
NBC's hold over the Sunday at 8:00 P.M. stot. After]
tently beaten in the 1950-51 season, Sullivan had de;
his show a new wrinkle in the hope of drawing €¥
celebrity-studded variety hour on NBC. In Septemb
budget for Toast of the Town was increased and Sull
doing elaborate special tribute shows. Throughout
entire programs were tirned over to salutes 0 Oscar H

g Zof-the 1952 Democratic convention gave home viewers the best seats in the house. (National Archives)

e, Cole Porter, and Richard Rodgers, with
headliner and well-known friends as the
S tribute shows were, in effect, floating
_ the Toast of the Town framework. When
Martin and Jerry Lewis were on The Coigare
came out on top. However, when viewers
dhiniers such as Spike Jones or Abbott and
pecials provided an attractive alternative on

of his pet projects on the air more quickly: Today, a two-hour news
and information series broadcast in the early moming.

At the start of 1952, daytime TV programming was still sparse.
A few stations signed on at about 10:00 A.M., but nothing of any
importance took place until about 4:00 P.M. One exception was in
Philadelphia where, each weekday moming from 7:00 AM. to
9:00 AM., WPTZ ran Three to Ger Ready, a loose show led by
former radio disc jockey Ernie Kovacs. The program had begun in
late November 1950 and featured some live music, records, time-
and-weather checks, and great doses of Kovacs's own peculiar
television humor. He read fan letters on the air, performed skits he
had written himself, shot off toy guns after puns, picked his teeth,
and even held an avdition for goats. Three to Get Ready did unex-
pectedly well in the local ratings and the success of Kovacs appar-
ently convinced NBC that Weaver's idea for an early morning
show might attract network viewers as well.

Chicago’s Dave Garroway, who had been without a show for a
few months, was chosen as the low-key host for the new program,
originally dubbed Rise and Shine bui retitled Today before its pre-
miere. NBC budgeted the concept at $40,000 per week and took
out full page ads in trade magazines, declaring the show to be “a
revelution in television,” and that, via Today, “the studio becomes
the nerve center of the planet.” When the program began in Janu-
ary 1952, though, such proclamations could only be regarded as

chief, Pat Weaver, learned a lesson from
gainst The Colgate Comedy Hour and, late
posed that NBC adopt the idea of regular-
: part of its network strategy. Weaver felt
chilie dubbed “spectaculars,” could be used to
_ _ulq vibrant by breaking the weekly routine
h d fallen into. He suggested that a two-hour
cbeduled to appear about once a month,
arsponsor of the time slot. Television’s big
1 BC itself, were not receptive to this idea.
eek-in, week out regularity in programming
O ?Ep. anl audience, with Christmas specials

Night Visitors” the only exception. Their
We:aver had to hold off implementing his
alittle while, but he was able to get another

qué
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promises for the future. Skeptical advertisers withheld support and
there was only one sponsor for the premiere.

On the home screens the first Today broadcast appeared as an
almost meaningless hodge-podge. The cast and crew were
squeezed into a tiny steet-front New York City studio that had
originally been a public display showroom for RCA TV sels.
There, viewers could see three teletype machines, weather maps,
wire photo displays, clocks set to the dmes of various world cities,
record players, newspapers, the crowd outside the studio, and, oh
yes, the show’s regular cast of Dave Garroway, Jim Fleming, and
Jack Lescoulie. Throughout the program there were frequent cuts
to live reports from the Pentagon, Grand Central Station, and the
comer of Michigan Avenue and Randolph Street in Chicago, as
welt as live phone reports describing the weather in London,
England and Frankfurt, Germany. Viewers were bombarded with
data and they reacted to Today with confused indifference. Today
did not seem fo bave any point other than to show off fancy gadg-
ots. Before long, NBC toned down the video tricks and adopted a
news, reviews, features, and interviews format more suited to
Garroway’s relaxed nature. By May. the show was in the black.

Today was so successful that WPTZ, in order o carry it, was
forced to shift the Ernie Kovacs Three to Get Ready program to
noon, a move soon followed by his departure to New York City.
There, Kovacs did a few daytime network shows for NBC, but
soon found himself on the CBS local New York affiliate doing a
morning show against his old nemesis, Today. His new show
continued the loose and off-beat style of Three to Get Ready, with
such features as visits from Tondelayo, an “invisible” cat that was
vigible to everybody, and Yoo-Hoo Time. Kovacs noticed that
most members of a studio aundience began waving as soon as a
camera was pointed in their direction, so he generously set aside
Yoo-Hoo Time for just such activity. A display card showed the
name of a person in the audience who was invited to stand up and
wave to his hear’s content, egged on by Kovacs. Actor Peter
Boyle also made guest appearances, often appearing as either a
rotund Trish cop on the beat or a rotund uncle-figure who vrged the
kiddies to “Eat up like Uncle Pete!” When the makers of Serutan
(“Natures spelled backwards”™) took over five minutes of his
morning slot, Kovacs insisted for weeks on referring to himself as
Ernie Scavok. Above all, Kovacs constantly ribbed the effusive
wall gadgets and world-wide air of the competing Today show. He
hung up signs on his set with such helpful descriptions as:
“I ondon,” “Cloudy,” “Frown,” and “Trenton.”

On the other side of the broadcast day, the networks were
experimenting with new late night telecasts, but these were far less
successful than the early morning Today. One of the worst shows
was CBS’s gauche attempt ai sophistication, The Continental,
which aired Tuesday and Thursday mights, 11:15 to 11:30 P.M.
Renzo Cesana played a TV gigolo who sat in an apartment sefting,
trying to look like a swank European mélange of Charles Boyer
and Ezio Pinza. Cesana sipped fancy drinks, puffed expensive
cigarettes, sang, and pitched woo to the presumably palpitating
housewives at home. The camera was supposed to be their eyes
and ears, so Cesana acted as if the viewers were really in the room
with him. He handed cigarettes and drinks to the camera, gushing
sweet nothings such as “Don’t be afraid, darling, you're in a man’s

apartment!” Trying to tickle romantic fantasies, Cesana went on
and on that he loved the marvels of a woman’s smile, that he
valued champagne that did not tickle your nose, and that his ladies
looked great in Cameo stockings. Inevitably this led o a plug for
women'’s stockings, revealing the great lover as a pitchman in a
rented tuxedo. One critic labeled this extended commercial “the

most needless program on television.”
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ing hours reflected the increasing growth in the oo
my, despite the [ighting in Korea. The war ha
peculiar state in July 1951 as cease-fire and armistjee.
Though these dragged on for two more years whilé:thg

The expansion by the television networks into the : . od television code was adopted by the
' Broadcasters (NAB), which asked its
agree to abide by it. On the day the code
1952, television industry publications
77 of the 108 American television sta-
American soldiers remained in Korea, the level of:fi
down sufficiently for domestic production facifities 1 : Cace.
to civilian use. Manufacturing and consumer buyi'ng pi enbﬁgh for the telovision industry, but it
it was against this background that television pro : Reptesentative Bzekiel C. Gothings, a
spensor support took off with the coast-to-coast cab} = e induced the House Interstate Com-
and the success of shows such as I Love Lucy. Tha iblic hearings on the morality of TV
freeze still prevented television from touching many aye " <ervative radio commentator Paul Har-
interest in television cities was greater than vicion had become an outlet for comics
magazines listing the week’s TV fare hit the stand: bt life” of New York Cily, who were
home viewer a choice of TV Preview, TV Review, : jékes to the nation, thereby imposing
Views, TV Forecast, TV Digest, TV Today, and an ear nth st of the forty-seven states.” Repre-
TV Guide. Besides the program listings, these maga; : <élf presented the committee with a more
featured short puff piece articles on individual s ul_ai‘s One night, he announced, he had
raphies, and ads. The program listings sometimes
themselves with the sponsor’s name as part of the
shows as Texaco Star Theater, Pabst Blue Ribby
Chesterfield Sound Off Time. Most TV magazines:an
drew the line, though, at an ABC Sunday night’agh
whose official title was Your Kaiser-Frazer. Deale
“Kaiser-Frazer Adventures in Mystery” Starring
“By-Line. ” Despite the sponsor’s determined ef
an exira plug while taking as much column space:as
title in print was inevitably shortened to By-Liné

As television’s popularity grew, those conce

medium’s persuasive effects on others became i'r_u:
Aspiring politicians discovered that they could catapu
into the headlines by claiming that sex and violence
was corrupting the nation and that such progra i
halted by federal fiat. Those who wanted to clamp do
sion pointed to seemingly ominous incidents such
place in Detroit on Janvary 22, 1952, There, I _
forty-six-year-old deputy sheriff in Macomb Coul
arguing with his wife over whether the family should wi
thriller series, Suspense, claiming that the show Wa___
her and their six children to see. During the argi
fifteen-year-old son, Jerry—who later explained: thial
stand to see his father push his mother aroun
father’s shotgun and shot his dad through the back,

In the early days of motion pictures, there .
charges that violence on the silver screen translated 1
in real life. When governmental intervention appeared
the 1920s, the major studios called in a respected {0
ter general, Will Hays, to help draw up a moralit
would govern the content of all Hellywood films _
lating code in effect, the demand for federal cens_or
1051, the scif-appointed guardians of the public
looking askance at examples of television sex’ at
as Dagmar’s cleavage and Dick Tracy’s mayhet;
decided to adopt a Hollywood-style code of ethis
hoped that their declaration of support for indust
would assuage the vocal critics, prevent federal i
prove that television was doing its part to keep the-'
with God. There were four basic rules laid do .
producers of television programs. : w telovision status quo were in the

1. Shows will not sympathize with evil. cE ; e “atidt the noncommercial stations.
2. Shows will not degrade honesty, goodness, a1l i vV ets in use in 1952 were able to
3. Figures exercising lawful authority should riot 1456t manufacturers saw no reason
4. Law breakers must not go unpunished. de the f_eature unless their custormers

: 'tb'_b'é expected with so many hours (o
the public was not forced to watch

ows tﬁ_roughout the schedule. In its final
d-that there was too much crime and

the freeze in 1948 to study and revise
der 1o solve problems of cross-station

dei Both systems combined permitted
$:10:1,291 cities. This meant that,

aw” took place, aimost 600 station
b_y thg:‘ FCC, many for the new UHF

demanded it. With plenty of entertainment available on VHF, the
public ignored the new system. Few people purchased UHF con-
verters for existing sets or asked for UHF capabilities on new sets.
Almost immediately, fierce battles began over the more accessible
VHF frequencies as applicants realized their competitive value. In
launching the new system, the FCC might have unofficially de-
clared certain cities as all-UHF, giving manufacturers a captive
audience for UHF sets, but this did not occur. Instead, the commis-
sion decided to let the subtle pressures of supply and demand solve
the UHF problem.

Most of the newly created noncommercial channels were on the
UHF band, so their future hinged on the success of the new system.
Yet, they also faced an additional, fundarnental problem of their
own: funding. The FCC had left this important agpect of noncom-
mercial television unsettfled. It was not clear where the money was
to come from if the stations were to be both noncommercial and
independent of the government. San Francisco’s KQED (one of the
few educational stations located on the VHF band) soon hit upon
the concept of a yearly on-air auction to raise operating funds, but
the UHF stations, with far fewer potential viewers, could not do
even that. The only major source of revenue for noncommercial
TV came from the Ford Foundation, which donated $11 million fo
establish the Educational Television and Radio Center (forerunner
of the National Educational Television Network) to produce and
distribute educational programs. However, through poor organiza-
tion and faulty funding, both of the major TV cities, New York and
L.os Angeles, did not have an educational station at all. Without
them, noncommercial television remained, for all practical purpos-
es, a very expensive television laboratory.

The failure of UHF and the lack of major market outlets for
educational TV prevented the noncommercial system from having
any influence on American TV programming for more than a de-
cade. Commercial television experienced no such delay. At the
time of the thaw, there were only 108 stations (all VHF) on the air
in sixty-three cifies, and thirty-seven of those cities—places such
as St. Louis, Pittsburgh, Buffalo, New Orleans, Houston, and
Indianapolis—still had only one TV station each. Within a year,
the number of TV stations on the air increased from 108 to 200,
and another 200 were in the process of construction.

The birth of live coast-to-coast television and the surge in TV
station growth assured by the thaw made television a much more
important factor in the 1952 presidential campaign. The politicians
remembered the amazing effects of television during the 1951
Kefauver hearings and prepared to exploit it. At the same time,
CBS and NBC decided to build some much-needed television news
respectability with early and exiensive coverage of the 1952
electoral process.

In March, for the first time, CBS and NBC film crews descend-
ed upon New Hampshire, turning the state’s previously unim-
portant presidential primary intoc a vital national bellwether.
Among the Republicans, General Dwight Eisenhower scored a
surprise write-in victory and the wide play this received on TV
made “Tke” a credible candidate. The quality and depth of the two
networks’ coverage of New Hampshire showed that television
could cover news on its own, independent of radio and newsreels.
Candidates soon discovered that they had to augment their speech
writing staffs to have new catchy phrases ready for the ever-
present TV cameras. As with the comedy-variety shows, television
quickly used up political material. Without new lines, candidates
ran the risk of tuming off the public with “the same old stuff.”

The most important breakthrough in television’s news stature
came in June when Eisenhower held his first big campaign press
conference. Though the event marked the beginning of his active
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run for the Republican nomination (after leaving military service),
Ejsenhower's press aides—in collusion with the newspaper and
newsreel reporiers—announced that television crews would be
barred from covering the press conference. This practice was not at
all unusual in those days, but CBS’s William Paley decided to take
a stand, He boldly announced that CBS was sending a camera crew
anyway and Eisenhower would have to throw it out. Fe_armg bad
publicity, Eisenhower’s people let CBS (and the ]ate-cormn.g NBC)
into the conference. This marked milestone in TV journalism. For
the first time, TV news had stood up for itself, and won.

At the Republican National Convention in July, the Eisenhower
aides showed that they had learned their lessons well. ‘When the
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forces of Hisenhower’s chief rival, Ohic Senator Robar
controlled the convention machinery), tried to sneal
important delegation challenge out of sight of the ca
hower’s people suddenly appeared all over television:
“sonvention rigging,” “the big steal,” “smoke-filled g,
“sream-rolered conventions.” Incensed viewers sen¢
the convention and the public outcry that resulted fron
on television swayed enough delegates to put Eisenhpw,
top, landing him the presidential nomination. Te]
coverage had been proved even more powerful than
had imagined. TV had not only come of age, it was al
who was chosen to lead the couniry. :

GREAT STRIDES made in television
o spring and summer of 1952, the real
ook place at 9:30 P.M. {(Eastern
hen; live from NBC’s El Capitan
“Sénator Richard M. Nixon faced
7 had:made a name for himself as a
before. by “getting” Alger Hiss, an
Department, and, in 1952, Republi-

ries began circulating that a
were supplying Nixon with a

sirged him to drop the young sena-
wer. gave Nixon a few days to clear
epublican National Committee into
elevision time so that he could
th. pressure mounting for Nixon’s
¢ broadcast was quite high, because
oing o say.

femionstrated that he was one of
a5p fully the impact and nature of
e'r_f()rmance was a playwright’s
voted wife, Pat, at his side)
ing to save his honor in a
e‘cliarges concerning the $18,235
und were quickly dismissed. Yes,
oney, but he denied any sinister
nder-the-table gift, Nixon said,
serve his constitnents. Then
> ‘original topic behind and
lain: Bill” portrait of himself as
 tear-jerker story of his im-
urrent financial holdings. He
=0ld car he drove, the mort-

the ultimate heart-tug, a

re-fire; gambits as mom, the family
. and- the story of a struggling

re cute little puppies and

éech, Nixon disclosed that,

tpporter after all:

uld tell you, because if

I don’t, they’ll prabably be saying this about me too. We
did get something—a gift ... A man down in Texas heard
Pat on the radio mention the fact that our two youngsters
would like to have a dog and, believe it or not, the day
before we left on this campaign trip, we got a message
from Union Station, saying they had a package for us.
We went down to get it, and you know what it was? It
was a little cocker spaniel dog in a crate that he sent all
the way from Texas. [It was] black and white and spot-
ted, and cur httle girl—Trisha, the six-year-old—named
it Checkers, and you know, the kids love the dog, and I
just want to say this right now, that regardless of what
they say about it, we’re gonna keep it.

What a scenario! All it needed was some organ music under-
neath and the nation would have been awash in bathos. Who could
resist such a presentation? Nixon correctly assumed that television
(which everyone had said was an intimate medinm) was the perfect
way to get to people’s hearts for an emotional response. The “little
people” came to Nixon’s defense and flooded the Eisenhower cam-
paign headquarters with telegrams urging Nixon’s retention on the
ticket. Television industry people, while admiring the showman-
ship in Nixon’s presentation, were vaguely disturbed by its impli-
cations. It was an implied declaration that a clever politician could,
via television’s immediacy, reduce politics to personalities, issues
to emotions, and complexities to simplifications. Certainly this was
not a new trend in politics. President Franklin Roosevelt’s refer-
ences to “my little dog Fala™ on radio back in the 1940s were close
to Checkers in such intent. However, television had elevated this to
a much higher level of effectiveness.

The rest of the campaign was dufl by comparison. Eisenhower,
always uncomfortable in front of television cameras, relied chiefly
on ad agency-preduced short spots, many of which featured car-
toon marching bands endlessly repeating “I Like Ike! You Like
Ike! Everybody Likes Ike!” Adlai Stevenson, the Democratic
nominee, stuck to the more traditional half-hour speech format.

Election night itself was not ali that dramatic, either. It was
evident early on that Eisenhower and Nixon would win, and NBC
and CBS’s much-touted Univac computers made little difference in
the speed of calling the races. The only news about the news
coverage was the surge in popularity of CBS, which decided to
stick with its successful new convention anchor man, Walter
Cronkite. The CBS sponsor, Westinghouse, also stuck with its
ancher, commercial spokeswoman Betty Furness.
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