The Idiot Box?: 

A History of Television 

Caveat emptor: These lectures are a work in progress and are continually being added to and revised and are undoubtedly in need or revision now (if I only had the time). Forgive me for the infelicities of language. Let me know if you find any of these. As to the links you don’t have to look at them all, pick and choose—as long as you choose one we don’t watch in class.  On the other hand, feel free to explore any that interest you.

A word about reading these lecture notes. First, the lecture notes are meant to be the main text book for the class and are organised like a textbook. They are also meant to be read like a book from beginning to end. Within these lecture notes you will also, by the way, find the essays you will need to read for this course placed at the points you will need to read them.

There are three general sections to these lecture notes. The first focuses on the technology and early broadcasting history of TV. The second explores the history of US TV. The third provides glimpses into TV outside the US.

The US section is subdivided into several sections itself. It is divided into ten year periods—1945-1955, 1955-1965, 1965-1975, 1975-1985, 1985-1995, 1995-2005, 2005-2015 (these serve as chapters in the US section). Each of these subsections are further divided into several other subsections--broader historical contexts, institutional history and relations with governmental entities, programming, and TV criticism. At the end of each of these subsections is a "bibliography" with viewing and oral history options. I have used bold and italics to emphasise these sections, subsections, and sub-subsections. 
There is a lot of redundancy in the text. There is even redundancy in the sub-subsections themselves. The programming sections spend a lot of time on genre, for instance. This redundancy is, of course, intentional and meant to help you as you navigate through the text.

One thing that I have found helpful in navigating the text is the FIND option. The FIND option is your friend. For instance, if you are looking for Programming for 1975-1985 type in 1975-1985 and you will eventually get there. If you are looking for Dekalog type in Dekalog or type in Poland and then scroll down to the show. If you are looking for Have Gun-Will Travel type that into the find option. FIND should help you get to where you are going. Another option is to simply eyeball the text. Since the viewing options are at the end of each section and since these sections stand out when you look at the text—a lot of hyperlinks—you should be able to find your way there by simply paging up or paging down.
Finally, a word about the links. You will find a lot of links in the text below. Treat them as buried treasures to search through. Remember you must explore three links per section and touch on them in your journals. Also, remember that many of them are links to Youtube and that given copyright issues they may disappear overnight. Let me know if a link is no longer active asap.
Useful Links:

Here are some great online sites that are worth checking out…

Here is a site that will link you to TV stations around the world

http://www.high-techproductions.com/tv_stations_from_around_the_world.htm
Here is a link that links you to TV channels and shows around the world

http://www.livetvcenter.com/
Here is an excellent search database for TV… http://ftvdb.bfi.org.uk/searches.php
Here is a link to the Internet Media Database… http://www.imdb.com/
Here is a link to the Museum of Broadcast Communications… http://museum.tv/
Here is an interesting link to a TV History site… http://www.tvhistory.tv/index.html 

Here is a link to the excellent Encyclopedia of Television edited by Horace Newcomb under the auspices of the Museum of Broadcast Communications… http://museum.tv/Archive/etv/
Here is a link to Archive at the Museum of Broadcast Communications… http://museum.tv/exhibitionssection.php?page=21
Here is a link to the Museum of the Moving Image… http://www.movingimage.us/site/site.php
Here is a link to the Museum of Television and Radio… http://www.mtr.org/
Here is a link to the wonderful Archive of Television where you can find interviews with the people who made TV… http://tvinterviewsarchive.blogspot.com/
Here is a link to the BFI television page

http://www.screenonline.org.uk/tv/index.html
Here is a link to PopMatters where you can find reviews of hundreds of TV shows

http://www.popmatters.com/pm/tv/recent-tv/
Here is the link to Flow, the online journal published by the University of Texas Radio, Television, and Film Department

http://www.flowtv.org/
Here is the link to Flak, an online journal of art including film and television

http://www.flakmag.com/
Here is a link to Sitcoms Online, a site that has information and links on US sitcoms

http://www.sitcomsonline.com/
Here is a link to the Guardian Media section… http://www.guardian.co.uk/media
Here is a link to the Guardian Arts section… http://arts.guardian.co.uk/
Here is a link the the NY Times Arts section… http://www.nytimes.com/pages/arts/index.html
Here is a link to the film series at Page Hall on the downtown campus of the University at Albany…http://www.albany.edu/writers-inst/cfs.html
Want to blog about TV? Here is a fun site

http://nikkistafford.blogspot.com/
Part One: Technology and Representation
Chapter One

Television and Technology
Television, of course, is the product of technological developments, technological developments in variable resistance to electricity, photoemission, and fluorescence. TV’s pioneers, by and large saw it as an extension of previous technologies—the telephone, radio, telegraph, phonograph, and cinema. 

The possibility of television was recognized as long ago as the nineteenth century. It was clear to many in the late nineteenth century that the same variable resistance used to transmit voices along telephone lines and data along telegraph lines could be used to transmit visual information as well. Beginning in the late 19th century a number of individuals in a number of different countries around the world—the United States, France, Great Britain, Germany, and Russia—attempted to develop various technologies that would do just that.

A few of the high points: In 1881 a system using selenium cells and paper impregnated with potassium iodide was developed to transmit facsimile images. In 1888 Paul Napkow patented a camera that operated with a spinning disc that could transmit an image by transforming light into a modulated electrical wave. He called it the electric telescope.In 1897 Ferdinand Braun developed a photo emissive cathode ray tube (CRT). In 1906 a Napkow disc and a CRT was used to transmit written material. In 1908 Alan Campbell Swinton developed an all-electrical system using cathode ray tubes and electromagnets in transmitter and receiver. In 1911 Boris Rozing demonstrated a cathode electromagnetic system. In 1920 radio broadcasting made its appearance with Pittsburgh, Pennsylvania’s KDKA. Mass radio broadcasting would, however, not come until 1921 with the broadcast of the Dempsey-Carpentier fight. 1921 also saw Charles Francis Jenkins patented a system for transmitting pictures wirelessly.  In 1926 Philo Farnsworth developed a camera tube with a photoelectric plate upon which light from a scene was converted into electricity. In 1927 American Telegraph and Telephone, Western Electric, and Bell Labs gave a public demonstration of a TV system—a programme was transmitted by land line wires from Whippany, New Jersey to New York City. In 1929 General Electric’s John Logie Baird made improvements in mechanical scanning systems at the company’s headquarters in Schenectady, New York. 1929 also saw Manfred von Ardenne demonstrate a 60 line electronically scanned image and Philo Farnsworth of Philco build an all-electric scanning and synchronizing pulse generator. Linking this to an “image dissector” Farmsworth had constructed had the first all electric TV system in the world. 1929 also saw Vladimir Zworkin successfully test an electric receiver with no moving parts. This made television as we know it today possible. In 1932 Zworkin developed a electronic iconoscope camera with 240 lines of resolution at RCA. In 1936 a mechanical system running at 440 rotations per minute using CRTs was introduced in Germany.

Developments in television technology didn’t end with the late 1930s though World War Two put a crick in televisions development. The mid 1950s saw RCA develop a colour TV using three colour sensitive pick up tubes—red, green, and cyan. 1953 saw the National Television Standards Committee (NTSC) adopt colour TV standards for the United States. In 1956 the National Broadcasting Network (NBC) which was owned by RCA introduced a full colour schedule. 1964 saw Philips develop a colour TV tube that produced a high quality colour picture. Between 1969 and 1990 Japan’s state network, NHK, developed wide-screen high definition TV (HDTV) to match the 16 x 9 aspect ratio of widescreen film. 

Technological change wasn’t solely the province of transmitters and receivers. On the big screen 3D hit in the 1950s and was revived periodically afterwards but went nowhere. There were also developments in recording. The ability to record TV programmes allowed TV networks and TV stations to solve some of their problems associated with the hard fact of multiple time zones particularly in larger nation-states like the United States. The first major breakthrough in recording technology occurred in Rochester, New York when Eastman-Kodak Company working in concert with the ABC, NBC, and DuMont networks developed a motion picture camera in the early 1950s that recorded what was being transmitted, kinescope. Kinescope was a technique which photographed an image from a television. Interestingly, the same technology was developed in Britain around the same time. Other developments in recording technologies soon followed. In 1951 John Mullin of Bing Crosby Enterprises altered an Ampex audio recorder and demonstrated that video signals could be recorded on magnetic tape. By 1952 CBS’s megahit I Love Lucy was being filmed rather than kinescoped. In 1956 Ampex developed a transverse recorder using magnetic tape whose recording quality was superior to that of kinescope and which allowed the instantaneous playback of recorded picture and audio. Television stations now had an alternative to broadcasting from network feeds. They could now record programmes and broadcast them later. In 1959 Toshiba introduced a helical recorder. In 1961 Ampex introduced EDITEC, the first electronic videotape assembly device which made editing as easy as pushing a button. In 1962 Mach-Tronics introduced a one inch helical recorder. In 1966 Westel developed a one inch portable television camera with a video recorder. In 1967 Ampex introduced a battery operated portable video recorder. All of these would transform how television did news.

Technological developments between the 1960s and 1970s were largely consistent with the technologies that had been developed by the 1950s. Throughout the analog era bigger and better CRT TV’s, turntables or record players, and tape players were produced virtually year in and year out. Four, eight, and then 24 track tape players were introduced. The 8-track cartridge and then cassette deck players were introduced in the 1960s through 1970s. In the 1960s FM radio finally became viable and then prominent and then commercialised.

Technological developments, of course, continue to impact TV. The 1960s saw the development of videotape. The 1970s saw the development of home video machines. The 1980s saw the development of home computers and portable audio and video equipment. The 1990s saw the development of the internet and the World Wide Web. The 2000s saw the development of digital cameras, Digital Versitle Discs (DVDs’), TiVo, MySpace, and You Tube. Today one can watch TV programmes on DVD and on the WWW. All of these developments have changed and will change TV as we know it today. And all of these developments have brought controversy. New technologies have enabled users to “upload”, music and TV programmes to websites and for others to “download them for “free”. The producers of music and TV programmes, of course, are not happy with this situation and want payment for use of their copyrighted material.

There were globally variations in another technology associated with television, broadcast signals. In the United States the National Television Standards Committee (NTSC) brokered an agreement among the various interested parties, the major networks in other words, and established a set of national standards for broadcasting signals in the US in 1941. The NTSC set the line standard at 525 and gave its name to this signal standard. Initially Britain adopted the NTSC standard. In 1960 they dropped the NTSC standard and adopted the 625 black and white German PAL (Phase Alternate Line) standard for its second BBC channel. PAL would soon become the standard for all British TV and for most signals throughout Europe. Only France and the USSR would opt out of PAL adopting the SECAM 819 line standard (SECAM)—the highest possible signal line standard at the time. Canada, Japan, and South America adopted the NTSC 525 line standard. Cuba adopted the 819 line standard. In 1979 Japan’s public NHK network would broadcast the first High Definition television signals of 1125 lines. Broadcasters worldwide have moved slowly into HDTV thus far. The adoption of digital signals for over the air broadcasts globally allows for a picture quality and sound quality heretofore unseen anywhere in the world even if you don’t watch it on a HDTV.

For the geography of signal line standards see http://en.wikipedia.org/wiki/Image:NTSC-PAL-SECAM.svg
Terrestrial television signals worldwide are broadcast on the VHF (Very High Frequency) and UHF (Ultra High Frequency) electromagnetic spectrums. VHF and UHF signals were, like programming, kept within national boarders. In the US, the UK, Australia, and New Zealand TV broadcasting began on VHF. This despite the inherent quality limits of VHF. There were only 12 potential spaces available on the VHF spectrum. Usually there was space for only three TV stations on VHF given the necessity of providing spaces between stations due to possible signal interference. In the United States NBC and CBS, of course, were able to acquire prime VHF territory leaving ABC and DuMont to fight it out for what was left. 

READINGS:

Douglas Kellner; “Buffy the Vampire Slayer as Spectacular Allegory: a Diagnostic

Critique” 
http://www.gseis.ucla.edu/faculty/kellner/essays/buffy.pdf
Rox Kaveney, “She Saved the World. A Lot: An Introduction to the Themes and Structures of Buffy and Angel” in Reading the Vampire Slayer, pp. 1-82
Viewings: The semiology of story and image

Beneath the Surface and the Art of the Long Take

Michael Penn, “Try”, 1997, directed by Paul Thomas Anderson 

http://www.youtube.com/watch?v=Hox7UOaQffI 
What is going on in Michael Penn’s “Try”? Who directed it? Who is he? What is going on visually? How can we decipher the clues as to what is going on in this video visually? Do the visual and narrative themes of the song (lyrics) mesh? How? How not? Why do you think I wanted you to watch this (and to watch it carefully)? Is this video Brechtian in that it reveals some of the tricks of the film and television trade? How many cuts or edits in this video are there? How difficult was it to choreograph?

“Try” with commentary by director Paul Thomas Anderson

the meaning of a video

“Try” is directed by the noted film director Paul Thomas Anderson (Boogie Nights, Magnolia, Punch Drunk Love, and There Will Be Blood). He actually did a commentary on this video. It can be found on disc two of the Boogie Nights DVD. While it is fine to speculate about what a video means, we can, in some cases, actually see or hear what those who made the video, film, or TV programme said about what they were trying to do (published interviews in magazines, online, commentaries, articles). For historians these types of primary source materials are important for figuring out what went on in the past. So the analysis of music, film, and television is not just about textual speculation (aren’t these really readers responses anway?). It is also about how important historical and investigative journalistic investigation and research is to deciphering media history. 

As for what is going on in this video: the video was filmed in the building with the longest hallway in North America (Anderson had wanted to do a film that would peek in on what was going on in a number of offices in the building). That building is in LA. Note that there are no cuts in the entire video. Note that the things you usually don’t see in films is brought to the forefront (kind of like how history and communication studies dig up what is really going on beneath the surface appearances). Anderson shows you how filmmakers can move actors, how boom operators operate, how various types of weather are made, how bullets are made to appear to be hitting an actor, how an actors appearance can be manipulated, and how to do a dissolve on a door knob. There are references in the video to the movie They Shoot Horses Don’t They? (Melora Walters and Thomas Jane (both of who were in Boogie Nights) take the roles of Jane Fonda and Michael Sarrazin respectively) to Boogie Nights (Phillip Seymour Hoffman was in Boogie Nights; he is, by the way, wearing a Planet of the Apes t-shirt), and to a Burt Reynolds interview on Good Morning America (number 9). Intertextualities! How videos, films, and TV manipulate audiences!
Documentary Material on “Try”
Michael Penn and Paul Thomas Anderson Discuss the Music Video “Try” 

Michael Penn:

"I was having a hard time trying to figure out what to do for a video for this song, and I was talking to Paul [Thomas Anderson] about it and he had always expressed a desire to do it, but I really didn't think that he would do it, that he would be able to because he was cutting Boogie Nights at the time. We started talking about the song apparently he knew a location in Los Angeles which is the longest hallway in North America, it's three quarters of a mile long, and we went there together and kind of looked at the location and we walked it while a walkman was playing the song and it was just about the same length to walk it as the song. That kind of suggested an idea and it worked out great because the video is one continuous shot so there was no editing involved so we were able to do it all in one weekend. And that's what we did. I think it took about 14 takes to accomplish."

Paul Thomas Anderson

description: Penn walks by a man in a purple suit closing a sliding door with the number 9 on it...

"There's an interview with Burt from Good Morning America. It's very hard to describe -- it's insane. He wears a purple suit and he speaks about "9" It's hard to describe." 

http://www.cigarettesandredvines.com/film.php?id=F02
“Try” 

written by Michael Penn, 1997

I picked up that something of it

I could still try to make

Then watch me blink and overlook

What I undertake

'Til I don't try

I don't try

and I don't want to try to anymore

I would choose to accuse you

Strike the fire

Issue a decree

Ask you why

Watch you take the fifth as I

Give you the third degree

But I don't try

I don't try

I don't want to try you anymore

I don't try to anymore

I won't try you anymore

With a witness dismisses it's adjourned

And by heart the only rope that it's learned is

Mercifully do not prolong

If the way I'm rubbing you is wrong

That is why I kept away so

I'd look strange at your door

In my way, in a nutshell

I don't try

I won't try

I don't want to try you anymore

I can't try to anymore

I can't try you anymore

I don't try

(nine!)
Biography?:

Johnny Cash, Hurt, 2002, Hendersonville, Tennessee

http://www.youtube.com/watch?v=SmVAWKfJ4Go 
Finn Brothers, “Part of Me, Part of You”, Te Awamutu, New Zealand, 2004, Max

http://www.youtube.com/watch?v=dc-9ZJ7ksAI 
Madonna, “O Father”, Detroit, Michigan, 

http://www.youtube.com/watch?v=qvVvN0QvzTk 
Are Johnny Cash's "Hurt" and the Finn Brothers “Part of Me, Part of You”, autobiographical? Why? Why not? Do the titles of the songs themselves reveal something biographical? Cash did not write "Hurt" so can it be autobiographical? If not why not, don't all of us take songs, films, and TV shows and make them a part of our lives? Don't, when we hear "old" songs on the radio, these songs bring back memories, memories from our lives? As to the Finn Brothers song the use of "home movies" in the video should raise some red biographical flags. Go do some research. Explore the use of home movies in "Part of Me". Explore the biographical contexts of the album and this song. Do some research on who is in the video beyond the Finn's and see if this points toward it being biographical or not biographical.

“Hurt”, “Part of Me, Part of You”, and “Oh Father”. These videos were meant to bring the issue of biography or autobiography in music, films, and TV into focus. Critics enamoured of auteur theory basically assert that all art has biographical elements in it whether it is Hitchcock’s Catholic upbringing or Joss Whedon’s existentialism. These songs appear to have and do have biographical elements in them. The Finn Brothers (Tim and Neil were in the seminal NZ bands Split Enz and Crowded House) “Part of Me, Part of You” explores the sometimes difficult relationship between brothers Neil Finn and Tim Finn and references the NZ Irish Finn clan many of whom appear in the video in home movie flashbacks and in the present. 

Madonna’s video for “Oh Father” seems to reflect on her troubled childhood and raises the question of whether she was abused as a child (her father said no). 

“Hurt” is tricky since the song was not written by Johnny Cash. It was written by Trent Reznor of Nine Inch Nail’s fame. Has Cash taken this song and made it his own? Does the video, through its use of scenes from a 1960s documentary about Cash (“Johnny Cash: The Man, His World, His Music”), make it into a song that reflects on Cash’s life? Are all videos, films, or TV programmes completely biographical? Do artists utilise some biographical elements and manipulate other aspects of the narrative for dramatic purpose?

Narrative: The Love Song

Martina McBride, “My Baby Loves Me”, Kansas, 1993

http://www.youtube.com/watch?v=w0SyALaWR08 
Why do you think I wanted you to contemplate the love song? What's love got to do with TV?

“My Baby Loves Me” deals with a subject common in contemporary popular music, love. The lyrics and the video hit on this theme of love. “My baby loves me just the way that I am” sings Martina McBride over couples in frames kissing each other. Yes the video is cute. Yes Martina has beautiful blue eyes and I suspect they were heightened by filters. Yes the song and video is about love though with a feminist slant. “My baby” says Martina, “loves me”, a woman, “just the way that I am” even “when there’s dark clouds in my eyes”. Pretty straightforward.

Narrative: Love as Addiction:

Paulina Rubio, “Algo tiennes”, Mexico City, Mexico, 2004

http://www.youtube.com/watch?v=8Y8KFob4rOo 
Is the Paulina Rubio video sexist, sexy, or both? Is Latin and European culture less hung up on sex than US culture?

“Algo Tienes” This videos raises issues that “second wave” and “third wave” feminists argue about all the time (and probably will be arguing about until the world ends)—can you be sexy, wear short skirts and short shorts, show cleavage, and wear police tape and still be an empowered feminist? Second Wave Feminism says no and that it is all for the male gaze. Third Wave Feminism says todays woman can be sexy and equal. Buffy, which Joss Whedon claimed was a feminist show, particularly raises this issue because Buffy is, at the same time, the chosen one, the sole woman in all the world who protects us against the vampires and the monsters out there, the girl who kicks ass, male and female ass, but also sometimes wears short skirts, shows some cleavage, and occasionally meditates on the joys of shopping. Is Buffy feminist? Can an empowered woman be sexy? For you Sex and the City addicts out there that show raises similar questions.

“Algo Tienes” also, of course, should raise the issue of the growing importance of Spanish language music and TV in the US. History! And it should finally draw us back to love as a theme. In “Algo Tiennes” love is the drug.

Narrative: Love is a Drag:

Missing Persons, “Mental Hopscotch, LA, 1980

http://www.youtube.com/watch?v=m17rt_xo9x0 
Why do you think I had you watch this video? What does it tell us about the relationship between relationships and popular culture? Beyond story one of my students said that this video was Andy Warhol gone rock video. Do you agree?

Missing Persons “Mental Hopscotch” meant to stimulate reflection on a theme common in popular music and the media, difficult relationships. But as I said the use of colour in the song may suggest that the creators of the video were going for an Andy Warhol pop art vibe since there seem to be references to Warhol’s art including his famous Marilyn. For those interested in Lady Gaga you should be able to see where she might have ripped her “look” off in the “look” of Dale Bozzio (born Dale Frances Consalvi). Madonna, yet another Italian American, was obviously another influence on Gaga.

How can we historically prove these links? Proving links between Gaga, Madonna, and Bozzio can be difficult. They can also be complex. I think you can put rock andrognyny, Glam with its androgynous fashion, Frank Zappa whose Mothers of Invention once dressed in drag and who had an influence on the Alice Cooper band (it was a band before it was an individual), and Dale and her drummer husband Terry Bozzio, art rock stage theatrics, and horror movie camp, among other things, all had an impact on the Gaga.

Narrative: Love as Pain:

Saliva, “Always”. Memphis, Tennessee, 2002

http://www.youtube.com/watch?v=7zEm-U1hC7E 
Narrative: Making Fun of the Love Song?: 

Hoodoo Gurus, “I Want You Back”, Perth, Western Australia, 1984

http://www.youtube.com/watch?v=Izkd-ND-gW4 
Is the Hoodoo Gurus song “I Want You Back” serious or is it parodic? There are a couple of things that might help you in analysing this video. Read about the Hoodoos and watch a few other Hoodoo videos.

“I Want You Back” by Australia’s Hoodoo Gurus is a little bit more difficult to interpret than some of the above. I wanted it to reflect another theme, certainly more minor in popular music, films, and television, parody. The Hoodoo’s are parodying that old standard in popular music, the love song. This is a band that dedicated an album to the TV watching pig Arnold Ziffel from the CBS programme Green Acres. This is a band that parodied the Polynesian love tale and its motif of sacrifices to angry Polynesian volcano gods in their song “Leilani”. This is a band that did a song about someone made sexually frigid by Tojo’s failure to conquer Australia. The parody doesn’t mean that the Hoodoos weren’t serious in some way, shape, or form. Parody sometimes has a serious aspect to it. Are the Hoodoos saying in “I Want You Back” that there is a problem with obsessing about love? Are they simply parodying the love song itself and its generic form?

Narrative: Hometowns:

Go-Betweens, “Streets of your Town”, Brisbane, Queensland, 1988

http://www.youtube.com/watch?v=3bqAWH5JWWI&NR=1 
The Go-Betweens “Streets of Your Town” was meant to foreground another type of narrative, one that isn’t so plot driven.

Narrative: Every Male’s Fantasy? 

Fountains of Wayne, “Stacy’s Mom, Boston, 2003

http://www.youtube.com/watch?v=dZLfasMPOU4 
Narrative: Life Sucks, Schenectady 93

Fountains of Wayne, “Someone to Love”, Boston, 2007

http://www.youtube.com/watch?v=SFF6KsuVnpQ 
The Break-Up Song:

Michelle Branch. “Are You Happy Now?”, Sedona, Arizona, 2003

http://www.youtube.com/watch?v=d1vjRu3WUEE 
Why do I want you to think about break-up songs? What is up with the doppelganging? Doubles? Are falling in love, falling out of love, and the difficulties of staying in love an important part of TV programmes (and films)?

Michelle Branch’s “Are You Happy Now” was meant to stimulate reflection on another common theme in popular music (and the media for that matter), the breakup song. Oh romantic angst, why dost thou trouble me so?

Narrative: 

Martina McBride, “Independence Day”, Kansas, USA, 1994

http://www.youtube.com/watch?v=4VPpAZ9_qAw  

Nickelback, “Someday”, Vancouver, BC, 2003

http://www.youtube.com/watch?v=-VMFdpdDYYA 
What stories are Nickelback and Martina McBride telling? How does the mise-en-scene of these videos reflect their plot?

Martina McBride’s “Independence Day” is a country song that reflects the ever increasing presence of prominent women in country music (a bit of history here). It tells a black and white tale of wife abuse, its effect on a child, how society deals with violence, and how one battered woman gains power and independence by taking things in her own hands. The video was quite controversial in the country music climate of the 1990s when it was popular as was another country song dealing with wife abuse, Garth Brook’s “Thunder Rolls”.

Nickelback’s “Someday” is a relatively straightforward tale of lasting love. Its plot is driven by love. That said you need to watch this video really carefully to “get” the story. For in the end it is a ghost story about eternal love not a break-up song.

Intextuality: The Sixities

Roxette, “June Afternoon”, Stockholm, 1995

http://www.youtube.com/watch?v=_cu3IkN01Es 
Le Hoodoo Gurus, “Leilani”, Perth, 1982

http://www.youtube.com/watch?v=Gnp6DHckL7U 
Hoodoo Gurus, “Miss Freelove”, Perth, 1991

http://www.youtube.com/watch?v=O_UCks8O0FA 
How does “June Afternoon” evoke the sixties? Do you know the references in the song?

Roxette’s “June Afternoon” references all sorts of sixties icons from the Beatles, to Dylan, to The Who, to Twiggy, to notions of freedom to the French film “Red Balloon to Elvis to the colurs of the 60s to the 60s song “Green Tambourine”, I could go on. Most of these references are American and British though the song is sung by a Swedish band

Other songs and vids, like many films and TV shows, are full of references to pop culture and other cultural phenomena. As I have mentioned the Oils tunes are political and make reference to British and Australian history (which you have to know something about in order to get the songs). XTC’s “Mayor of Simpleton” and the Hoodoo Gurus “Miss Freelove”, and “Leilani” make reference to the 1960s in several ways. XTC’s “Mayor of Simpleton” references the British TV shows The Avengers and The Prisoner (these shows were also shown in the US but a knowledge of British TV history or 1960s and 70s US TV history would obviously be helpful here). This says something about global markets. The Hoodoos “Miss Freelove” parodies certain aspects of the 60s while their “Leilani” is full of the Gurus parodic motifs. In “Leilani” the Gurus are playing with and parodying stories of south sea Polynesian maids and female sacrifices to the male volcano god beast (this theme, of course, shows up in literature and in film, John Ford’s The Hurricane (1937), for instance) and they are parodying teenage angst. It also, however, has a very sixties psychedelic look to its visuals (hippy trippy go go). The moral of this message is that references to the sixties aren’t only lyrical. In all of these cases a little historical knowledge can help you fill in your interpretive blanks.

By the way, watching and listening to other Hoodoos videos and songs may help you understand “I Want You Back”.

Mise-en-Scene Ambiguity?: XTC, “Dear God”, Swindon, England, 1987

http://www.youtube.com/watch?v=hk41Gbjljfo 
Replacements, “The Ledge”, 1987, Minneapolis

http://vids.myspace.com/index.cfm?fuseaction=vids.individual&videoid=364636 
XTC’s “Dear God”: Why the clothing style? Why the tree? Why the attempt to bring down those sitting in the tree? Is there something going on with the life cycle here? Why the reversals? Why two people left in the tree? Did you find this video offensive? Should we try to control these feelings when analysing something, anything? Replacements: “The Ledge” What is going on here? Why the atypical framing? Is there a narrative here? Who are the Replacements? Does the video reflect an attitude? What attitude? Does a film or TV programme have to tell a genre tale?

In “Dear God” I wanted you to explore visuals (mise-en-scene) that isn’t entirely straightforward in terms of its meanings. If we really want to know what XTC, particularly Andy Partridge (writer of the song), intended in the video to the song , how do we find that out? We have to do some primary source research right?  We have to play historian and investigative journalist to try to solve the mystery or puzzle of the meaning or meanings of XTC’s “Dear God”. 

In “The Ledge” I again wanted you to focus on the visuals. What are the Replacements up to here in terms of the visual images? Do the images mesh with the theme of teen angst (another popular motif in popular music and teen (JD) films and TV) or is there an inherent ambiguity in the visuals? If not why did they do the visuals in the way they did? Again some historial detective work may help you figure out the answer to some of these questions. Minneapolis’s The Replacements were known for their punk mentality. If you wanted them to do something they would do the opposite. During concerts (including on their infamous appearance on Saturday Night Live) they often go so drunk they couldn’t play their instruments usually royally pissing off (in the US sense) the audience in the process. The video, in my estimation, reflects this punk attitude. You want us to give you a video where the words and videos mesh. You want us to give you a video with us in it playing our instruments and looking cool? You want us to give you a video that will sell copy to Johnny Recordbuyer? Well we’ll give you a video where we are just sitting around, slacking, and occasionally doing silly things. Screw what you want and what record buyers expect. When MTV refused to play this song because of its suicide theme and (perhaps) because of its lack of a visual narrative, The Replacements attached the video to their next release “Alex Chilton”. MTV, if memory serves, did play that video. The moral of this story? Films and TV programmes are not only genre films with a narrative and plot. Sometimes you may see “realer” more episodic life on the big screen or the boob tube (particularly overseas). 

Parody?:

Men at Work, “Down Under”, Melbourne, Victoria, Australia, 1982

 http://www.youtube.com/watch?v=DNT7uZf7lew  

What are both the words and images doing in Men at Work’s “Down Under”? What are they satirizing? How are they doing this? What’s up with the language? Fried out Combie? Men chunder? VitO’s?, Vegemite sandwich? The land of plenty?

Australia’s Men at Work play in similar parodic clays to the Hoodoos in their video “Down Under”. The video parodies stereotypes and caricatures associated with the land of Aus down under. Some films and TV programmes utilise parody. But does the Men at Work video add a bit of satire to the parody mix? I think it does. The treatment of the koala plushy may have a bit of the old satire in it. Satire is like parody on one level but it’s a bit more cutting, more biting, more razor blade critical.

Sexism?:

Lit, “Miserable”, Orange County, California, USA 1999

http://www.youtube.com/watch?v=kMOeTLLeaDU 
Is this Lit video misogynist, sexist, or empowering?

Lit’s video for “Miserable” borrows from science fiction films like The Attack oft the 50 Foot Woman. The album the song it is on (called “A Place in the Sun”) came out on RCA (owner of NBC) in 1999. In 2000 they appeared as themselves in Pamela Anderson’s syndicated and campy TV show V.I.P. (1998-2002). One wonders if both the Lit video and Lit’s appearance in V.I.P. are examples of product placement.

History and the Politics of Racism?: 

Midnight Oil, “Truganini” Sydney, Australia, 1993

http://www.youtube.com/watch?v=2m3oYeVYdvg  
Midnight Oil’s Truganini: Who are Namatjira and Truganini? Why the images of Namatjira and Truganini in museum cases?

Midnight Oil’s “Truganini”, “Dead Heart”, and “Beds are Burning” are straightforward (if you know some British imperial and Australian history). And they are straightforwardly political. As with satire politics can sometimes come into play in music, film, and TV. Images such as the British imperial forces, the union jack in flames, Truganini in chains, calls for the fair treatment of Australia’s indigenous people, and Aboriginal images on Ayres Rock are pretty straightforward and readily decipherable to those who know something about history. The moral here? History and cultural knowledge are important.

“Truganini” is a quite straightforward condemnation of British imperialism, British racial policies, Australian colonialism, Australian racism, and even capitalism. How often is TV this critical of the status quo and powers that be?

US television is usually very politically conservative. Much of the TV of the 1950s and 1960s is set in the heart of the affluent society. Even I Love Lucy and The Goldbergs, which were originally set in apartment blocks in New York City, had moved to detached houses in the suburbs in the later years of the show. Father Knows Best and Leave it to Beaver never had to move as they were always set in affluent America. Beaver did occasionally show the other side of town but this other side of town was nowhere near the reality of America’s ghettos. Eddie Haskell, for instance, drops out of school, moves out of his family house, and takes his own apartment in the episode “Eddie Quits School” (10 March 1962). His bachelor pad is hardly romantic, however. It is in a run down apartment in a run down apartment house in a rundown part of Mayfield.

Eddie’s predicament—limited education, low paying going nowhere job, natty apartment in a bad part of town, a bachelor pad that isn’t—serves as a warning to viewers in TVLand that should they drop out of school and leave home too early they too could end up living the American nightmare stuck in a dead end job and living in a dead end apartment like Eddie. The moral of the story apparently is that if you want to live the American dream of affluence stay stay in school, stay at home, and obey your parents.

The 1970s brought greater political variety to American TV. Maude gave us a liberal pro-abortion woman who knew her mind. It gave us MASH with its anti-Vietnam subtext. And it gave us All in the Family. All in the Family gave us the liberal Mike Stivic who opposed the war in Vietnam and other sundry “liberal” causes. And it gave us Archie Bunker the right wing bigot who was the loudest voice on the show who conservatives at home watching loved because he seemed to speak their mind.

As the countercultural eruptions of the sixties morphed into Reagan conservativism and nationalism TV returned to political normalcy. Shows like The Unit (CBS, 2006-2009) followed the exploits of an American anti-terrorist unit keeping the American world safe from terrorists.

It is somewhat different in the UK. British television has a long history of “conspiracy political dramas”, which are often quite critical of the powers that be. Shows like A Very British Coup (Channel 4, 1989) which follows the attempts of right wing politicians and their business allies to bring down a socialist government in Great Britain through less than legal means, the three part House of Cards (BBC, 1991, 1993, 1995) which follows a conservative mp as he murders and finagles his way to Number Ten, and Spooks (BBC, 2002-), a show about MI-5 agents who sometimes struggle ethically with what they do and which again and again portrays the world of secret agents, including British secret agents, as morally ambiguous if not downright immoral, periodically appeared and appear on the British public and commercial airwaves. 

American TV has had its conspiracy thrillers like the X-Files, a show whose political and cultural contexts are UFO conspiracies, the JFK assassination conspiracies, and Watergate, but these are nowhere near as prominent as those on British TV. And they are often science fiction or fantasy TV shows as X-Files was. Season four of Buffy did take on the military-industrial-governmental-university complex but it was a fantasy horror show. Apparently US TV is a bit like Soviet literature. Criticism of the powers that be has to be couched in fable, fantasy, or science fiction form as metaphor.

Environmental and Racial Politics in an American Key?: 

John Anderson, “Seminole Wind” (CMT)

http://www.youtube.com/watch?v=OwG0yromS1c 
What are the past and present social contexts of John Anderson’s “Seminole Wind”? Can the politics of the time impact TV?

John Anderson’s “Seminole Wind” is similar to the Oil’s videos. It is political. It has an environmental message (it touches on the negative environmental consequences “progress brought”, and it looks back positively to the Seminoles and their relationship to the land). For the Oil’s major environmental message see their video to “Dreamworld” (http://www.youtube.com/watch?v=OcKcjpSWmm0).

Nationalism?: We Love the All-Blacks

Neil Finn and Friends, “Can You Hear Us?”, Te Awamutu, New Zealand, 1999

http://www.youtube.com/watch?v=coLIZg-yQTI 
Is Neil Finn and Friends “Can You Hear Us?” ethnocentric? Nationalist? What is Aotearoa? the haka?

Notes on “Can You Hear Us”

“mountains meet the ocean…”, “beneath the Southern Cross land of our devotion…”

sacralising geography?

Rugby as one element of NZ civic religion

“can you hear us/we’ll never let go, can you hear us and carry our hopes…”

NZers

National identity--Kiwis and Maori (?) as an extended family of rugby fans?

“Can you Hear Us”. Ah, this is a bit of a toughy if you aren’t doing some research. The song (written and performed by Neil Finn of Split Enz, Crowded House, and Finn Brothers fame) was written in 1999 to celebrate the appearance of the All Blacks (the New Zealand national rugby team) in the upcoming World Cup. The video is full of images of the All Blacks (and their famous haka), All Black fans, the gathering of friends and family to watch the All Blacks in the World Cup and imaging themselves helping them to win it (this is common practice during Word Cup football and rugby games), Kiwi rugby heroes (they come to the door and cary in the sofa), and NZ heroes in general (Xena, Lucy Lawless, is a Kiwi). Not surprisingly the tune hit Number One in NZ where Finn is regarded as a national treasure and rugby is the national sport and national religion. The question of whether it is nationalistic and ethnocentric can be answered yes. It celebrates an aspect of Kiwi life that is important to Kiwis (a loss in the World Cup by the All Blacks, the winningest team in world rugby history, is regarded as a national tragedy and a national disgrace by some). The question of whether it is as nationalistic as some stuff you might see in the US or the UK is another question.

Product Placement?:

Hoku, “Perfect Day”, Honolulu, 2001

http://www.youtube.com/watch?v=bcmf-CBXyH8 
http://www.youtube.com/watch?v=84odSvKFrkY 
What product or products is “Perfect Day” selling? Is product placement something one sees in films and TV programmes? Is Legally Blonde, since it uses Hoku’s music, selling Hoku? This video, of course, is selling the film Legally Blonde whose star Reese Witherspoon is in the video. It is also selling Hoku and Hoku’s song. Cross selling.

Gin Blossoms, “Allison Road”, Tempe, Arizona, 2004

http://www.youtube.com/watch?v=_-UBnjzJMQ0 
Crowded House, “She Called Up, Melbourne, Australia and Auckland, NZ, 2009

http://www.youtube.com/watch?v=Onto32CsCmg 
where is the product this video is selling?

Globalisation?: 

Scorpions, “Send me an Angel”, Hannover, Germany, 1990

http://www.youtube.com/watch?v=1UUYjd2rjsE 
Roxette, “Fading Like a Flower, Stockholm, Sweden, 1991

http://www.youtube.com/watch?v=8fGLiIvKKys 
Why are the Scorpions, a German band, singing in English? What does this say about media markets?

The videos by Roxette and The Scorpions were meant to raise issues surrounding globalization. The bands are Swedish and German respectively though they sing in English. The English speaking market compared to the Swedish and German speaking ones, of course, is huge. It is more lucrative, therefore, if you want to sell large amounts of copy, to sing in English. This is also, by the way, true for the Kiwis, Canadians, Australians, and British. New Zealand has some 4 million people, Canada some 33 million (1/10th the size of the US), Australia some 22 million, the UK some 62 million. These markets, in other words, are relatively small compared to those of the US, India, and China. So if you are a British band like the Beatles or a British show like Strictly Come Dancing (better known as Dancing with the Stars here in the US) breaking into the American market has its financial benefits to say the least. All of this should remind you that markets are not equal. Some markets are bigger than others and have more power than others. Think here of the role of the role the US film and television industries (and their programmes) play globally compared to those of say Australia, Canada, and New Zealand.

Genre: “Two Worlds Collide” and “Bloodletting (The Vampire Song)

Genre: Horror and Vampyres

Concrete Blonde, “Bloodletting (The Vampire Song)”, Hollywood, 1990

http://www.youtube.com/watch?v=UJ_wOEByeLc   
Genre: Science Fiction

Inspiral Carpets, “Two Worlds Collide”, Manchester, 1992

http://www.youtube.com/watch?v=csxBQLG4-3Q 
Genre: Superhero Fantasy

Chad Kroeger and Josey Scott, “Hero”, 2002

http://www.youtube.com/watch?v=etp8L9pbqeM 
What is genre? What genre do these songs play off of? Why? Whenever you watch a film or TV programme reflect on the relevance of genre or genres to it. Also reflect on whether genre is a strategy useful in mass media marketing.

Buffy and Company meets its audiences. 

Buffy the Vampire Slayer, Performance of “I’m Under Your Spell”, from “Once More With Feeling” live onstage here

http://www.youtube.com/watch?v=nK2FxsbU1qg 
Buffy the Vampire Slayer, “Once More with Feeling” Sing-a-Long, Israel in 2003 

http://www.youtube.com/watch?v=05xylLxq85Y 
http://www.youtube.com/watch?v=V32E_iB3OdM  

http://www.youtube.com/watch?v=TUoLrLTBo9g 
http://www.youtube.com/watch?v=_ZJ3WhPxoVQ   
http://www.youtube.com/watch?v=Ynn1IGlCTrI  

http://www.youtube.com/watch?v=LM8QzFZoeXI  

http://www.youtube.com/watch?v=vZxDt0nAPF0 
http://www.youtube.com/watch?v=NGqMEL3geSY 
Buffy meets Evanescence

http://www.youtube.com/watch?v=dVME1c9nODM 
http://www.youtube.com/watch?v=EhNPKHl03WA 
http://www.youtube.com/watch?v=PRG11l_2GJ8 
Buffy and Angel’s Faith meets Supernatural’s Dean under the sign of Evanescence

http://www.youtube.com/watch?v=CD9JTBgrT68&NR=1 
Willow and Tara videos

http://www.youtube.com/watch?v=fd60T2I9qlI 
http://www.youtube.com/watch?v=wjnJTw3tqH8 
Buffy Meets Twilight
http://www.youtube.com/watch?v=RZwM3GvaTRM 
What can we glean from the Buffy videos about the meaning TV shows and songs have for fans? Are these meanings the same as those of the artists or producers? 

The Evanescence meets Buffy material explores how we use the music, films, and TV around us. Artists may have a reason for doing what they do in their films and TV programmes (though always remember films and TV shows are made by writers, cinematographers, set designers, make-up personnel, grips, and so on, in other words, on one level they are a collaboration among a variety of artists and craftspeople). Listeners and viewers, however, often take what they want from their favourite TV shows or films, match these to music (scholar Henry Jenkins calls this textual poaching), and give them their own meaning or meanings to these new productions in the process. How audiences use the media is as important as how artists create music, film, or TV art. To get at how and what some viewers poach we can explore their videos on Youtube. But to really get at what they are doing we should, in my mind, ask them what they thought they were doing or watch them as they are doing their thing (ethnography). To get at how and what audiences poach on a larger scale, of course, requires in addition to ethnographic investigations the utilization of surveys and questionnaires, dreaded statistical analysis, in other words. By the way, whoever put together the video did an incredible editing job.

Note how the Buffy meets Twilight videos critique what the viewer sees as the backward gender politics of Twilight. This is a common intellectual and academic complaint against the Twilight books and their film adaptations. The books are, by the way, written by a member of the Church of Latter-day Saints, the Mormon Church.

There are several morals here. Ask yourself what percentages of songs, films, and TV programmes are about love and love gone bad and recovered? A lot. This tells you something about teen and adult culture and some of the demographics the music industry hopes to reach (economics, the bottom line—money).

Most of the videos we have explored here are relatively straightforward. Some of them do require some research and careful analysis but this can be readily done via the cyberworld at your fingers. Australians, for example, though they speak English like those of us in the US, do not necessarily speak the same English we do nor do they have the same history we do. “Down Under’s” lyrics mention vegemite sandwiches, Foster’s beer, chundering, and combies. It references Australian images that have peculiar Australian meanings (the koala, land of plenty). Midnight Oil’s “Truganini”, “Dead Heart”, and “Beds are Burning” refer to aspects of British and Aboriginal and Australian and Aboriginal history that must be understood if they are to make sense. In other words, one must understand cultural variations (and difference in market sizes for that matter) to make “sense” of some music, film, and TV. One has to sometimes make an intellectual effort to do this (and should since a part of doing scholarly analysis involves understanding the realities of cultural variability beyond your doorstep). Saying I don’t get it or its weird really won’t cut it in this class given that a cyberuniverse where information is literally at your fingertips is readily accessible. Nor is such discourse appropriate in an academic or intellectual setting where real understanding, real historical and culturally sensitive understanding, is crucial to understanding in general.

3. Producing Television. As a technological and economic form television is produced by a number of craftspeople and corporate executives. Keep this in mind as you reflect on how television is produced. Given that TV is produced in various historical and cultural contexts also keep in mind that TV in the US may be similar and/or different from that in other countries. So now when you view TV programmes try to apply what Kellner and Kaveney said in their essays to it. Does it work?

So what do you know about how a television show is made? Does the money TV shows get per episode vary? Can you see a technological and financial difference between older TV shows and newer ones? Are some TV shows more difficult to make than others? How are the sets put together? Is there any thought that goes into sets? costumes? special effects? makeup? Do these sometimes reflect narrative aspects of a TV programme? How are TV shows written? What about the rhythm of TV shows? Does the writing take into the fact that there are commercials or no commercials? Are TV shows broken into acts like the theatre? What cameras are being used? Do some shows exhibit more camera movement than others? Do some shows use cameras and camera movement to reflect what is going on story wise? What time frame is a TV show made in normally? 

Editing. What did you think of the editing on the “Previously on Buffy” for “The Gift”? Why is it edited in this way? Is the pace of this "previously on" appropriate to the story being told? As to editing in general, think about whether notions of slow or fast pacing are subjective and constructed. Think about whether what we like is what we have grown accustomed to. Editing has a historical context. Think about these. For example, one can explore the history of cinematic pacing. The 1970s was probably the era in which you begin to see the triumph of fast pacing thanks, in part, to technological changes. That said, Psycho (1960), from the 1960s, has a sequence with 80 plus edits. The 1970s also saw the teen demographic become ever more important for Hollywood. These two things may be related. Commercials, pop music videos, and action/adventure films tend to have a lot of edits. Fast editing, I guess, is a kind of roller coaster ride for some. And it is appropriate from a craft perspective for some kind of movies. Whether you want a tender love story consisting of nothing but faced paced editing is another matter.

Mise-en-scene and camera Movement. Camera movements can be simply for camera movement’s sake or they can reflect the story being tol, to add to it, tell another story themselves, or simply be for art’s sake. The camera circling an individual on screen again and again can simply be done to show off the technology or to give the viewer a rush or it can be done to reflect the confusion of the individual who is being circled by the camera. In Vertigo (1958) Alfred Hitchcock had alternated between up/down and circular camera movements scene by scene. Both reflect a story in which vertigo is central particularly to the character of Scotty (Jimmy Stewart). Both reflect the confusion/mystification in the mind of Scotty as he is drawn into his own illusions, those illusions created to confuse him, and his own fear of heights, his vertigo.

As a student of mine’s brother who works in the industry summed it all up nicely when he said that the rise and conquest of extensive camera movement and extensive editing in contemporary American film and television is there for those who after years of commercials, video games, music videos (a lot of these folks are directing now), horror films, Star Wars, Jaws, etc., can’t even imagine that there is any other way to film and edit a movie.

Previously on Buffy, for 5:22, “The Gift”, 22 May 2001, WB

http://mediacommons.futureofthebook.org/videos/2007/02/23/previously-on-buffy/  

the art of the thirty second previously on. Why is it edited in the way it is?

The previously on Buffy segment was meant to stimulate your sensitivity to how important editing is. A bit of research (all historians and communication scholars and journalists should get used to doing this because it is the crux of what they all do or should do) would reveal that this “previously on” opened the 100th episode of Buffy, an 

episode that was pivotal in the series. It contains a fragment of a scene from every episode of Buffy up to that point (all 99) and given the few seconds it lasts is clearly an editing tour de force. Editing, of course, plays an important and crucial role in films and TV programmes.

Viewings: Behind the Scenes of Television: Producing US Television

Buffy ran from 1997-2003, seven seasons, 144 episodes, on the WB and UPN

Angel ran from 1999 to 2004, five seasons, 110 episodes, on the WB

Both are more like novels than short stories, films or anthology TV

Angel, season three, disc 6

Page to Screen

Buffy, season three disc 6

Special Effects

Buffy, season three disc 6

Wardrobe

Buffy, season two, disc 6

Designing Buffy

Buffy and the Beasts

Buffy, season four, disc 3

Buffy, Inside the Music

The Sets of Sunnydale

Angel, season two, disc 6

Stunts

Technology and Craft

cameras (including types of cameras and lenses)

pov, long shot, middle shot, close up use of shadows manipulation of colour 

editing technologies

sound or recording technologies

music

film stock

black and white and colour

stunts

Sets?

Costuming?

Narrative—Story, Dialogue, Script

Mise-en-scene—Sets, Cameras, Colour Scheme,  Makeup, Costumes

Editing—

 Acting—

Contexts—political, economic, cultural, ideological

Genre?

The Look?

The Story? Levels of analysis (Kellner)

Structure: Teaser, Acts (commercial break)

Themes (Kaveney)

Character Development and Character Psychology

Putting It All Together

Buffy the Vampire Slayer, 
To Be Announced

Television, Film, and National Identity or Film and Television as a Mirror of Culture

One of the most prominent genres in American television and film from almost the beginnings of cinema in the late nineteenth and early twentieth centuries to the 1970s was the Western. The Western was to some extent a historical genre since Westerns purported to tell part of the history of the United States. Westerns centred on the American frontier, its settlement, and the lone men, good and bad, and to a lesser extent, the women who settled there and eventually brought “civilisation” to a savage land populated by First Peoples, outlaws, and natural dangers. 

Some analysts of the Western have seen the genre, since it is a genre in which history and ideas about the West and its settlement that have been prominent almost from the beginning of American history, as a mirror which reflects Americans ideas and ideals about itself since the advent of the serial dime novel, with its heroes and villains, in the late 19th century. Dime novels, at first, were largely set on the American frontier and in the American West. Their heroes were often real people like Kit Carson, though these real heroes were often fictionalized and their actions dramatized in order to sell product. These fictionalized dramas proved incredibly popular. 

The 1960s and the Vietnam War discredited Westerns since both raised questions about the colonial, imperialist, ideological, and gender mentalities inherent in most Westerns. As a result the Western went into decline in the 1970s and the genre has never recovered since. This doesn’t mean that individualist loner tough guy has disappeared from screens big or small. The 1970s saw the rise in popularity of the Action-Adventure film and TV programmes which borrowed Western motifs. The Action-Adventure loner tough guy no longer fought off Indians or Western outlaws. Instead they fought off terrorists (Die Hard, The Unit), megalomaniacs (virtually any Bond film), foreign spies (It Takes a Thief), supernatural villains (The Mummy franchise), or bad ass road racers (Fast and Furious) among other assorted and sundry nasties.

The United States was not the only settler society with its frontier myths and frontier heroes. Canada had its West and it was in the same place the American frontier was. It was just a little further North. On the Canadian frontier good Mounties brought law and justice to an untamed land populated by First Peoples, lawbreakers, and natural dangers. The Canadian TV show Due South plays on and off of these motifs. Hollywood would even get in on the good Canadian Mountie act bringing Sergeant Preston of the Yukon to the small screen in the 1950s. It was based on a radio show that began in the 1930s. 

Some commentators suggest that the presence of the Mounties in the Canadian West during settlement made the settlement of the Canadian frontier different from the settlement of the American frontier though the American frontier had its own Mounties, its frontier soldiers in lonely outposts. Regardless of the truth of this notion the Mountie, at least in the English Canadian self-image became reality and the Mountie became the national hero who helped bring about a Canada that stretched from sea to shining sea.

Australia of course also had a frontier, the Outback. In the Australian Outback men, and to a lesser extent, women, tamed a savage land populated by natural dangers and the Australian Aborigines. As in American Westerns you find the lone male individualist taming the frontier in shows like Flying Doctors and films like Crocodile Dundee and the Mad Max trilogy.

Great Britain didn’t have a Wild West unless you consider the Indian subcontinent or the oceans Britain’s frontier. And there is something to be said for the notion that Sharpe and his comrades in the Sharpe books and TV adaptations are akin to the US Calvary riding to the rescue of distressed settlers. Britain also, however, had its heritage, tales, its stories about King Arthur, Robin Hood, Merlin, and its adaptations of literary classics (numerous adaptations of Austen, the Brontes, Dickens, Gaskell, etc.) all which made many proud to be British, in some way, shape, or form.

It would be interesting, though we are not doing it in this class, to watch the various adaptations of Robin Hood done for British commercial and public television over the years (Robin Hood, 1953, BBC, Adventures of Robin Hood, 1955-1960, ITV, The Legend of Robin Hood, 1975, BBC, Robin of Sherwood, 1984-1986, ITV, Robin Hood, 2006-2009, BBC) and focus on how these adaptations have changed over time and how they reflect technological, cultural, and historical changes afoot in British society since the 1950s.

Film and television (and literature for that matter) are sometimes, perhaps even often, reflections of what we often imagine about our nations and ourselves. 

Is TV everywhere, to one extent or another propagandistic? Is Father Knows Best propaganda? Is The Unit propaganda? Is 24 propaganda?

Part Two: The History of American Television
General US Television Links

For a chronology of US TV see http://members.aol.com/jeff560/chronotv.html
To watch several network identification logos over time go here… http://www.youtube.com/watch?v=9e2xbZLlSDA&NR=1
Writer Jane Espenson (Buffy, Buffy Comics, Angel, Firefly, Gilmore Girls, Battlestar Galactica) discusses writing for TV at http://www.janeespenson.com/
You can watch interviews with TV personnel at the Archive of American Television Interview Site

http://emmytvlegendsinterviews.blogspot.com/
US Commericials Links
Commercials 1950s-1960s

http://www.youtube.com/watch?v=kHQpnXlxrDs
http://www.youtube.com/watch?v=pr3kVYgLuzA
Chapter Two

American Television 1935-1955

Contexts

1935-1955 saw the world’s superpowers (Great Britain, Germany, France, the USSR, the USA, and Japan) vie for power and territory. It saw Germany take back its Rhine territories from France, march into the Sudetenland, march into Austria, and attack Poland. It saw Japan attack China and bomb the American naval base at Pearl Harbour. It saw World War Two the most destructive and deadliest war in the history of the planet. It saw the end of World War Two and the defeat of Hitler and Tojo. It was the era of the Cold War, the A-bomb, Harry Truman, Jospeh Stalin, the military-industrial complex, the G.I Bill, the expansion of the American university system, the Red Scare, corporate liberalism, economic boom and bust, labour unrest, a rise in unemployment, the expansion of social security, the expansion of housing subsidies, suburbanization, racism and civil rights, the rise of a large youth culture, and, the reason all of us are here, the rise of over the air television. 

Institutional Contexts

Though American television began broadcasting on 30 April 1939 with President Franklin Delano Roosevelt’s speech opening the Worlds Fair in Queens, New York City on NBC, it wasn’t until after World War II that television in the United States and around the world really began to take off. Commentators attribute the expansion of televsion in the United States after World War Two to a host of factors including the triumph of consumerism over the scarcity economy of wartime, the rise of the baby boom generation, and a host of technological changes. American TV, as we know it today, was largely established by a small group of corporate media professionals, specifically NBC’s David Sarnoff and CBS’s William Paley (for you trivial pursuit and Jeopardy fans both Sarnoff and Paley had Russian Jewish backgrounds). 

The role Sarnoff and Paley played in the development of American television is important for a couple of reasons. First, Sarnoff and Paley worked for the two media corporations that dominated American radio, NBC and CBS. Secondly, it indicates that early on in the development of American television it was decided that the same commercial model that defined American radio came to define American television. There was little question that the US would switch to the public service model that dominated European airwaves at the time. BBC Radio, a public radio service, dominated the airwaves in the United Kingdom, for instance. It should not be a surprise, therefore, that the same corporations who dominated American radio, NBC and CBS, would dominate the early development of American television.

The dominance of a commercial airwave model in the United States does not mean that there was no government involvement, however. The Federal Communications Commission (FCC) was established as part of the Communications Act of 1934 (the part of the act that had to do with radio can be read here http://www.criminalgovernment.com/docs/61StatL101/ComAct34.html) 

to license America’s public airwaves to private interests and to regulate, to some extent, the content of the public airwaves. 

With the advent of commercial over the air television broadcasting in the United States the FCC assumed a similar role to that it played in radio airwaves. The FCC “sold” public television airwaves to private concerns and mandated that commercial broadcasters find a balance between commercial and “sustaining” (i.e., educational or cultural) programming, broadcast significant amounts of local programming, and broadcast significant amount of public affairs programming. It also regulated the amount of advertising private television stations could run.

In their early years TV stations were for the most part local and locally owned. Over time, however, most of these local TV stations affiliated with one of the four and later three networks that dominated the American airwaves. It would be CBS that would originate what became the strategy every network used for acquiring network affiliates. They paid local stations for the use of their air time a fee based on a scale determined by market size. Soon after CBS inititated this policy NBC followed suit and by the 1960s each of the three networks (the third network was ABC) had around 200 affiliated stations around the country. The networks themselves owned only a handful of stations and those in the major markets including stations in the major markets of New York City, New York and Los Angeles, California. This mixture of locally owned stations and powerful television networks resulted very quickly, as we will see, in a centralized television industry in the United States.

Given the control of the market by Radio Corporation of America’s (RCA) NBC and CBS it would be the men who ran NBC and CBS, David Sarnoff and William Paley respectively, who established the ground rules for American television as we know it today. As I noted earlier American television essentially followed the same commercial model that came to dominate US radio. Paley called this strategy “giving the people what they want…”. In reality, however, America’s media came to be dominated by a profit model and making profits via selling advertising became their raison d’etre and their credo. 

While America’s TV pioneers agreed on the commercial and profit making model for American TV they did not agree on everything. In the early years of American TV NBC and CBS fought over which part of the electromagnetic spectrum America’s TV signals would be broadcast on. NBC favoured VHF. NBC, after all, had invested around $10 million dollars in TV most of it in VHF TV. CBS and its allies favoured UHF. CBS had been a pioneer in the development of UHF frequencies for military applications. In 1945 the FCC, under pressure from NBC, opened up VHF to potential broadcasters while simultaneously calling for the development of UHF TV broadcasting. CBS almost immediately petitioned the FCC to open UHF broadcasting particularly for colour broadcasting. CBS’s motives for doing this were hardly disinterested, however. They did it because they wanted to delay VHF broadcasting in order to protect their radio interests since they saw TV as a threat to its radio holdings. In fact the mechanical colour TV system CBS had developed was incompatible with the all-electronic system already in use in TV broadcasting in the US.

At first it looked as though CBS’s strategy of delay would work. By 1946 20 applications for licenses for VHF stations had been withdrawn. In such an atmosphere few American bought TVs—only about 8000 had sold by 1946. Everything changed later that year after the FCC denied CBS’s petition to open up the UHF spectrum for broadcasting—the FCC did not want to be seen as hindering the development of TV and the jobs it would bring. Moreover, the fact that NBC had developed an all electronic colour television system shortly after CBS developed its colour TV system gave the FCC a reason to hoe to its earlier line of opening up only VHF to broadcasting. Within 2 months the FCC had received some 60 applications for VHF stations.

With the freeze over the FCC once again began to sell TV licenses and it allowed the TV stations it gave licenses to to sell advertising. The decision by the FCC to open up the VHF spectrum to television signals first meant that most cities had, given the need for spacing to avoid signal interference, only space for 3 TV signals. NBC and CBS quickly grabbed prime spots on the VHF dial leaving the leftovers to the less powerful DuMont and America Broadcasting Corporaton (ABC) networks. 

DuMont, founded by Allen B. Du Mont (an RPI graduate) in the basement of his home in Upper Montclair New Jersey home, was a manufacturer of TV’s and TV tubes. It’s first broadcasts were travelougue and cooking shows since they were cheap and easy to produce. DuMont was quite innovative during its short life. It created the first television network on US TV on its New York City and Washington affiliates. In April of 1947 it debuted the first national news programme on America’s small screens, News from Washington with Walter Compton. 

The American Broadcasting Corporation grew out of the old NBC Blue Network. The FCC forced NBC to divest itself of one of its two radio networks in 1940 ruling that a single company could not own more than one radio network. It divested of its less successful network, its arts and public service oriented Blue Network. Like CBS and NBC, the fledgling ABC radio network took its act to the small screen in the early 1950s. ABC was owned by Edward Noble of Lifesavers candy fame until 1951. In 1951 Leonard Goldenson and United Paramount Theatres bought ABC for $25 million dollars. Goldenson would remain head of ABC into the 1970s. It would be another titan who would help bring ABC to TV, Walt Disney. Goldenson supplied capital for Disney’s longtime Disneyland Amusement Park, and agreed to purchase the rights to Disney programming. By 1954 Disney and Goldenson brought Walt Disney to TV giving the fledgling network one of its early TV hits.

Since, as I mentioned earlier, there was limited space on early VHF dial, DuMont and ABC were left to battle it out for that remaining spot. DuMont, which had been negatively impacted in particular by the FCC ruling—they thought that fewer broadcasters would mean higher quality programmes—was basically frozen out of the three channel VHF system after ABC managed to cobble together a network out of the stations that had not been gobbled up by NBC and CBS. By 1955 the financially ailing DuMont would give up the ghost. Most of its former stations formed themselves into Metromedia—the largest group of American TV independents which would last into the 1980s when Rupert Murdoch would use these as the foundation upon which to build his new Fox network. Others joined the fledgling ABC network. By 1954 the two major TV networks—the RCA owned National Broadcasting Company (NBC) and the Columbia Broadcasting System (CBS)——and their 12 TV stations raked in over half of the profits taken in by American television stations in general.

It was only after the VHF spectrum was filled that the FCC began selling UHF signals creating a dual television system in the process. As I mentioned earlier the tranmitting range of UHF stations was much more limited that that of VHF stations. As a result commercial stations on the UHF spectrum often just barely got by and the UHF spectrum became the site—some might call it a dumping ground—where most of America’s educational TV channels ended up. 

The FCC ruling also had consequences for the sale of televisions. With increase of TV stations throughout the country Americans were buying more and more TVs. By the fall of 1947 around 60,000 TV sets were in use across the US, one-third of those in New York City higher income homes and its bars. Around 3000 TV sets were in NYC’s bars alone. In the last six months of 1950 some 3 million TV sets were sold—60% of these on credit, by the way. Compare this with the 4000 TV sets in use in New York City in 1940. More and more Americans living in the expanding suburbs were, in other words, buying TV sets. Most TV watchers, in the 1940s, were on the East Coast and 1 out of 5 in New York City alone. 

The story of the increasing importance of TV in American life is in the numbers. In 1946 there were 20,000 TVs in use in the United States, that is 00.2 percent of households in the US; there were six television stations in four cities. By 1947 the numbers were 44,000, 0.04%, and 18 in ll cities. By 1949 they were 1 million, 2%, and 69 in 57 cities. By 1950 they were 3.9 million, 8.1%, and 104 in 65 cities. By 1953 they were 20.4 million, 42.5%, and 198 in 241 cities. By 1955 they were 30.5 million, 64%, and 458 TV stations.

TV set sales made TV manufacturers rich. By 1950 trade in the stocks of the seven largest TV manufacturers amounted to almost 10% of the total trading on Wall Street. This growth in TV had immediate economic impacts on TV manufacturers. In 1949 the stock of the seven big TV manufacturers rose some 134%. By the way, it is worth noting that centralisation wasn’t only a characteristic of American television broadcasting. Though there were some 60 television manufactures in the 1940s and 1950s the big boys—RCA, Philco, and DuMont—eventually gained control of more than 70% of the TV market. Capitalism tends toward cartels and monopolies.

As a result of this increase in television viewing radio broadcasters began to see green in TV as NBC, CBS, and ABC now began to shift revenue from their radio operations to TV cutting out its educational programmes in the process. Soon RCA, the parent company of NBC, began to invest its profits from sales of TV sets into its TV operations. 

This increase in funding meant that America’s networks grew and expanded. 1948 saw the laying of coaxial cable the Northeast. This allowed the major networks to more easily sell their programmes to local stations since these stations were now connected via cable. By 1951 TV stations all across America were linked by cable for the first time. Now TV stations all across the nation could broadcast network programmes at the same time. 

American Television Programming, 1935-1955
Links between radio and television were, as I mentioned earlier, critical particularly for the leading radio broadcasters NBC and CBS. Paley had developed CBS Radio. Sarnoff had been a major figure at RCA, the Radio Corporation of America. It wasn’t only executives who made the transition from radio to television. Stars migrated from radio to the small screen as well. NBC brought its first and second tier radio stars to the TV screen including ventriloquists Edgar Bergan and Charlie McCarthy, comics Bert Lahr, Jerry Colonna, Doodles Weaver, and singers Dennis Day and Peggy Lee. CBS raided NBC radio talent for comedians like Jack Benny as well as bringing its own radio talent like Lucille Ball to the small screen. Broadway too served as a source of craft and acting talent for the tube.

Still not all television executives came from radio or Broadway. In 1931 Gilbert Seldes, author of The Seven Lively Arts wrote an article for Atlantic magazine about the future of television entitled “The Errors of Television”. CBS head William Paley read the article and was so impressed he hired Seldes to be the first head of programming at the network in 1935. Seldes wanted television to be a window on the world. Seldes and his assistant, Broadway veteran Worthington Minor, brought an atmosphere of freedom and experimentation to CBS. Together they established many of the types of programmes that would become standard on the TV networks—teleplays, sports, and quiz shows about books to the network. 

It was Minor who did most of the on the ground work at CBS. Seldes was more of a big picture man. Minor, who had directed on Broadway established the crew positions, the production responsibilities for these positions, the staging practises, and the camera techniques (particularly the close up) that later became standard practises on the small screen. After Seldes was fired in 1945 Minor became head of programming at CBS.

Despite the expansion of television and the increase in profits from television advertising  I mentioned earlier sales programming on US television throughout most of the late 1940s and early 1950s remained anemic. The studios where TV programmes were made were small and cramped. Budgets for TV programmes were small. Financial constrictions placed limits on the number of actors networks could hire for their programmes as well as on how much they could spend on sets, costumes, and so on. In the early years of TV money to make television programmes came primarily from advertisers. In the early days of television one advertisers, in the early days of television, spoand advertisers who did sponsor a show sponsored a show. Jackie Gleason’s Honeymooners, for instance, was sponsored by Buick.

In the early years of American television most TV programmes were live. The TV powers that be thought that this was TV’s selling point to the masses—it also, of course, made affiliates dependent on the networks that produced the live programmes. Live TV, however, also made TV programmes difficult to produce. Early TV cameras were bulky, relatively immobile, and light sensitive. The turret lens they used meant that different cameras had to be used for close-ups and medium shots. Editing had to be done by switching from camera to camera since recording technology would not be developed for years. Actors had to be precise in their marks and timing. Kinescope—recording off of a TV screen—was the only means available to record TV programmes.

Given the live aspect of early television much early American TV programming consisted primarily of sports programmes—particularly wrestling and to a lesser extent boxing—and news. Both of these proved successful genres among bar habitues. The Gillette Cavalcade of Sports on NBC, Sports from Madison Square Garden on CBS, Boxing and Wrestling from Jamaica Arena on DuMont, and Sports Focus on ABC—Howard Cosell got his start here, by the way—were all popular. 

TV executives, however, wanted to develop programmes aimed at the highend market that had purchased TV sets for their homes. First they had to figure out how and where to get the money for such programmes. What the networks did was to institute a strategy that allowed them to get more bang for the advertising buck—they ended single sponsorship of TV programmes opting instead for joint sponsorship. Advertising time now began to be sold during TV programmes to several advertisers. What to charge advertisers for time during the shows eventually came to be determined by the popularity of the show. Soon organisations like Nielsen arose to “scientifically” determine the popularity of a TV show and hence to “scientifically” determine what a TV network or station could charge for advertising during one of their programmes.

As network revenues rose the networks now began to produce their own TV shows. New York City soon became the centre of US TV programme production universe. With greater advertising revenue and hence increased finances the TV networks soon began to cut deals for television programmes with the Hollywood studios. 1948 was, of course, the year that the Hollywood studios were forced to disinvest of their distribution and exhibition arms so they began to develop an interest in finding other outlets for their goods and services particularly after they recognized that there was good money to be make in TV. Hollywood actually had early financial interests in America’s TV stations and had flirted with starting their own pay per view TV enterprises that were to be based in cinemas—this scheme, was the only threat to network commercial TV in the early years of American TV. Since the FCC refused to allocate frequencies for Hollywood’s pay per view scheme, however, the Studios, beginning in the early 1950s, began to make deals with the TV networks. Columbia Pictures Screen Gems was the first. It began to produce 39 episode TV seasons for the networks. Screen Gems and the TV networks would, at the same time, establish a practice that would come back to haunt the networks later on. They gave the networks the right to transmit two of episode of a programme. Screen Gems then had the right to syndicate the show.

Hollywood’s major studios weren’t the only game in town. Other companies—the Hal Roach Studios, MGM, Jerry Fairbanks, Frederik Ziv, and Revve Productions (owned by the MCA talent agency)—produced independent shows for local TV stations in the US. Ziv, in fact, produced the popular and successful I Led Three Lives which ran from 1953-1956. Its plot concerned the activities of a man who had infiltrated the American Communist Party. The heroes of the show were all-American strong family types while many of the villains were foreign speaking weak men and aggressive, unattractive, and humourless women—not all that different, by the way, from how Nazis were sometimes portrayed in American film. All of this should not be surprising given the tensions produced during the early part of the Cold War.

With the tremendous success of I Love Lucy and Dragnet in 1952 Hollywood began to move even further into the production of TV shows for the networks. By 1956 Hollywood’s film Archive were beginning to find their way to TV after the networks and the studios completed licensing agreements. With the advent of filmed TV programmes—this allowed for syndication—the overseas market for American TV programmes opened up. Western Europe, Turkey, Thailand, Japan, Armed Forces TV, for instance, proved to be particularly lucrative markets for the sale of American TV programmes. During the 1950s CBS alone purchased TV stations in Mexico City, Havana, Puerto Rico, and 20 Canadian cities. Moreover, all of the big three American TV networks began to distribute their product abroad in the 1950s. And the American TV giants could sell their product cheap since most of the programmes they produced had already turned a profit in the American market. The ABC programme The Lone Ranger alone would be shown in 24 countries.US television companies could also produce TV programming cheaply given the population of the country vis-a vis that of other nations, the wealth of the country, and the size and sophistication of its production companies.

Now to the programmes themselves: Early American TV had variety shows, game shows, action adventure shows, westerns, family dramas, cop shows, teleplays, situation comedies, celebrity and politician interview progammes, and news programmes. Many of these genres of American television had been prominent on American radio and generally remain very much a significant part of American TV today. 

One of the most popular television genres in the early years of TV, particularly for the increasingly watching middle class, was the live dramatic anthology programme. NBC had The Kraft Television Theatre (1947-1958), The Philco Television Theatre (1948-1955), and Robert Montgomery Presents (1950-1957). CBS had Studio One (1948-1958) sponsored by Westinghouse and, perhaps most famously, Playhouse 90 (1956-1961) (watch the opening clip from “No Time at All”, 13 February 1958, here http://www.youtube.com/watch?v=0NM8WcbxROA). ABC had the United States (US) Steel Hour (1955-1963). Note the prominence of the sponsor. These live dramatic anthology programmes produced in New York City became proving grounds for writers, directors, and actors (many whom were associated with “the Method”). Names like Rod Serling (writer, “Requiem for a Heavyweight”, 1956, and “Patterns”, 1956), Paddy Chayefsky (writer, “Marty”, 1953), Reginald Rose (writer, “Twelve Angry Men”, 1957), Mervyn LeRoy (director, “No Time for Sergeants”, 1958), Franklin Schaffner (director, “12 Angry Men”), George Roy Hill (director, “A Night to Remember”), Sidney Lumet (director, “All the King’s Men”), John Frankenheiner (he directed most of the Playhouse 90s), Arthur Penn (director, “Miracle Worker”, 1957), Yul Brynner (actor, “Flowers from a Stranger”), Jack Palance (actor, “Requiem for a Heavyweight”), George C. Scott (“Target for Three”), Sydney Poitier (actor, “A Man is Ten Feet Tall”), Lee Remick (“All Expenses Paid”), Robert Redford (actor, “In the Presence of Mine Enemies”), and Paul Newman (actor, “The Death of Billy the Kid”) went on to become prominent figures in American television and the American cinema. 

Despite their popularity the live anthology shows occasionally (if not unproblematically) touched on controversial issues of the time. Rod Serling’s “Patterns” (Kraft Television Theatre, January 15, 1955) dealt with the dark side of the capitalist organization man. There were limits to commercial televisions tolerance for controversial shows, however. When Serling wanted to do a programme for the US Steel Hour based on the savage murder of a fourteen-year-old Black killed by White Supremacists killed in Mississippi (based on the real life murder of Emmett Till) the sponsors balked. Eventually Serling’s teleplay ended up dealing with the murder of a White New England pawnbroker by a neurotic White man. 

Not all anthology shows were teleplays. The 20 Mule Team Borax sponsored and Ronald Reagan hosted Death Valley Days—which came over to TV from radio—was a western anthology drama, for instance.
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As I mentioned these anthologies were live and were, as a result, quite complex to do. Kraft Television Theater, for instance, which put on 650 teleplays during its run, had three different production teams that alternated for its teleplays. It drew most of its talent from the New York theatre scene, including the Actors’ Studio and Broadway. Kraft, by the way, decided to sponsor the show in order to introduce ts new Cheez Whiz to a national audience.

Another popular genre that characterised early American television was the variety show. TV’s variety shows gave new life to a popular American form that had flourished in the past—vaudeville. Variety shows gave viewers a weekly diet of comedy skits, musical performers, dancers, acrobats, jugglers, and guest stars. NBC gave us the first hour long TV show Hour Glass (1946-1947), sponsored by Chase and Sanbourn Coffee and Fleischmann’s Yeast and booked by the J. Walter Thompson Agency, the wildly popular Texaco Star Theater —later The Milton Berle Show—(1948-1956), The Colgate Comedy Hour (1950-1955)—hosted at one time by Dean Martin and Jerry Lewis—Your Show of Shows (1950-1954)—which gave Sid Caesar, Imogene Coca, Mel Brooks, Carl Reiner, Neil Simon, and Woody Allen—Woody in a later incarnation of the show—their start—and The Nat “King” Cole Show (1956-1957). CBS gave us Toast of the Town (1948-1971—later The Ed Sullivan Show, the wildly popular Arthur Godfrey Talent Scouts (1948-1958), a show in which talent scouts brought their discoveries to the show and audience response determined who won on a particular evening, and Arthur Godfrey and Friends (1949-1957). The former was one of the first talent shows on the small screen. DuMont gave us Arthur Murray’s Dance Party—basically an advert for the dance studios owned by Murray—and The Cavalcade of Stars (1950-1952) hosted by Jerry Lester and Jackie Gleason after Lester left in 1950. Gleason’s famous The Honeymooners would make its first appearance on the Cavalcade of Stars in 1951. ABC brought us Ozark Jubilee. 

The Texaco Star Theater was originally hosted by a number of radio stars including Jack Benny, Milton Berle, Henny Youngman, Jaak Carter, Morey Amesterdam, and Harry Richardson when it premiered. It had a budget of around $10,000 per episode. Its talent was booked by the William Morris Agency. Recall that the J. Walter Thompson Agency booked Hour Glass. Acts such as ventriloquists, dancers, and circus acts, were arranged in such a way as to have several dramatic high points during the hour. The show had a live orchestra thanks to the ban that was lifted by the American Federation of Musicians on their musicians performing live on the tube. The first episode of Texaco Star Theater drew 5 million viewers, a 75% share of the total TV audience. Another variety show of the era, The Nat King Cole Show provides us with an interesting spyglass into American TV and America in the early years of the medium. The show was cancelled because the network could not find a sponsor for it. Most observers, including Cole himself who famously suggested that “Madison Avenue is afraid of the dark.”, attribute this to racism. Nat “King” Cole, for those of you who don’t know, was Black. Others note that the show didn’t fare well against its competition on the other networks and was running at a financial loss.

The king—or better the queen since so many sitcoms revolved around women—of early American TV was the sitcom. DuMont’s Mary Kay and Johnny (1947-1948/NBC, 1948-1949, CBS, 1949, NBC, 1949-1950) was probably the first situation comedy or sitcom on American television. Other sitcoms soon hit the airwaves, however. ABC’s The Beulah Story (ABC, 1950-1953), the first television show starring an African American (Ethel Waters played Beulah in the first two seasons of the show, Louise Beavers played the role in the third), came on the air in 1950 
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CBS’s Jewish centred show The Goldbergs (CBS, 1949-1951/NBC, 1952-1953/DuMont, 1954) and its Norwegian centred Mama—adapted from the play I Remember Mama—hit the airwaves in 1949. CBS gave us The George Burns and Grace Allen Show (1950-1958), Jack Benny Program (CBS, 1950-1964, NBC, 1964-1965), and Amos n Andy with its all Black cast (1951-1953), Life with Luigi (1952-1953). 

The gold standard of all early US sitcoms was, of course, CBS’s I Love Lucy. Lucy went on the air in 1951 and ended ten years later. Lucy’s star, Lucille Ball, was initially reluctant to bring her radio show, My Favorite Husband to television. When she did decide that she wanted to make the move Lucy wanted CBS to re-cast the show with her real-life husband Desi Arnaz in the lead male role. When CBS founder William Paley and network president Frank Stanton balked at Lucy’s proposal Ball and Arnaz formed their own production company Desilu to produce the show. They called it I Love Lucy. I Love Lucy, needless to say, became one of the most popular shows in early American TV history during its ten year run. Lucy pioneered the three camera-technique—three cameras filming constantly. What they filmed was later edited together to produce the show.

READ AN ESSAY ON I LOVE LUCY HERE http://www.museum.tv/archives/etv/I/htmlI/ilovelucy/ilovelucy.htm
The success of I Love Lucy, of course, bred clones. Following the success of Lucy on CBS in 1951 the network put other sitcoms like Our Miss Brooks (1952-1956) and 

Private Secretary (1953-1957) on the air. NBC put on I Married Joan (1952-1955) and My Little Margie (CBS, 1952, NBC, 1953, CBS, 1953-1955). ABC gave us Adventures of Ozzie and Harriet (1952-1966) hit the airwaves 1952. By 1954 there were 28 sticoms on the American airwaves. American TV’s sitcoms placed a recurring cast, be this a family, a set of friends, a couple, or a couple with a mischievous child, in humourous situations deriving from misunderstandings or disagreements. Today’s sitcoms, of course, owe a tremendous debt to their forebears in the 1950s.

Variety shows and sitcoms were not the only genres that appeared on American TV in its early days. DuMont brought viewers the wildly popular science fiction programme Captain Video and His Video Rangers which was broadcast live on a shoestring budget five to six days a week.  Syndication gave viewers the superhero action/adventure show The Adventures of Superman (syndicated, 1952-1958) starring George Reeves. 

Police and detective shows were another popular genre of the period. CBS brought viewers Follow that Man/Man Against Crime (CBS, 1949-1956) and Mr. and Mrs. Smith (CBS, 1952-1953, NBC, 1954) starring Barbara Britton as Mrs. and Richard Denning as Mr. In a twist, it was Mrs. Smith who usually ended up solving the crimes by shows end. NBC gave viewers the influential police show Dragnet which hit the airwaves in 1951 and run until 1959. Dragnet, made with the assistance and approval of the Los Angeles Police Department, became one of early TV’s top rated programmes challenging Lucy for television dominance for a few years. The show created, owned, produced, and sometimes written by its star Jack Webb, brought a cinematographic style to the small screen with its panning shots of LA, its long shots, medium shots, close ups, extreme close ups, its noir like narration, its sense of realism, and its parenthetic use of music (dum de dum dum/dum de dum dum dum).
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Medical shows made their appearance during the era. NBC brought viewers the medical drama Medic (NBC, 1954-1956) which was made with the assistance and approval of the Los Angleles County Medical Association. Medic, starring method actor Richard Boone, actually filmed in hospitals around LA and incorporated live footage into episodes  giving it a sense of realism. 

The era saw a number of Westerns make their appearance on US TV. There was The Lone Ranger (ABC, 1949-1957). There was Sky King (NBC, 1951-1952, ABC, 1952-1959) starring Kirby Grant as Sky King and Gloria Winters as his niece Penny whose Cessna helped them capture bad guys in the wild contemporary West of Arizona. There was The Roy Rogers Show starring Roy Rogers, his wife Dale Evans, and his horse Trigger (NBC, 1951-1957, ABC, 1962). And there was Annie Oakley (syndication, 1954-1957).

On the childrens programming front NBC gave us Howdy Doody (1947) and Kukla, Fran, and Ollie (Chicago, WMAQ, 1948-1949, NBC, 1949-1957). CBS put its House Party (CBS, 1952-1969) with Art Linkletter on the air in the morning and its popular show Lassie, the story of a boy and his dog, on on Sunday evening. The networks weren’t the only players in the childrens show game. 1949 saw the debut of the syndicated and franchised Bozo the Clown (franchised, 1949-1981) in the morning hours. 1952 saw the debut of Ding Dong School (produced in Chicago, syndicated, 1952-1965. 1953 saw the debut of Romper Room (franchised, 1953-1994).

And finally, the era brought viewers another genre that came over from radio, one that would be one of its most popular and longest lasting, the soap opera. 1951 and 1952 saw CBS introduce the soap opera to the small screen with The Egg and I, Love of Life, Search for Tomorrow, and Guiding Light. Soaps at first ran for 15 minutes and were, of course, sponsored by major soap companies like Proctor and Gamble. Hence their name.
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Fiction TV wasn’t the only form of programme flitting across American TV screens. During the era Nonfiction programmes also came very early to American television. The first news telecast occurred on 3 May 1939 when Lowell Thomas read the “tele-topics” of the day on NBC much like he read the topics of the day on NBC Radio’s Blue Network. The first interviews on American television were conducted by NBC with visitors to the World’s Fair in Queens. Each interviewee was given a card signed by RCA Pavillion Director Joe D’Agostino certifying that they had been televised at the pavilion. When CBS first went on the air in 1941 it broadcast 15 minutes of news. As early as 1940 NBC broadcast the Republican National Convention from Philadelphia with sponsorship from TV maker Philco on a three channel network that included stations in New York City, Schenectady, New York, and Philadelphia. Some 40,000 watched. The Democratic Convention in Chicago couldn’t be telecast because no TV station existed in the Windy City yet. Newsreels of the convention were recorded and broadcast on NBC’s three channel network. CBS ran a 90-minute documentary on the Japanese attack on Pearl Harbor just after it occurred in 1941. In 1942 NBC broadcast a training programme for American air raid wardens on the home front.  Nationalism and television broadcasting, in other words, were inextricably linked from the earliest days of American television history. 

By the late 1940s there were news programmes like DuMont’s News from Washington (1947-1948) which I mentioned earler, NBC’s Camel News Caravan (1947) hosted by John Cameron Swayze and sponsored by Camel cigarettes, and The CBS Evening News (1948) sponsored by Oldsmobile and hosted by Douglas Edwards. Both of the latter ran for fifteen minutes. At first America’s TV news programmes relied on newsreels from Hollywood sources. NBC partnered with Fox Movietone and CBS with Hearst-MGM newsreel services. Reports were short. Coverage of special news events was also on televisions menu in the early years. In 1948 DuMont partnered with Hearst International News Serivce to add newsreels to its news coverage with Camera Headlines (1948-1949) for domestic news and INS Telenews (1948-1949) for world news in 1948. ABC began broadcasting news in 1948. In October of 1953 it hired former CBS Radio newsman John Daly as the newsreader or anchor of its evening news. 

The decade saw a number of important moments in television news history. I have already mentioned NBC’s broadcast of the Republican National Convention between 24 and 28 June. In 1947 television broadcast its first State of the Union address, Truman’s. In the same year NBC broadcast the opening of Congress on its six station network in New York City, Philadelphia, Schenectady, Boston, Baltimore, and Richmond, Virginia. On 20 November NBC debuted a television version or its radio show Meet the Press from its studios at its Washington station. In 1948 the Republican National Convention in Philadelphia was broadcast and transmitted on NBC’s makeshift East Coast network that included stations in Philadelphia, New York, Schenectady, and Washington, DC. In the same year NBC partnered with the BBC, Pathe (France), and Radio Duffusione Italiano (Italy) and began to experiment with on the spot news coverage. In 1951 television broadcast the Kefauver hearings on organized crime. In 1952 CBS covered Dwight David Eisenhower’s announcement that he was running for president from Abilene, Kansas. It was a disaster. It rained. “Ike” looked less than TV friendly in a transparent raincoat and rolled up pants legs. In the same year CBS and NBC covered the presidential primary in New Hampshire, the first primary to be covered in American TV history.

Network coverage of the 1952 Republican and Democratic Conventions drew their largest convention audiences yet. Walter Cronkite anchored the coverage for CBS. It also was the first time that the presence of television really beginning to impact the conventions themselves. Teleprompters were introduced for speakers. Delegates were told by party leaders to watch what they said and to wear makeup. The credentials committee meetings where a showdown between Eisenhower and Taft forces was expected was held camera free behind closed doors. The 1952 conventions saw the introduction of hand held cameras and zoom lenses by the networks. On election night in November 1952 CBS and NBC used Univac computers to help tabulate the vote. Eisenhower defeated Stevenson in a landslide. TV was there at Eisenhower’s inauguration in on 20 January 1953. It is estimated that around half of the US population watched it on the small screen.

Network news programmes weren’t the only nonfiction programmes on America’s TV networks. In 1947 a surgical operation was broadcast. Network news programmes weren’t the only nonfiction programmes on America’s TV networks. In 1947 a surgical operation was broadcast. Documentaries were an important part of early nonfiction television in America. Before 1951 NBC alone among the networks had a documentary unit. Between 1952 and 1953 NBC broadcast a well received 26 part documentary on America’s World War Two Pacific sea battles Victory at Sea. Victory included 13 hours of actual footage of the Pacific Sea war. Over at CBS See it Now became the leading venue for CBS documentaries between 1951 to 1957 and helped CBS triumph over NBC in the documentary ratings battle. See it Now, a television adaptation of a radio programme of the same name, was hosted by noted newsman Edward R. Murrow and sponsored by Alcoa. For many commentators See it Now is the epitome of the populist and crusading style of journalism that would become dominant on television and CBS. Murrow was an adamant supporter of free speech, citizen participation, and individuality and it showed on See it Now. In his radio coverage from London Murrow during World War Two Murrow made the Battle of Britain into a life and death struggle between British democracy and Nazi totalitarianism. During its run See it Now ran an hour long special on the Korean War (December 1952), a special on segregated schools in North Carolina, a report on Third World Poverty, a report on the link between cigarettes and cancer (despite the fact that Murrow was a chain smoker), did interviews with Ben-Gurion and Chou En-lai, and covered hurricanes in Mississippi. 

For many commentators one of the most historically important events of the era and one of TV’s finest hours occurred on See it Now on 9 March 1954. On that night See it Now took on one of the most powerful politicians of the era, Joseph McCarthy. Murrow had made his career on the basis of immediate and literate news reports from the rooftops of London on CBS Radio during the Battle of Britain in World War Two. McCarthy built his career on a crusade to root out “Communists” from the government of the United States. See it Now had critically investigated McCartheyism earlier in “The Case of Milo Radulovich A0589839” (23 October 1953) and “Argument in Indianapolis”. (November 1953) The former explored how Milo Radulovich, an Air Force lieutenant, was deemed a security risk and discharged from the military because his father, an elderly Serbian immigrant, and sister allegedly read subversive newspapers. Radulovich and his father were interviewed for the report. Viewers of the report sympathized with Radulovich to such an extent that the Air Force relented and reinstated him. The latter investigated how the Amerian Legion in Indiana’s capital refused to allow the Amerian Civil Liberties Union to use its meeting hall. In the 9 March 1954 show, however, the See it Now crew took on McCarthy directly using “mainly in his own words” from audiotapes and newsreels. Using these See it Now was able to show the Wisconsin senator for the bullying and reckless demagogue he was. McCarthy’s hectoring of witnesses, his twisting of witness’s words, and his menacing giggling at his own nasty quips were there for all to see. See it Now received 75,000 letters about the programme most of them critical of “Tailgunner Joe”. McCarthy was given 22 minutes to rebut the case against him on See it Now two weeks later (6 April 1954). McCarthy proceeded to attack Murrow as the leader of a “jackal pack” opposed to the exposure of Communists and traitors operating surreptitiously in the United States and accuse him of being a Communist “Fellow Traveller”. Neither McCarthy’s rebuttal nor TV’s coverage of the Army-McCarthy hearings to explore conspiracy charges against several soldiers at Fort Monouth, New Jersey with alleged Communist ties in March and June 1954 (covered gavel to gavel by ABC and DuMont; NBC and CBS broadcast highlights) and watched regularly by some 10 to 20 million  (ABC lost $600,000 while DuMont was pushed to the brink of bankruptcy by the coverage) viewers could paper over the severe damage done to McCarthy’s reputation by See it Now. Public support for McCarthy collapsed. On 2 December 1954 McCarthy was censured by the US Senate. Wth his power and influence were gone McCarthy died three years later in 1957.
The era saw the debut of other important nonfiction shows as well. CBS ran a television version of its radio history reenactment programme You Are There on Sundays from 1953 to 1957. NBC’s Meet the Press (1947-) and CBS’s Face the Nation (1954-) offered interviews with newsmakers. CBS’s Person to Person (1953-1961) offered newsman Edward R. Murrow interviewing Hollywood stars, athletes, writers, musicians, and politicians including, perhaps most famously Jacqueline Kennedy. 10 to 18 million viewers watched. CBS’s Small World (958-1959) again with Murrow, broadcast unrehearsed discussions between world leaders from around the globe via simultaneous hookups (the first time this occurred in television history).

After See it Now and other news and documentary programmes were cut back due to the rise in popularity of quiz shows Murrow would denounce television as  “fat, comfortable, and complacent” and assert that it was a “mechanism” to delude, distract, and insulate viewers from the real world. Still Murrow’s influence on television stretched well beyond his time at CBS (he left in 1961 to become President Kennedy’s Director of the US Information Agency) and his death. Most television news organizations adopted his enlightenment brand of television news populism. Murrow invented, says TV historian Gary Edgerton, network news by moving it beyond the newsreel format and invented the prototype of the TV documentary. Additionally Murrow trained a number of influential newsmen who came after him. Among his protégés were several noted newsmen including Walter Cronkite (CBS News), Eric Severeid (CBS News, Howard K. Smith, (ABC News), Daniel Schorr (CBS News, CNN, and NPR), and Marvin Kalb (CBS News, NBC News, and PBS).

The growing prominence and importance of television news coverage and TV in general was being felt in the halls of power in Washington, DC. After Murrow advised Dwight David Eisenhower to get coaching for future TV performances Ike elicited advice and coaching from CBS news correspondent David Schoenbrun on how to prepare for television. Eisenhower and his advisors also recognized the importance of TV for promoting their candidate. They spent more than double the Democrats on TV advertising ($2.5 million to $1.2 million). In 1952 the Eisenhower campaign (which was made up of skilled product advertisers) ran one-minute commercials for their candidate before and after popular primetime programmes. Eisenhower’s opponenent Senator Adlai Steveson of Illinois went for the thirty-minute spot in prime time. Needless to say viewers turning into their favourite prime time programmes weren’t always taken with the disruption of their favourite prime time programming by Stevenson ads. The concerns of voters as identified through the Gallup Poll (Korea, corruption, and the cost of living) became the basis for Eisenhower’s talking points. Common Americans were drawn from lines at New York City’s Radio City Music Hall to ask Eisenhower questions to which he responded. These recorded q and a’s were edited in such a way to appear as thought the questioner was in the same room as Eisenhower at the same time.

Perhaps it was Vice-President Richard Nixon who used the new medium best. After Nixon was accused of illegally accepting reimbursedment from backers for his campaign expenses and urged to resign from the Republican ticket he went on TV on 23 September 1952 where he spoke about his wife Pat’s “respectable Republican cloth coat” and this dog, Checkers, the dog his family had been given by donors, the dog his daughters loved, the dog he would never give back. The melodrama worked. Nixon remained on the ticket.

Ike made a number of appearances on TV during his presidency. On 3 June 1953 Eisenhower appeared on the tube to give his Television Report to the American People by the President and His Cabinet. It was meant to appear spontaneous though it was scripted and practiced and looked like it. In response actor Robert Montgomery offered his coaching services to the president to help him look better on the tube. Montgomery would remain with Eisenhower during the next seven years. After Montgomery’s arrival studio tests where used to help make decisions about makeup and wardrobe for the president. At first cameras and spontaneous questions were not allowed at Eisenhower’s press conference. After January 1955 cameras were allowed in and televised news conferences appeared on small screens for the first time. This did not mean that there was no attempt by the White House to control Eisenhower’s image. The White House made every effort to purvey to the American public their image of Eisenhower as we shall see.

On the news and entertainment front the era saw the debut of an NBC institution The Today Show (1952-). Today replaced the Chicago based variety show Garroway at Large (1949-1951) and the host of that show, Dave Garroway, became the host of Today. Today offered news, guests, and features to its morning viewers. NBC also gave us This is Your Life hosted by Ralph Edwards (1952-1961). During the show Edwards surprised guests and provided viewers with the life stories of these guests, some famous, some not so famous. Another NBC reality show was Broadway Open House (1950-1951) hosted by Jerry Lester and Maury Amsterdam—Amsterdam would soon leave. Broadway inaugurated late night programming on the network in 1950. With the demise of Broadway Open House NBC brought to late night an institution that is still with us today The Tonight Show (1954-). 

READ AN ESSAY ON THIS IS YOUR LIFE HERE http://www.museum.tv/archives/etv/T/htmlT/thisisyour/thisisyour.htm 
Sports programmes were, as I mentioned earlier, among the most popular shows with the networks, TV stations, and television viewers in the early years of the tube. It was mostly the lesser known sports which were broadcast on the small screen in TV’s early years, sports such as wrestling, which was incredibly popular with audiences and network executives and programmers, and to a lesser extent boxing. The first telecast of a sporting event was coverage of the Columbia and Princeton baseball game in 1939. Only one camera was used. The first televised championship boxing match (1 June 1939) was that between Lou Nova and Max Baer at Yankee Stadium. The first major league baseball game (26 August 1939) was that between the Cincinnati Reds and Brooklyn Dodgers at Ebbets Field. The first professional football game (22 Octoer 1939) was that between the Philadelphia Eagles and Brooklyn Dodgers. 

In the early years of television sports dominated network and local TV. In New York City alone between 1940 and 1949 all three of its channels broadcast westling, bowling, roller derby, and college and professional football games. In the early years of Tv NBC was the leader in sports coverage. It brought its radio show the Gillette Cavalcade of Sports (sponsored by Gillette) to the small screen in 1944 (1944-1960) with a broadcast of a featherweight boxing match between champion Willy Pep and challenger Chalky Wright. Pep won. Calvacade’s, and TV’s, first regional broadcast was a boxing match between heavyweights Joe Louis and Billy Conn on a makeshift network of NBC channels in New York City, Schenectady, New York, Philadelphia and the DuMont channel in Washington, DC on 16 June 1946. Lewis won easily. Some 140,000 viewers watched. Soon there were five or six boxing matches on the tube during the week. 

TV did not simply broadcast boxing. It changed it. NBC reorganized matches into small spaces so that it could more easily be covered. Boxing was not the only sport Cavalcade covered during its run. The show broadcast wrestling, boxing, college football, golf, and hockey during its run. By the 1950s baseball games and football games made their first appearance on America’s TV screens. By the late 1940s hundreds of baseball games were being broadcast on America’s televison screens most of them local. In September and October of 1947 NBC, with Red Barber at the microphone and sponsorship by Gillette and Ford, broadcast TV’s first World Series between the New York Yankees and Brooklyn Dodgers over a 4 station network. The Yankees won. So did NBC. The Peacock Network paid $65,000 for the rights but garnered some 3.8 million viewers during the broadcast. TV manufacturers also won. There was a sharp increase in the number of sets sold during both October and November 1947.

Game shows were prominent during the era. One was Truth or Consequences with Ralph Edwards (CBS, 1950-1954, NBC, 1954-1965, syndicated, 1966-1978 and 1987-1988) and sponsored by Ivory Soap (Proctor and Gamble). Truth, which began life as a radio game show, was first broadcast during a test broadcast on NBC’s New York City station on 1 July 1941 (a dance lesson and art exhibit were also part of the test broadcast). Contestants had two seconds to answer a question truthfully before Beulah the Buzzer went off. If Beulah went off before the contestants answered they had to face the consequences, usually a stunt they had to complete. Those who answered enough questions correctly had the opportunity to pick a drawer from Barker’s Box full of money. Another was Beat the Clock (CBS, 1950-1958, ABC, 1958-1961, syndicated, 1969-1974, Pax/Ion, 2002-2003). Beat the Clock involved individual (and sometimes family) contestants who, as a large 60-second clock counted down the time,  performed tasks, called “problems”. Those who solved the problems “beat the Clock”. The electronics company Sylvania was one of the shows sponsors. Another was What’s My Line (CBS, 1950-1967, syndicated, 1968-1975). What’s My Line featured a host (originally ABC news reader John Charles Daly) and a panel of celebrities who questioned guests about what their line, what their job, what their significance, was. Still another was I’ve Got a Secret (CBS, 1952-1967, 1976), during which celebrity panelists took turns questioning a guest (usually an ordinary person, sometimes a celebrity of some sort) all the while trying to find out about their “secret”.

And then there was the manipulated reality programmes (the unreal reality show). Candid Camera came from radio to TV in 1948 and appeared on TV in each succeeding decade until 2001 (ABC, NBC, CBS, syndication). Hosted by Alan Funt—his son Peter became host in the 90s—this show captured “normal” people responding to “abnormal” situations created by the show’s powers that be. The basic format of the show remains popular with TV executives as the bloopers, funniest home videos, and updated versions of Candid Camera, like ABC’s Just for Laugh, which is billed as the next generation of candid camera shows show. 

READ AN ESSAY ON CANDID CAMERA HERE http://www.museum.tv/archives/etv/C/htmlC/candidcamera/candidcamera.htm  

Vignette: Jackie Gleason and the Honeymooners

Though most TV viewers today remember The Honeymooners from its 39 episodes (the “classic 39”) produced during its one season on CBS (1955 to 1956), the show actually originated as 8 to 9 minute skits—and later half hour skits—on Jackie Gleason’s variety show on DuMont and later CBS between 1950 and 1955. A total of 75 of these would be produced and broadcast over these years and can now be viewed on DVD. 

The Honeymooners originated out of the life and experiences of its creator Brooklyn’s own Jackie Gleason. Gleason’s early life was difficult. His father was an alcoholic who deserted Jackie and his mother when he was still quite young. In fact, the tenement that Gleason’s creation Ralph Kramden would live in at 328 Chauncey Street in Bensonhurst was the very address that Gleason and his mother lived at in Brooklyn during the Great Depression. In interviews Gleason has said that the Kramden tenement itself with its lack of consumer goods and amenities was almost a carbon copy of the apartment he and his mother lived at during the Great Depression.

The 39 half hour episodes of The Honeymooners were filmed before a live studio audience—many of whom were Gleason’s cronies from Bensonhurst—at Gleason’s world headquarters in the Park Sheraton Hotel in NYC with one camera in a very theatrical style. For the most part each episode opens with bus driver Ralph Kramden (Gleason) returning home from work to the living room/kitchen of his and his wife Alice’s (Audrey Meadows) spare apartment. They have no refrigerator, no vacuum cleaner, no washing machine, usually no TV set, and usually no telephone (until the 17th episode after which it disapears again). To the right is a bare window which looks out on the surrounding tenements. To the left is the Kramden’s bedroom door. We never see the bedroom at any time in the series. We never see into the Kramden bedroom. Only occasionally are viewers admitted to the upstairs apartment of the Kramden’s best friends, the Norton’s, Ed (Art Carney) and Trixie (Joyce Randolph), residences of other characters who showed up on the series, and other sites in and around Brooklyn and New York City.

As with Lucy there are four main characters in The Honeymooners—the Kramden’s—husband and wife Ralph and Alice, and the Norton’s—husband and wife Ed and Trixie. For the most part each Honeymooners episode revolves around either Ralph’s get rich quick schemes or his attempts to assert his authority over Alice. His get rich quick schemes always end up in failure as Alice predicts they will while his attempts to assert his authority over Alice are easily parried by his wife with a wit that often revolves around references to Ralph’s girth. Ralph is often childish, boisterous, tantrum ridden, almost violent—Ralph’s infamous and oft repeated threats to send Alice to the moon. Alice is almost always the voice of adulthood, calmness, and reason. Perhaps no TV show has taken marital bickering (that between Ralph and Alice) to the heights or depths—depending upon your point of view—as The Honeymooners. The Honeymooners remains one of the few sitcoms where husband and wife are childless, a fact the non classic 39 episode “The Adoption” touches on directly though the episode “The Adoption” from outside the classic 39 does address the issue. 

The other major relationship that dominates the The Honeymooners is that between Ralph and Norton. Norton, a New York City sewer worker, is often manic, hyperactive, and annoying particularly to Ralph, and is largely happy with his life—which is less lacking in the latest amenities of consumer capitalism than Ralph’s. Despite this, however, Norton inevitably gets pulled into Ralph’s get rich quick schemes playing Hardy to Ralph’s Laurel in the process. Lucy was always more Marx Brothers. 

CBS paid Gleason the mammoth sum of $11 million dollars to do his variety show and The Honeymooners back to back on CBS on Saturday between 8 and 9 pm in 1955. Though The Honeymooners has been in reruns almost since it went off the air the half hour show was not that popular during its first run, running well behind its major competition the hour long Perry Como Show (Perry on TV, NBC, 1948-1950, CBS, 1950-1955, NBC, 1950-1963) on NBC, finishing 20th in the ratings during the 1955-1956 season. With the failure of The Honeymooners Gleason returned to the variety show format the next year. Gleason, it turns out, was living on borrowed time. The variety show was in decline—1955 saw 278 quarter hours of variety shows by 1958 this had shrunk to 161 quarter hours. Gleason would soldier on until 1970—he was off the air completely between 1956 and 1966—and would even try to revive a more bourgeois version of The Honeymooners in 1966. It failed. The influence of the show was tremendous, however, as a quick viewing of The Flintstones and The King of Queens, both Honeymooners knockoffs, show.

By the way, unlike his TV character the working class bus driver Ralph Kramden, Gleason lived in style. He used the money CBS paid him to buy himself an extravagant lifestyle. The mansion he built for himself in Peekskill, New York had 12 bars and a basement TV studio where he recorded commercials for those who sponsored his show so he didn’t have to trek to New York City to do them.

READ AN ESSAY ON THE HONEYMOONERS HERE http://www.museum.tv/archives/etv/H/htmlH/honeymooners/honeymooners.htm
Viewing:
NBC coverage of the 1948 election

http://www.youtube.com/watch?v=ah_-wUj1Isg
http://www.youtube.com/watch?v=fk2f9hjvCj0
Ed Sullivan Show, excerpts, CBS, 1948-1971

http://www.cbs.com/classics/the_ed_sullivan_show/
Captain Video and his Video Rangers, 1949, Dumont (1949-1955)

http://www.archive.org/details/captainvideo
Howdy Doody, 8 March 1949, NBC

http://www.archive.org/details/Jeice_The_Cuddly_Warrior-Howdy-Doody-Upload-2
Okay Mother, 1950?, Dumont (1948-1951)

http://www.archive.org/details/Okay_Mother
Kukla, Fran, and Ollie, 1950, NBC

http://www.youtube.com/watch?v=elPWyKdreXA
Mama/I Remember Mama, “Mama’s Bad Day”, 6 January 1950, CBS

http://www.archive.org/details/Mama1950
Mama/I Remember Mama, “Mama’s Nursery School”, 1955, CBS

http://www.archive.org/details/Mama1955
Trouble with Father (The Stu Erwin Show), “Family Tree”, 1:1, 23 April 1950

http://www.youtube.com/watch?v=N88AW-J_Ydc
Trouble with Father (The Stu Erwin Show), “Father Gets into the Act”, 1:1, 16 December 1950

http://www.archive.org/details/King_Kai_Loves_Classic_TV
Cisco Kid, “Dog Story”, 1:17, 26 December 1950, 

http://www.archive.org/details/Cisco_Kid_-_Dog_Story
Cavalcade of Stars, “Honeymooners Sketch”, 1951

http://www.archive.org/details/Cavalcade_Of_Stars
I Love Lucy, Phillip Morris Opening and Closing

http://www.archive.org/details/tobacco_sdo23e00
Jack Benny Program, “Guest: Dorothy Shay”, 4 November 1951, CBS

http://www.archive.org/details/Jack_Benny_11_04_1951
Dragnet, “The Big Cast”, 1:5, 14 February 1952, NBC

http://www.archive.org/details/Dragnet_TheBigCast
The Beulah Show, “Beulah Goes Gardening”, 3:4, 12 August 1952, ABC

http://www.archive.org/details/The_Beulah_Show
Nixon’s Checkers Speech, 23 September 1952

http://www.youtube.com/watch?v=S4UEv_jjPL0&feature=PlayList&p=5CA3F5750FAC621F&playnext=1&playnext_from=PL&index=10
Eisenhower Campaign Ads, 1952

http://www.youtube.com/watch?v=1rYk-1qlUR0
http://www.youtube.com/watch?v=agGzMTSwxL0
I Married Joan, 1:1, 15 October 1952, NBC

http://www.archive.org/details/I_Married_Joan-52-55
I Married Joan, “Joan’s Haircut, 2:33, 7 July 1954, NBC

http://www.archive.org/details/I_Married_Joan_EP67_Joans_Haircut
The Adventures of Ozzie and Harriet, “Halloween Party”, 1:5, 31 October 1952

http://www.archive.org/details/OZZIE_AND_HARRIET_ep_Halloween_Party
Sky King, “Destruction from the Sky”, 1:18, 6 December 1952, ABC

http://www.archive.org/details/sky_king_-_1x19_-_destruction_from_the_sky
Follow that Man, “Day Man”, 4:33, 20 May 1953, CBS

http://www.archive.org/details/FollowThatMan-RalphBellamy-4-33-DayMan
Mr. and Mrs. North, “Breakout”, 1:29, 3 April 1953, CBS

http://www.archive.org/details/Mr_and_Mrs_North_1-29_Breakout
Guiding Light, 4 March 1953, CBS

http://www.archive.org/details/Guiding_Light
Roy Rogers Show, “The Phantom Rustlers”, 2:10, 5 April 1953, NBC

http://www.archive.org/details/The_Roy_Rogers_Show_ep_Phantom_Rustlers
Search for Tomorrow, 19 August 1953, CBS

http://www.archive.org/details/Search_For_Tomorrow_Soap
Perry Como Show, 1952, CBS

http://www.archive.org/details/Perry_Como_1952
My Little Margie, “Margie Babysits”, 2:14, 17 February 1954, CBS

http://www.archive.org/details/My_Little_Margie_3x25_MargieBabysits
See it Now, 9 March 1954

http://www.cbsnews.com/video/watch/?id=1065699n
Army-McCarthy Hearings, edited except, March and June 1954

http://www.youtube.com/watch?v=lAur_I077NA
The Goldbergs. “Nurses Aide”, 1955, syndication

http://www.archive.org/details/Goldbergs_3
The Goldbergs, “Members of the Jury” 1955, syndication

http://www.archive.org/details/Goldberg2
Oral Histories
watch an interview with CBS executive Frank Stanton from the Archive of American Television here

http://www.youtube.com/watch?v=MFQZruBcX0Q (broadcasting)
http://www.youtube.com/watch?v=no57p0jO-io (on CBS)

http://www.youtube.com/watch?v=dK_cgFGRL_Q (on CBS
http://www.youtube.com/watch?v=H0lr3rdFf54 (on Sarnoff, Goldenson, and Minnow)

http://www.youtube.com/watch?v=WnDNa7JUdgE (on Minnow and the FCC)

http://www.youtube.com/watch?v=MobTEkkWvOw (on Robert Wood)

watch an interview with ABC founder and executive Leonard Goldenson from the Archive of American Television here

http://www.youtube.com/watch?v=t8MW8BYkyc0 (on the founding of ABC)

http://www.youtube.com/watch?v=OnId5GfLJ6Y (on Sarnoff and on ABC programming)

http://www.youtube.com/watch?v=8hAOOhaPF9c (on ABC programming)
http://www.youtube.com/watch?v=hi2vIs4-_fY (creative decision making at ABC)

http://www.youtube.com/watch?v=5Onze5huC_M (on TV)

watch an interview with television pioneer producer/director Alan Neuman on his work in radio and early television from the Archive of American Television here

http://www.youtube.com/watch?v=ndGHPG1GKsk (TV election coverage 1948, advertising agencies and TV)

http://www.youtube.com/watch?v=1PXfSv_iGuY (Kraft Television Theatre, The Kate Smith Hour)

http://www.youtube.com/watch?v=NbEgSgOdQ10 (Kate Smith
http://www.youtube.com/watch?v=Agtgsoxdc-Y (on location work)

http://www.youtube.com/watch?v=PG4G6HG1N74 (Matinee Theatre)

http://www.youtube.com/watch?v=r2GgbXhD-kg (on TV)

watch excerpts from an interview with the writer/creator San Denoff about his work in radio and with Steve Allen

http://www.youtube.com/watch?v=An4GtbrfX-s
watch an interview with creator/writer/producer/director/actor Sheldon Leonard from the Archive of American Television here

http://www.youtube.com/watch?v=ITyh9OaSv-s (weekly TV)

http://www.youtube.com/watch?v=0Khy3m_5ip4 (producing and directing TV, on Danny Thomas, on Andy Griffith)

http://www.youtube.com/watch?v=asxkvWyhyRE (on Dick Van Dyke, advertising power on TV, time spots on TV)
http://www.youtube.com/watch?v=A_iiABJH1pA (on Dick Van Dyke, on I Spy)
http://www.youtube.com/watch?v=FJLe9rhVgBs (on those he worked with)

watch excerpts from an interview with director Delbert Mann from the Archive of American Television here

http://www.youtube.com/watch?v=kMkHhRxMnEI
http://www.youtube.com/watch?v=WXwutVqAYJk (on directing live TV)

http://www.youtube.com/watch?v=0pOxNiYCTrw (on Rabbit Trap, advertising pressure on TV, the Blacklist, on Playhouse 90)

http://www.youtube.com/watch?v=Av01vQ56OD0 (on Paddy Chayefsky, “Separate Tables”)
watch excerpts from an interview with director Arthur Penn that touches on the “golden age of television” from the Archive of American Television here

http://www.youtube.com/watch?v=DUb7z_9Ozno (on live TV)

http://www.youtube.com/watch?v=Z7ArLVu90P8 (on live TV, on Playhouse 90)
http://www.youtube.com/watch?v=llUAwQuph30 (on Playhouse 90)
watch excerpts from an interview with director Sidney Lumet on his work during the “golden age” of television from the Archive of American Television here

http://www.youtube.com/watch?v=FCmCKCnRk8E (on the Actors Studio, the Actors Workshop, live TV)
http://www.youtube.com/watch?v=Ey7CVaNgGlw (on doing live TV)

http://www.youtube.com/watch?v=Gfi80kqUsqs (on live TV)

watch an interview with TV writer Lucille Kallen, the only female writer on the staff of Your Show of Shows from the Archive of American Television here

http://video.google.com/videoplay?docid=5160279151212684744
six parts

watch an interview with writers Bob Carroll and Madelyn Pugh Davis from the Archive of American Television here

http://www.youtube.com/watch?v=JDw3hnTUR28
http://www.youtube.com/watch?v=kWy6imPUA5Q (on My Favorite Husband)
http://www.youtube.com/watch?v=iEQl7O3s4BU (on Lucy and Desi and on I Love Lucy)
http://www.youtube.com/watch?v=vrv5i4y_fQw (I Love Lucy pilot and I Love Lucy)
http://www.youtube.com/watch?v=HYafA4hZzrY (on I Love Lucy)
http://www.youtube.com/watch?v=nRo0yJv6ST8 (on I Love Lucy and The Lucy Show)

watch an excerpt from an interview with Jay Sandrich on his work on I Love Lucy from the Archive of American Television here

http://www.youtube.com/watch?v=v527NYF6h10
http://www.youtube.com/watch?v=BJLP3BYaKvI
watch excerpts from an interview with writer Leonard Stern from the Archives of American Television here

http://www.youtube.com/watch?v=6bnX-GWlqVs (on working in radio)

http://www.youtube.com/watch?v=wwq2KE_X04U (on Jackie Gleason and The Honeymooners)

http://www.youtube.com/watch?v=XHfcxY09lQI (on The Honeymooners)
http://www.youtube.com/watch?v=9DWOMHEv214 (on The Honeymooners and The Phil Silvers Show
watch excerpts from an interview with creator/producer Sherwood Schwartz from the Archive of American Telelvision

http://www.youtube.com/watch?v=zwl_DEclGCA
http://www.youtube.com/watch?v=VcZb_tG2gDo (on Bob Hope)
http://www.youtube.com/watch?v=V-ARs2S_2AU (on I Married Joan and The Red Skelton Show)

watch an interview with actress Joyce Randolph on the Honeymooners here

http://www.TVLand.com/video/index.jhtml?bcpid=192878566&bclid=979467766&bctid=979467759
watch an excerpt from an interview with John Forsythe from the Archives of American Television here

http://www.youtube.com/watch?v=Cqu5treMux8 (Forsythe talks about the difficulties of working in early television, acting in TV compared with that of film and stage, about Hitchcock, and about the blacklist)

watch an excerpt from an interview with William Shatner on live TV during the “golden age” from the American Archive of Television here

http://www.youtube.com/watch?v=GIdGwFr0-YA
watch excerpts from an interview with actor/director Leonard Nimoy from the Archive of American Television here

http://www.youtube.com/watch?v=ePQt2aP73Lw (on Dragnet)

watch an interview with journalist and news producer Don Hewitt from the Archive of American Television here

http://www.youtube.com/watch?v=CaDbnllknWI&feature=PlayList&p=1AA99B482A7FB860&index=0&playnext=1
Criticism and Academic Analysis of American Television in the Early Years

It was in the 1930s, 1940s, and 1950s that intellectuals and academics throughout North America and Europe began to explore the impact of the media on viewers. For Marxists of the Frankfurt School—Theodor Adorno, Max Horkheimer, and Leo Lowenthal—the media was one component of the culture industry. For them mass newspapers, advertising, and radio—the mass media—were the purveyors of a new form of modern ideology which, like previous forms of ideology such religion, functioned as an opiate of the masses. For Adorno and Horkheimer—see in particular their 1944 essay “The Culture Industry” in their Dialectic of Enlightenment—these new mass media were the new technologies through which standardized and stereotyped cultural goods were disseminated providing the masses with imaginary ways to escape the harsh realities of their everyday lives. They were the means by which dominant capitalist economic and political power was extended into the cultural sphere debasing “art” and regimenting consciousness in the process. 

At the same time that the media offered a means of escape from modern life this new ideology, Adorno and Horkheimer claimed, weakened the ability of the masses to think in critical and autonomous ways. This decline in critical thinking made the masses more susceptible to mass political totalitarian movements like fascism and nazism. 

For Adorno and Horkheimer, then, the “culture industry” was an agent of socialization, a mediator of political ideology, and a promoter of the interests of US capitalism. Many later Marxists would see the mass media in similar hues. The French Marxist Louis Althusser, for instance, argued that the mass media was an integral part of what he called ideological state apparatuses. For him, the mass media were one of the major means by which dominant economic groups in mass society disseminated their class specific views to the rest of society all in the service of maintaining the social and cultural status quo.

Not all the Frankfurt theorists would see the media as Adorno and Horkheimer saw it. Walter Benjamin, for instance, argued that while the new media did impact human behaviour the mass media could and often did promote democracy. For Benjamin the users of media were thus not necessarily passive automatons in their last throes of life forged by the culture industry. 
Not all of those who shared this negative view of the mass media were Marxists. So-called Mass Culture theorists offered a view of mass culture that was not that dissimilar from the Frankfurt School. Many of these Mass Culture theorists like Dwight McDonald were, in fact, ex-Marxists. Their seminal text published by the Free Press in 1957—Mass Culture: The Popular Arts in America—was actually as schizophrenic as the Frankfurt School. These mass culture theorists may not have agreed on everything—some saw quality in a very few mass culture “texts”—all basically agreed, however, that mass culture was presenting the masses with a debased, formulaic, and trivial culture and was, what later commentators would call, dumbing down Americans and America and the world in the process.

The Frankfurt theorists were, by and large, highly critical of quantitative and statistical empirical research that came of age during the 1930s and would soon come to dominate the social sciences—it still, of course, does. Empirical communication research between the 1930s and 1960s would focus on several issues—the media as a propaganda device, the impact of the media on public opinion, and the impact of the media on human social psychology. Some of this quantitative research would be funded and used by the corporate and political powers that be. This is, after all the period in which the Cold War will give us the military-industrial-governmental-and educational complex that continues to dominate American life today.

It would be a Viennese born social psychologist named Paul Lazersfeld who would play a major role in formulating this “scientific” behavioural analysis of the media. It was Lazarsfeld who created the Newark Research Centre in 1935 and it was he who became the head of the Rockefeller Foundation funded Princeton Office of Research in 1937. CBS researcher—later president—Frank Stanton was one of the associate directors of the Princeton Office of Research showing how strong the ties were between research and corporation. It should be no surprise then that NBC would fund a study done by Lazerfeild’s Bureau of Applied Social Research (BASR) at Columbia University in 1944. The BASR studied the impact of NBC Radio morning programming on several listener categories. Upon completion of the study the BASR suggested ways that NBC Radio might modify its programmes in order to increase listenership.

The media research that Lazersfeld and others undertook was generally inductive and clinical and relied on questionnaires, interviews, and statistical analysis. Lazersfeld’s Radio and the Printed Page of 1940 broke down the radio listening audience by demographics, income, and education and then compared book and radio audiences on these bases. Lazersfeld found that those with lower income and lower education tended to get their news from radio. Lazersfeld’s, Bernard Berelson’s, and Hazel Gaudet’s The Peoples Choice of 1944 used repeated interviews with a group of 400 to explore the influence of the mass media on public opinion during presidential elections. Lazersfeld’s and Elihu Katz’s Personal Influence of 1955 concluded that personal relations were more important factors influencing public opinion than the media. Both of these last two studies were instrumental in moving media studies away from an emphasis on single causation theories of media. Lazarsfeld could step outside of the quantitative box on occasion. One of those times whas when he warned about the addictive qualities of television. Finally, and needless to say, some commentators have noted the consistency of this limited media influence perspective with liberal ideology.

Television criticism, by the way, wasn’t only the domain of academics and watchdogs. Cultural critic Gilbert Seldes, as I mentioned earlier, had written about television while the The New York Times had its own TV critic, Jack Gould.

Academic studies of the impact of television on audiences reflect a concern many had about the perceived impact of television on viewers particularly young viewers. TV’s powerful sponsors made sure that TV avoided, for the most part, issues associated with religion, race, labour rights, and leftist politics.

Despite the claims of critics to the contrary, claims we will explore shortly, American TV was “regulated” or “censored” in its early years. In the beginning TV was regulated much like American live action films, by the industry itself.  Controversy followed the television industry for a number of reasons, however. As early as 1952 the US House of Representatives investigated the “moral and otherwise offensive matter” of network TV programming. In 1954 the US Senate held hearings on the contribution TV programming made to the increase in crime and juvenile delinquency in the United States. To protect itself against public and governmental pressure the industry’s trade organization, the National Association of Broadcasters (NAB), whose roots lay in radio self-regulation, put in place a Code of Good Practices in 1951 (http://www.tvhistory.tv/SEAL-Good-Practice.htm). The Code, however, was voluntary. 

As we will see sponsorship changed in the wake of the quiz show scandals. Specifically single sponsorship was replaced by “magazine” sponsorship in which, as in the print media, sponsors purchased spots rather than sponsored TV shows. The idea was that this would protect TV from unethical sponsors but it also gave networks more control over their shows.

Another affect the quiz show scandals had was to increase the power of network censors. The industry, fearful of what the FCC might do should it regulate the industry, added enforcement teeth to the Code and gave Standards and Practised departments greater power. Practises Department focused on commercial clearance. They checked network programmes against commercial laws and worked to keep game shows honest. Standards Departments focused on programme clearance. They reviewed scripts, storyboards (sketches of action), rough cuts and the final prints of TV programmes. Producers submitted scripts to the Standards Department of a network, the TV counterpart to the film Production Code Administration. If necessary Standards mandated the revision of scripts until the Department passed the script. It was not until the 1980s that Practises, save for Children’s Television Practise Department, went the way of the dinosaurs to be replaced by the TV rating system (TV-Y, TV-Y7, TV-Y7-FV, TV-G, TV-PG, TV-14). Other nations, by the way, have rating systems as well. In the UK Ofcom, the Office of Communication, established regulations for British TV while the networks themselves have also established guidelines for themselves beyond these.
But back to the 1950s and 60s. Here are a few ways network TV was censored in the early days. Those of you who have seen I Love Lucy are probably aware that the Riccardo’s, Lucy (Lucille Ball) and Ricky (Desi Arnez) could not be shown in the same bed though they were married. They had to be show in different beds. Some of you may not know that pregnant women were persona no grata on TV before Lucy gave birth to Little Ricky. Some of you may not know that Lucy was not allowed to use the term pregnant but instead had to use the term “expecting” to describe her condition (“Lucy is Enciente”, 2:10, 3 October 1952). 71.7% of the US TV audience watched Lucy give birth to Little Ricky (“Lucy Goes to the Hospital”, 2:16, 14 November 1952). This episode coincided with the real life Lucille Ball giving birth to Desi Arnez, Jnr. Finally, some of you may not know that toilet’s were also persona non grata in early American TV. So you never see one in Lucy or The Honeymooners. The first semi-appearance of the toilet is in an episode of Leave it to Beaver (CBS, 1957-1958, ABC, 1958-1963).

The story of the toilet and the network is quite interesting in and of itself. This fact forced the delay of In an episode of Leave it to Beaver called “Captain Jack” (11 October 1957). Wally (Tony Dow) and The Beav (Jerry Mathers) purchase, unbeknownst to Dad Ward (Hugh Beaumont) and Mom June (Barbara Billingsley), a baby alligator and bring it home. Once home Wally and The Beaver have to find some place to put the baby alligator so Ward and June won’t find it.  So they put it in the toilet. CBS objected to the presence of the toilet in original episode and asked for it to be removed. The broadcast of the episode was thus delayed. However, the episode couldn’t be done without a toilet. What to do? Eventually CBS and Beaver’s show runners reached a compromise. CBS allowed the episode to air but it could only show the toilet tank which is, of course, where Wally and The Beav placed their baby alligator. By the 1970s and 1980s the times they had a changed as Archie Bunker (All in the Family, CBS, 1971-1979) and later Al Bundy (Married…With Children, Fox, 1987-1997) referenced the toilet and viewers heard it flush on a number of occasions. No doubt this was a satiric poke at TV standards and practises.

There was one exception to the two-bed rule. Ozzie and Harriet Nelson, who were married in real life and essentially played themselves in The Adventures of Ozzie and Harriet (ABC, 1952-1966), were allowed to sleep in a double bed thanks, apparently, to their unchangeable ten year contract. It would not be until 1969 and the Brady Bunch (ABC, 1969-1974) that TV, but not real life, husband and wife Mike Brady (Robert Reed) and Carol Brady (Florence Henderson) were allowed to sleep in a double bed. Presumably in a poke at the old unwritten standards the Brady’s were shown in their double bed on a number of occasions during the show’s run.

Network Practice Department’s were and are not the only institutions to impact TV programmes. Sponsors and industries impacted TV content. Noted TV writer Rod Serling complained about the influence of advertisers on TV programmes. One example: In 1959 the American Gas Industry complained about the conjunction of gas and death in a Playhouse 90 (CBS, 1956-1961) programme (“In the Presence of Mine Enemies”, 1960) on the Holocaust. CBS took out several references to gas and death. 

Others were concerned with “Communist influence” on American TV, an influence supposedly documented in the infamous 213 page report Red Channels: The Report on Communist Influence in Radio and Television in 1950 

(excerpts: http://www.authentichistory.com/1950s/redchannels/redchannels.html) published in a journal written by former FBI agents called Counterattack. 

Red Channels listed 115 broadcast talent and personnel who allegedly belonged to or supported organizations that had pro-Communist sympathies. As a result supposed Communist actors such as Jean Muir and Phillip Loeb were fired from The Aldrich Family and The Goldberg’s respectively while Pert Kelton was not allowed to continue her role as Alice Kramden in The Honeymooners when Gleason and The Honeymooners switched from DuMont to CBS. Lucille Ball, who had registered as a Communist in 1936, was able to weather the storm given her popularity and the claim that she registered “red” only to please her grandfather rather than out of any ideological commitment. With the decks cleared of “reds” the networks put a loyalty oath in place which was support to separate the communist chaf from the all American wheat. ABC even opened up an internal security office that worked closely with the House Committee on Un-American Activities (HCUA, HUAC).

Communist influence was not the only thing that concerned America’s politicians and moral watchdogs. Some viewers complained about “big city” New York values in live dramas and variety shows. Others complained about violence on TV. In 1953 Congress began to investigate the impact of comic books and TV on juvenile delinquency and increasing violence. As a result the comic book industry reorganized and developed an internal code of ethics. Televisions powers that be likewise developed codes of standards in response to complaints about somewhat risqué bawdy comedy routines and plunging female necklines on the “boob tube”. Impacted by the criticism from America’s self-proclaimed moral arbiters the television industry instituted a production code modeled on that of Hollywood in 1951. In 1952 the National Association of Broadcasters warned against plunging necklines on women on TV, warned against showing married couples in single beds, and urged TV to avoid showing bathrooms.

Children’s shows in particular became a source of controversy in early television and they continue to be controversial down to today. One of the first children’s programmes, one of the first TV programmes in general, to stir controversy was Howdy Doody. In 1948 Howdy Doody held a mock political convention which promoted a platform of “two Christmases and one school day a year; more pictures in history books; double sodas for a dime; and plenty of movies”. Critics were offended by what they saw as the silliness of the convention platform. They were offended even further when the platform drew more write-in votes than indpendent presidential candidate Henry Wallace. TV, they believed, was dumbing down America.
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Chapter Three

American Television 1955-1965
Contexts

If the period from 1945 to 1955 was the period of the Bomb, the Cold War, corporate liberalism, and economic boom and bust, 1955 to 1965 was the period of “I Like Ike”, JFK, the Great Society, economic growth and economic bust, suburbanization, the automobile and the freeway, the baby boom, Protestant-Catholic-Jew, rising incomes, increasing home ownership, increasing immigration,  Jim Crow, the civil rights movement, increasing crime, juvenile delinquency and moral panics, the youth movement, northern ghettoisation, declining city centres, the Bay of Pigs, the Cuban missile crisis, Vietnam, and payola and quiz show scandals. 

During the era more and more Americans were buying TV sets. The number of American homes with TV sets rose from 64% in 1955 to 93% in 1965. By 1965 the number of hours the average American spent watching TV was 5.5 hours per day. As TV viewership rose radio listening, movie going, and magazine reading declined. By 1960 the average American listened to radio only about 2 hours a day. One magazine was having success in these changing times, however, and its success tells us something about the importance of TV in the US in this period. That magazine was TV Guide. During the era it became America’s most successful magazine. 

Institutional Contexts

Film studios, as we noted earlier, responded to the crisis in their industry by slowly but surely getting into TV production. Paramount produced the Colgate Comedy Hour  hosted by two of its stars Dean Martin and Jerry Lewis for NBC in 1950. Disney debuted the Wonderful World of Disney on ABC in 1964. Columbia owned Screen Gems produced Father Knows Best for CBS and The Adventures of Rin Tin Tin for ABC in 1954. Warner Brothers produced Cheyenne, Kings Row, and even Casablanca for TV in 1955. By 1955 MGM and Twentieth Century Fox also entered the field of TV programming as well. By the end of 1956 Hollywood produced 71% of the programmes on prime time American network TV. In the same year Hollywood Studio films began showing up on US TV for the first time.

One of the most important developments in the long run during this era had to do with measuring the TV audience. It was during these years that a number of strategies to determine TV programme popularity arose that are still with us today began. CBS’s Frank Stanton (an Ohio University grad) instituted the Program Analyses System at that network in order to measure audiences’ minute by minute responses to CBS TV programmes. The networks began sweep weeks during these years during which Nielsen and Arbitron performed intensive national ratings surveys to determine the popularity of network TV programmes. Networks began pre-testing focus groups during these years to try to determine how popular a potential TV programme might be. Finally, the networks began to break down their audiences into specific demographic groups—women 18 to 35, men 12 to 49, and kids under 12. Why was audience size and niche audiences important? Advertising revenue, of course.

American Television Programming, 1955-1965

Quiz shows, as I mentioned earlier, began to appear on TV in the 1950s in both daytime and primetime slots. After the Supreme Court ruled that quiz shows were not a form of gambling in 1954 they became even more prominent on US TV screens becoming, in the process, the most watched shows on the small screen.  Among the prominent daytime game shows was You Bet Your Life (1950-1961) with vaudeville and Hollywood veteran Groucho Marx. This show was really little more than a frame for Groucho Marx’s seemingly spontaneous wit. 

Other popular game shows included 

The Price is Right (NBC, ABC, CBS, 1956-), Match Game (NBC, CBS, ABC, Syndication, 1962-1969, 1974-1989, 1998-1999) , 

To Tell the Truth (CBS, Syndication, NBC, 1956-2002), Password (CBS, 1961-1975), 

Queen for a Day (NBC, 1956-1964), and Let’s Make a Deal (NBC, 1963-1991). 

Mark Godson and Bill Todman were the kings of daytime game shows producing such game shows as Beat the Clock (CBS, 1950-1958, 1979-1980, Syndication, 1969-1974, Pax, 2002-2003), Password, Match Game, and later Family Feud (ABC 1976, Syndication, 1977-1985).

Some of these quiz shows were viewing spectacles. In Queen for a Day housewives competed with each other over before a live voting studio audience to be crowned queen for a day. It was the housewife who told the teariest sob story who usually became queen for a day. The winner was appropriately draped in a red velvet robe and had a crown placed atop her head. She was also festooned with gifts, trips, a fully-paid night on the town with her husband or her escort. In Let’s Make a Deal contestants dressed up in all forms of costume and competed with each other to be chosen to see what lay behind doors number 1, 2, or 3. 

READ AN ESSAY ON THE QUIZ AND GAME SHOWS HERE http://www.museum.tv/archives/etv/Q/htmlQ/quizandgame/quizandgame.htm. 

Game shows weren’t only the preserve of mornings and afternoons. Prime time game shows like CBS’s The $64,000 Question, sponsored by Revlon, NBC’s 21, sponsored by Geritol, and CBS’s $64,000 Challenge were some of the most popular shows in prime time. The popularity of these prime time game shows and the income they brought networks via advertising revenue spurred the networks and show sponsors to try to increase the popularity of these game shows even further. Networks and sponsors soon came to understand that dramatic tension in game shows could increase not only the dramatic value of the show but that it could also increase viewership. The networks and the sponsors therefore began to manipulate dramatic tension in their game shows and influence the outcome in a variety of ways. Some of these manipulations were relatively benign. Contestants placed in The $64,000 Question’s isolation booth, for instance, were hit with hot stage lights causing the them to sweat visibly and were told to mop their brows before answering the question in order to increase dramatic tension. Other forms of manipulation were more sinister, however. More popular contestants were asked questions within their areas of expertise, and in some cases given the answers to upcoming questions. Less popular contestants would be given more difficult questions in areas outside their expected knowledge.

The most notorious scandal associated with quiz shows—a scandal made famous for a later generation by Robert Redford’s film Quiz Show—was that which occurred on the quiz show Twenty-One on 5 December 1956. On that day Twenty-One’s champ the Jewish CCNY student Herb Stempel was finally defeated by the Columbia University WASP professor Charles Van Doren after a series of 21-21 ties over several weeks—the object of 21 was to get to 21 before your competitor. This entire scenario, of course, was scripted by the shows producer Dan Enright even down to the ill fitting suit Stempel wore and the marine haircut that made Stempel look like a “nerd” or a “square” (Enright’s words). 

Stempel had been promised a job in television job if he lost. After this promise was unfulfilled, Stempel, by then broke, was promised a “panel show’ upon graduation on condition that he sign a statement affirming he had never been coached on Twenty-One. When this promise didn’t pan out either Stempel finally blew the whistle on the scam. 

At first Stempel was simply dismissed by the media as a sore loser. In August of 1958, however Ed Hilgemeyer, a contestant on NBC’s Dotto, told the media that he had found a notebook containing the answers contestant Marie Winn was delivering on stage during that show, raising further questions about the fairness of TV’s game shows. The dam finally burst when Twenty-One contestant James Snodgrass, who had sent the advance answers he was given to himself by registered mail, gave these documents to the media. 

By October the scandal began to affect quiz shows ratings—they were dropping. The networks, of course, denied everything and canceled those shows which had been accused of cheating. This wasn’t the end of the controversy, however, as New York prosecutor Joseph Stone convened a grand jury to investigate the charges of scandal and corruption in the game show industry. Many of the coached contestants who had become stars as a result of their quiz show successes, however, refused to testify. Congress thus stepped into the fray. In October 1959 the House Committee on Legislative Oversight chaired by Oren Harris began to hold hearings on the quiz show scandals. A number of contestants including child actress Patty Duke, who would later star in the eponymous Patty Duke Show, Stempel, Snodgrass, and Hilgemeyer all testified that they had been coached and that the game shows were rigged. It would be Van Doren who would drop the bomb, however, when he testified on 2 November. Van Doren testified that he “was involved, deeply involved, in a deception. The fact that I too was very much deceived cannot keep me from being the principal victim of that deception, because I was its principal symbol.” 

READ ABOUT THE QUIZ SHOW SCANDAL HERE http://www.museum.tv/archives/etv/Q/htmlQ/quizshowsca/quizshowsca.htm 

The quiz show scandals played right into the worst fears of TV’s critics—they saw game shows as the dumbest of TV’s dumb and dumbing down shows. They blamed the sponsors for it all. Network executives—who were just as guilty, of course—used the scandals as the means to regain control of the TV programming they had relinquished to sponsors in the early 1950s. Network executives began to institute spot ads and multiple sponsorship of programmes in place of single sponsorship of network programmes. As a result of all of this the networks gained control of all aspects of TV—production, distribution, and exhibition. Networks now owned the TV shows they broadcast outright or, at the very least they owned a stake in them. This allowed the networks to purchase TV programmes well below what it cost to actually make them. It allowed them to contol the lucrative syndication rights for TV programmes. And it allowed them to take over more and more of local TV airtime for their shows. 

The scandal probably also led to a change in the way the American governments interacted with the powers that be of American TV.  Instead of simply aiding TV’s powers that be—the previous era of FCC regulation was referred by one 1960s FCC regulator as the “whorehouse age”—the FCC now became an adjudicator between the television industry and various parties including citizens interested in American television. In 1961 President John F. Kennedy appointed Nelson Minnow to head the FCC. Minnow painted American TV as a “vast wasteland” and his attacks on American television would began to have an impact. In response to Minnow’s  criticisms the networks expanded their documentary programmes. Between 1957 and 1962 documentaries on US TV rose from 0 to 400. CBS’s documentary programme CBS Reports came on the air in 1959, NBC’s White Paper and ABC’s Bell and Howell Close Up in 1960 and covered both domestic and foreign issues—crime, environmental problems, poverty, the space programme, health issues, the spread of “democracy” to the “developing world”, and celebrities—from a largely American liberal democratic perspective. Civil rights, perhaps the issue of the day, interestingly showed up in only in 11 of the 167 documentaries produced in the late fifties and early sixties. 

Perhaps more than anything else it was TV’s coverage of the presidential debate between Republican Richard Nixon and Democrat John F. Kennedy in 1960, and their coverage, of the assassination of JFK in November of 1963 that would change American nonfiction television forever. Both would eventually make TV the dominant source of news for most Americans. This, in turn, led the networks to expand their news coverage. By 1963 network news coverage increased from fifteen to thirty minutes and has remained thirty minutes ever since despite a few experiments by the networks in sixty minute news coverage.

Finally, Minnow’s FCC urged TV broadcasters to make “better programmes”—whatever those were—and forced TV manufacturers to make TV’s capable of picking up UHF signals. This latter led eventually to an expansion in educational TV in the US as we shall see. 

One TV “auteur” (or perhaps better metteur en scene) would respond to Minnow’s assault on American TV.  Sherwood Schwartz’s, creator of the infamous Gilligan’s Island, named the ship on which its seven characters set sail that day for a three hour tour from which they never returned, the SS Minnow.

Minnow and the FCC, by the way, weren’t the only governmental institutions biting at the heels of American TV during these years. Between 1957 and 1958 an investigation by the House of Representatives revealed the close ties between the FCC and America’s TV executives and the bribery and corruption that resulted from it. In 1961 Connecticut Senator Thomas Dodd—current Connecticut Senator Christopher Dodd is his son—led investigations into the impact of TV on juvenile delinquency. 1961 would also see Congress investigate TV’s rating Nielsen and Arbitron ratings systems. Congress determined that these national and local ratings systems reflected the preferences of network executives and sponsors more than TV watchers and that minorities, the very young, and the elderly were underrepresented in the ratings—not surprisingly the very categories, of course, that advertisers had little interest in reaching at the time. The industry’s response to Congressional investigation was to establish the Broadcast Ratings Council and the Committee on Nationwide Television Audience Measurements to police the industry from within. As a response to those critics who saw TV as a “vast wasteland” the networks commissioned books of TV criticism and formed the Academy of Television Arts and Sciences in 1948. The Academy, of course, was patterned after the Academy of Film Arts and Science—awarder of the Oscars—while the Emmy, instituted to showcase “quality” TV programmes in 1957, was patterned after the Oscar.

Speaking of TV programming, the period between 1955 and 1965 remained the age of the sitcom. It was also, however, the age of the TV western. 

By 1965 there were 35 sitcoms on America’s airwaves. There were family or domestic sitcoms like the Adventures of Ozzie and Harriet (ABC, 1952-1966), 

I Love Lucy (CBS, 1951-1961), The Honeymooners (CBS, 1955-1956), Father Knows Best (CBS, 1954-1955/NBC, 1958-1962), The Donna Reed Show (ABC, 1958-1966), 

Make Room for Daddy, later The Danny Thomas Show (ABC, 1953-1957, 1970-1971/CBS, 1957-1965) (watch excerpts from “Two Sleepy People” (11 November 1957, 5:6, CBS), Leave it to Beaver (ABC, 1957-1963), Dennis the Menace (CBS, 1959-1963), My Three Sons (1960-1972) starring film star Fred McMurray—another one of those absent mother sitcoms—and the Dick Van Dyke Show (CBS, 1961-1966). 

The Dick Van Dyke Show, a show many TV critics today continue to hail as one of the finest sitcoms to ever appear on American television, was broadcast on CBS between 1961 and 1966. The show was the creation of Carl Reiner and was based on his experiences as a writer for the groundbreaking TV comedy sketch show Your Show of Shows.

Reiner originally pitched a show called Head of the Family—it was based on his novel Enter Laughing and was strongly autobiographical—starred Reiner as the protagonist. CBS decided not to pick the show up. Some attribute this to the miscasting of Reiner as the lead, others to the Jewishness of the show that Reiner as lead actor brought to it. 

Despite CBS’s decision not to go with the show Reiner’s project was far from dead. Super producer Sheldon Leonard (he of The Andy Griffith Show and The Danny Thomas Show) got hold of the script and urged Reiner to recast the lead role. This decision, Leonard’s powers of persuasion, and Leonard’s track record led CBS to reconsider their position and eventually to green light the project. 

With the show given the go ahead by CBS comedian Dick Van Dyke was hired to play the central character in the show, Rob Petrie. Rob lives in New Rochelle, NY with his stay at home wife, Laura (Mary Tyler Moore) and their son Richie (Larry Mathews). During the day Rob works as a writer for the variety The Alan Brady Show along with Sally Rogers (Rose Marie) and Maurice “Buddy” Sorrell (Maury Amsterdam). Richard Deacon starred as the producer of the show and target of many of “Buddy’s barbs Mel Cooley. Carl Reiner played the seldom seen but ever present Alan Brady. Jerry Paris and Ann Morgan Guilbert played the Petrie’s neighbours Jerry and Millie Helper.

The Dick Van Dyke Show was different from the sitcoms that preceded it. It was smart and witty—it contains references to a number of films including Citizen Kane. It was sexy, yet nostalgic and looked back to vaudeville and the era when variety show dominated US TV. And it was also hip—Rob and Laura, like John and Jackie Kennedy are a young and vibrant married couple living in America’s ever burgeoning suburbs. It was one of the first, if not the first, American TV shows about TV. It was one of the first American TV shows to provide closure to the show itself. In the final episode—“The Last Chapter”—Rob has finally finished his autobiographical novel about his experiences working for The Alan Brady Show.  The episode ends with Alan Brady agreeing to adapt  Rob’s novel as a TV series. By doing this the episodes manages to reflect back on the origins of The Dick Van Dyke Show itself.

As to those concerns of contemporary academics: Rob works outside of the home and brings home the bacon, Laura is a stay at home wife who often cries at the slightest provocation—but is this a strategy Laura uses to get her way?. Rob and Laura are a bourgeois couple, though they are often concerned about where the bacon is going to come from. There are few Blacks in the show. All of this said, however, The Dick Van Dyke Show is quite Jewish and quite liberal. “Buddy” seems the archetypal Jewish comedian. Sally is a career woman. Laura is the straight and rationall man to Rob’s Lucy-like zaniness, and in one famous episode of the show, “That’s My Boy???”  Black actors Greg Morris (who would later go on to Mission Impossible—the TV show not the movie—fame) and Mimi Dillard guest star as an non-stereotyped professional African American couple living in the suburbs who Rob thinks actually have his child—he believes their child and his were accidentilly switched at birth. 

READ AN ESSAY ON THE DICK VAN DYKE SHOW HERE http://www.museum.tv/archives/etv/D/htmlD/dickvandyke/dickvandyke.htm  

There were hillbilly sitcoms like The Real McCoys (ABC, 1957-1962/CBS, 1962-1963), The Andy Griffith Show (CBS, 1960-1968)—a spinoff from Danny Thomas—

The Beverly Hillbillies (CBS, 1962-1971), Petticoat Junction (CBS, 1963-1970), 

the closest American TV has come absurdist comedy, Green Acres (CBS, 1965-1971)—a spinoff of Petticoat Junction, Gomer Pyle, USMC (CBS, 1964-1970)—a spinoff of Andy Griffith—and The Farmer’s Daughter (ABC, 1963-1966). 

The Beverly Hillbillies would be one of the most popular American television shows ever. The Beverly Hillbillies (CBS, 1962-1971) was the creation of TV auteur Paul Henning who was involved with two other popular TV programmes, Petticoat Junction (CBS, 1963-1970) and Green Acres (CBS, 1965-1971). All of these shows valorized rural folk over decadent urban types and took place an area (“the fertile crescent that stretches from Hooterville to Pixley” which television historian and critic David Marc has likened to William Faulkner’s fictional Yoknapatawpha—see Marc’s essay in his Democratic Vistas entitled “The Situation Comedy of Paul Henning: Modernity and the American Folk Myth” pp. 33-63 on this and the programmes). 

As I noted earlier The Beverly Hillbillies was among the most popular shows ever on American TV and one of the most popular—if not the most popular—American sitcom ever made. During its 9 year run almost every episode of The Beverly Hillbillies finished in the Nielsen Top 20. Many episodes of the show were number 1. Some even had an audience that rivaled the audiences for the Super Bowl. Ten years after the show went off the air some of the episodes of The Beverly Hillbillies were still among the most watched American TV shows ever.

The Beverly Hillbillies begins with The Clampett’s—honest and upright Uncle Jed, feisty Confederate loving Granny, Jed’s gorgeous animal loving daughter Ellie Mae, and Jed’s nephew—the ever dense—Jethro Bodine (one of Jethro’s heirs is That Seventies Show Kelso)—discovering oil on their Tennessee property, becoming multi-millionaires in the process, and moving into a mansion in Beverly Hills as a result. In the world of Beverly Hills the Clampett clan are fish out of water. Despite their new found wealth the Clampett’s continue to live and behave as though they were still in the poor rural backcountry where they came from all to the consternation of their elite, wealthy, and arrogant neigbours. 

It is around this contradiction—Appalachian like family living in the lap of extreme luxury in Beverly Hills—that most of the Hillbillies wackiness ensues. In Beverly Hills, that is, the Clampetts find greedy capitalist bankers (Milburn Drysdale), lovelorn dilettantes (Miss Jane Hathaway), stuck up neigbours (Mrs. Drysdale), and a host of con men, gold diggers, Hollywood stars on the make, and hundreds of the morally debauched.

READ AN ESSAY ON THE BEVERLY HILLBILLIES HERE http://www.museum.tv/archives/etv/B/htmlB/beverlyhillb/beverlyhillb.htm 
Green Acres was a companion piece to The Beverly Hillbillies. Green Acres reverses the hillbilly comes to the big city scenario by sending Wall Street lawyer Oiver Wendell Douglas and his immaculately dressed Hungarian wife Lisa from Park Avenue to a hovel of a farm near the mythical Hooterville. Douglas comes to Hooterville to become that most mythical of American legends, the Jeffersonian yeoman. He has faith in science. He thinks of farming as the most noble of “professions” and often lapses into rapturous paeans to farming and farmers during the show all to the bewilderment of the counties other farmers. The Douglas’s, well at least the male of the Douglas species, like the Clampett’s, are fish out of water. Hooterville it turns out, doesn’t work by any of the rules Douglas has come to expect. In Hooterville gifted pigs watch TV, chickens lay square eggs,  county farm agents are un-understandable, scientific farming methods do not work,  flim flam men of the highest order take advantage of “city slickers”, and builders who build more surreal and nonfunctional structures than even the famous Gaudi himself are the natural order of things. 
READ AN ESSAY ON GREEN ACRES HERE http://www.museum.tv/archives/etv/G/htmlG/greenacres/greenacres.htm
There were magic and monster sitcoms like Mister Ed (CBS, 1961-1965) with its famous talking horse presumably based on cinema’s Francis the Talking Mule, 

My Favorite Martian (CBS, 1963-1966) with its alien from outer space, 

Bewitched (ABC, 1964-1972) with its not quite domesticated witch,

I Dream of Jeannie (NBC, 1965-1970) with its mischievous genie in a bottle, 

My Mother the Car (NBC, 1965-1966) with its talking car, The Munsters (CBS, 1964-1966), Gilligan’s Island (CBS, 1964-1967) with its group of castaways lost on a South Pacific Island and which has run in re-runs ever since, and The Addams Family (ABC, 1964-1966) with its family of likable weirdos. 

READ AN ESSAY ON BEWITCHED HERE http://www.museum.tv/archives/etv/B/htmlB/bewitched/bewitched.htm 

There were teen sitcoms like The Many Loves of Dobie Gillis (CBS, 1959-1963) complete with beatnik Maynard G. Krebs played by Bob Denver, Bachelor Father (CBS, 1957-1959, NBC, 1959-1961, ABC, 1961-1962) which starred John Forsythe as a playboy bachelor living in Beverly Hills who assumes the care of his nephew (Noreen Corcoran) whose parents died in an automobile accident.

Karen (1964-1965), which was one of three sitcoms that was part of NBC’s “90 Bristol Court” Tammy (ABC, 1965-1966), based on the movies of the same name, Gidget (ABC, 1965-1966) starring Sally Field and based on the Gidget movies had been produced by Columbia, and The Patty Duke Show (ABC, 1963-1966).

There were military sitcoms like The Phil Silvers Show (aka, Sgt. Bilko) (CBS, 1955-1959), McHale’s Navy (ABC, 1962-1966), 

Hogan’s Heroes (CBS, 1965-1971)—a show with the conceit that a group of Allied POWs imprisoned in a German POW camp during WWII have built a series of tunnels underneath the camp from which they are undermining the German war effort, 

F-Troop (ABC, 1965-1967)—a comedy about the misadventures of a military unit in the wild wild west, and the previously mentioned Gomer Pyle, USMC (CBS, 1964-1969). 

There were sitcom parodies like Get Smart (NBC, 1965-1969/CBS 1969-1970, the brainchild of Buck Henry and Mel Brooks, and 

My Living Doll (CBS, 1964-1965). 

Many of the new domestic sitcoms were a far cry from the depression inspired minimalism of the The Honeymooners with its conspicuous non-consumption in. The suburban Cleaver home in Leave it to Beaver, for instance, is chock full of all the latest appliances—appliances made by companies that advertised on Leave it to Beaver. The Nelson family of The Adventures of Ozzie and Harriet had the latest in Kodak cameras—Kodak, of course, was one of the sponsors of the show. Though they were prominent parts of American TV during the era it is worth remembering that the new domestic sitcoms weren’t that popular. Only Father Knows Best, Make Room for Daddy/The Danny Thomas Show, and Dennis the Menace were among TV’s Top 25 programmes. It is also worth remembering that several of these sitcoms have become the basis for several recent Hollywood films.

This era, as I mentioned earlier, was also the era of the TV western. There were, in fact, about as many westerns as there were sitcoms on American TV during the period, 30 alone in 1959-1960. These numbers would decline to 12 by 1965. Westerns on American TV included Gunsmoke (CBS, 1955-1975) (see an excerpt here from 26 May 1962, 

The Life and Legend of Wyatt Earp (ABC, 1955-1961), Cheyenne (ABC, 1955-1963), 

Wagon Train (NBC, 1957-1962, ABC, 1962-1965)—one of the top rated programmes on US TV in the late 1950s and early 1960s—Roy Huggins’s Maverick (ABC, 1957-1962) starring James Garner, The Rifleman (ABC, 1958-1963), Bonanza (NBC, 1959-1973), The Virginian (NBC, 1962-1971),

Bat Masterson starring Gene Berry (NBC, 1958-1961), Rawhide (CBS, 1959-1966)—one of whose stars was Clint Eastwood—Have Gun-Will Travel (CBS, 1957-1963) starring Richard Boone, and The Big Valley (ABC, 1965-1969). 

Maverick, Have Gun Will Travel, and The Big Valley were atypical westerns. Maverick turned the clichés of the Western genre upside down, for example, by making Brett Maverick (James Garner) somewhat less than your standard Western gunfighter hero (Huggins, Canell and Garner would do the same thing for the detective genre with The Rockford Files, NBC, 1974-1980). Have Gun Will Travel starred method actor Richard Boone as a San Francisco dandy who make a living by selling his gun. The Big Valley starred one of Hollywood’s greatest actors of the 1930s and 1940s Barbara Stanwick as the matriarch of a ranch near Stockton, California.

READ AN ESSAY ON WESTERNS HERE http://www.museum.tv/archives/etv/W/htmlW/westerns/westerns.htm
Action/adventure shows were prominent on American TV between 1955 and 1965. Prominent amongst these were the action/adventure war shows Combat (ABC, 1962-1967), 12 O’clock High (ABC, 1964-1967)—based on the movie of the same name, and then there was the action/adventure show Sea Hunt (syndicated 1958-1961) starring Lloyd Bridges as a scuba diver for hire.

Crime and detective shows continued to be popular with network executives, studios, and audiences. There was M Squad (NBC, 1957-1960) starring Lee Marvin, Richard Diamond, Private Detective (CBS, 1957-1959, NBC, 1959-1960), starring David Janssen as the TV version of the radio private eye, Naked City (ABC, 1958-1963)—a realist policier inspired by the film of the same name, 77 Sunset Strip (ABC, 1958-1964), 

Mickey Spillane’s Mike Hammer (CBS, 1958-1968) starring Darren McGavin as private eye Mike Hammer, The Untouchables (ABC, 1959-1963), Hawaiian Eye (ABC, 1959-1963), The Defenders (CBS, 1961-1965), and the many shows of TV auteur/producer Quinn Martin including The Fugitive (ABC, 1963-1967) and The FBI (ABC, 1965-1974).

Tie-ins were already prominent in the era. 77 Sunset Strip’s Ed “Kookie” Burns hipster character who was constantly tending to his ducktail haircut, gave us such tie-ins as a top 40 hit song “Kookie, Kookie, Lend Me Your Comb”. Recorded with another young star of the show, singer-actor Connie Stevens, the tune would boost comb sales across the US.
READ AN ESSAY ON DETECTIVE SHOWS HERE http://www.museum.tv/archives/etv/D/htmlD/detectivepro/detectivepro.htm
American TV between 1955 and 1965 gave us a number of other usual genre suspects. 

There were lawyer shows like Perry Mason (CBS, 1957-1974), starring Raymond Burr. 

There were Medical shows like Doctor Kildare (NBC, 1960-1966), 

Young Doctor Malone (NBC, 1958-1963) and Ben Casey (ABC, 1961-1966)

There were horror shows like Alfred Hitchcock Presents (CBS, 1955-1962), later the Alfred Hitchcock Hour (CBS, 1962-1964, NBC, 1964-1965), which was brought to us by cinema’s master of suspense Alfred Hitchcock. 

There were science fiction/fantasy shows like Rod Serling’s Twilight Zone (CBS, 1959-1965), The Outer Limits (ABC, 1963-1965), One Step Beyond (ABC, 1959-1961), and Irwin Allen’s, Voyage to the Bottom of the Sea (1964-1968, ABC).

The Twilight Zone would turn out to be a television classic. The show was the brainchild of upstate New Yorker auteur, writer, and producer Rod Serling. Serling had been one of early TV’s most famous writers authoring many teleplays for TV in the days of live anthology TV including the critically praised “Requiem for a Heavyweight” for Playhouse 90 in 1956 and “Patterns” for Kraft Television Playhouse in 1955. “Patterns” alone would win six Emmy Awards.

In 1958 Serling wrote a script called “The Time Element” for the anthology series Westinghouse-Desilu Playhouse on CBS. The public response to the programme was so positive that CBS decided to commission Serling to do a show around similar science fiction/fantasy ideas. This show would be called The Twilight Zone.

The Twilight Zone ran from 1962 to 1971 on CBS garnering two Emmy Awards during its run. It was an anthology show—subjects and characters never remained the same. Writers for show included people prominent science fiction and horror writers like Richard Mathieson—Steven Spielberg would film his short story Duel early in his career—and Charles Beaumont, and the writer who would go on to create the TV show The Waltons, Earl Hamner Jr. Using parable Serling’s Twilight Zone dealt with topics most other American TV shows wouldn’t touch during the era including racism, the horrors of atomic warfare, the absurdities of utopianism, themes right out of the show’s time—the Cold War, the science as utopia mania, the belief in a future, the certainty that humans could create a better world.

Here is the PBS site for “American Masters: Rod Serling”, http://www.pbs.org/wnet/americanmasters/database/serling_r.html
READ AN ESSAY ON THE TWILIGHT ZONE HERE http://www.museum.tv/archives/etv/T/htmlT/twilightzone/twilightzone.htm
 There were private eye shows like Burke’s Law (ABC, 1963-1965) and Honey West (ABC, 1965-1966). The latter starred Anne Frances as Honey West, one of America’s first female TV detectives. 

There were historical action-adventure shows like Daniel Boone (NBC, 1964-1970) starring Fess Parker of Davy Crockett fame.

There was the road buddy drama Route 66 (CBS, 1960-1964) which debuted in 1960. The show focused on the travels of two young men (Martin Millner, George Maharas, and, for, the third season on Glenn Corbett) across the US in their Corvette Sting Ray. 

And there were the inevitable Cold War spy shows like the British import Secret Agent (CBS)—Danger Man in the UK)—and The Man from U.N.C.L.E. (NBC, 1964-1968).

READ AN ESSAY ON SPY PROGRAMS HERE http://www.museum.tv/archives/etv/S/htmlS/spyprograms/spyprograms.htm 

Variety shows remained popular during the era. Shows like The Andy Williams Show (CBS, 1957-1959, NBC, 1962-1971), The Red Skelton Show (NBC, 1951-1953, CBS, 1953-1970, NBC, 1970-1971), The Danny Kaye Show (CBS, 1963-1967), The Perry Como Show (NBC, 1955-1963), The Jackie Gleason Show (CBS, 1952-1955 and 1960-1970), The Ed Sullivan Show (CBS, 1948-1971), The Jimmy Dean Show (ABC, 1963-1966), Hollywood Palace (ABC, 1964-1971), The Dean Martin Show (NBC, 1965-1974), The Nat “King” Cole Show (NBC, 1956-1957), and numerous Bob Hope specials for NBC remained a staple of the American TV diet. 

With the increasing importance of folk and rock and roll in the mid-1960s folk and rock shows began to make their appearance on American TV. There was Hootenany (ABC, 1963-1964), Shindig (ABC, 1964-1966), Hullabaloo (NBC, 1965-1966), and Hollywood A Go-Go (which began life as North Street A Go-Go on local Los Angeles channel 9 (1964-1965). None of them lasted long.

1955 to 1965 saw continuing developments in TV news. In 1960 alone CBS broadcast 765 hours of news and public affairs programming. This was the era of Walter Cronkite, a Murrow protégé, who became the anchor or news reader for CBS Evening News in April 1962. It was the age of David Huntley and Chet Brinkley who became the anchors of NBC ‘s Huntley-Brinkley Report in 1956. Huntley and Brinkley continued to co-host until 1970. Both went to half hour formats, CBS first on 2 September, NBC second on 9 September, in 1963. 1956 saw a historical benchmark for television when the first Black, Roy Wilkins of the National Association for the Advancement of Colored People (NAACP), appeared on Meet the Press. Martin Luther King Jr. appeared on the programme in 1957.

The era saw, to some extent, the coming of age of American TV news. During Ike’s second term in office television covered the difficult integration of Central High School in Little Rock, Arkansas in 1957 during which Eisenhower somewhat unwillingly called in the US Army to protect the nine Black teenagers attending the heretofore all White high school. It was there during the Sputnik crises in 1957 when the Soviets launched the first satellite into space. It was there during the U-2 incident in 1960 when Eisenhower claimed that a plane shot down by the Soviets was a weather research aircraft rather than the spyplane it was. When the Soviets produced the pilot Gary Powers it became clear that the U-2 had violated Soviet airspace on a covert information-gathering mission. It was there when Ike travelled to Europe, the Middle East, and Latin America. It was there in 1958 when Vice-President Richard Nixon’s travelled to Latin America to receive cheers and jeers. It was there in 1959 when Vice-President Richard Nixon and Soviet Premier Nikita Khruschchev engaged in the so-called Kitchen Debate over the merits of capitalism and communism at the American National Exhibition in Moscow. It was there, if intermittently, for the Civil Rights movement of the late 1950s and early to mid 1960s.

Television historians have long regarded the Kennedy-Nixon debates in 1960 as a major turning point for television in its competition with radio and newspapers and a major turning point in the history of American nonfiction television. There were a total of four debates. All were televisied for the first time in TV history. The first is the most famous or infamous. Nixon came into the first debate on 26 September 1960 in ill health. He had just come out of the hospital where he had treatment for a knee infection. Kennedy came into the debate looking like, as one commentator put it, “a bronze God”. The sickly Massachusetts senator had taken cortisone shots, gotten a tan, and appeared fit for one of the few times in his life since World War Two. Some 60 million viewers watched as reaction shots showed Nixon sweating, biting his lip, switching from leg to leg, wiping his forhead, and speaking hoarsely. His five o’clock shadow was there for all the television audience to see since Nixon refused makeup. Many commentators, somewhat dramatically and with a twinge of tragedy in their voices, claim that in a medium where image counts Kennedy won the TV debate. Many viewers didn’t read Nixon’s behaviours for what they were, the behaviours of someone who had just gotten out of the hospital. Instead they “read” his sweating, biting of lips, sweaing, hoarseness as the actions of someone put on the defensive by Kennedy’s superior debating and intellectual abilities. For those who watched the debate Kennedy had become a celebrity and the crowds he drew after the first debate reflected that. Subsequent debates continued to draw well with TV audiences. 59.4 million Americans watched the second and third debates. 66 million watched the fourth and final debate. On election night 90% of America’s TV sets were tuned into network election coverage (NBC drew the highest ratings). Viewers were “treated” to one of the closest elections in American history. It was not until the next morning that Kennedy was declared the victor. Interestingly those who had watched the debates on television went 3 to 1 for JFK.

Television was there even more during the Kennedy and Johnson years than it had been in the Eisenhower years. It was there in 1962 during the Cuban Missile Crisis during which ABC pre-empted regular programming. It was there in 1962 when John Glenn became the first Amerian to orbit the earth. CBS preempted regular programming to report on it. It was there, at Kennedy’s request, and thanks to documentary filmmaker Robert Drew, to cover the White House’s decision to push civil rights (ABC Close-Up: Crisis: Behind a Presidential Commitment, 21 October 1963) It was there in May of 1963 when Birmingham, Alabama Police Chief Bull Connor turned dogs and water cannon on civil rights protestor many of them children. It was there in June of 1963 when JFK gave a prime time address on civil rights. It was there in August of 1963 for the March on Washington when Martin Luther King gave his famous “I Have a Dream” speech. It was there in March of 1965 when Civil Rights advocates in Selma Alabama were brutally attacked while trying to cross the Edmund Pettis Bridge.It was there when President Kennedy was assassinated in Dallas, Texas on 22 November 1963.  It was there for the funeral that followed. 

The assassination of JFK and the funeral coverage that followed it is regarded as a turning point in the history of American television and American mass communications. TV’s immediacy and TV’s visual capabilities and impact made television news coverage of the tragedy the major news source for the American public. TV, radio, and the print media would ever be the same. 100 million Americans watched the uninterrupted coverage, of the funeral, most of it live, on CBS, NBC, and ABC. Many also saw Jack Ruby assassinate the alleged killer of the president, Lee Harvey Oswald, live on national TV at 11:21 Central Standard Time on 24 November 1963. As a result of the uninterrupted coverage of the assassination and funeral of the president the networks lost something in the range of $100 million dollars. 

TV was also there in February 1964 when a news event of incredible magnitude occurred on the Ed Sullivan Show. On the 9th and 16th of that month an English rock and roll band from Liverpool named the Beatles appeared twice on the show. Even before the performances Beatlemania was spreading through the youth of America, particularly America’s female youth, as thousands met their plane at the recently rechristened John F. Kennedy International Airport in New York City and thousands descended upon their hotel in the heart of Manhattan. After the performances, the first of which was watched by 60% of the American viewing public, Beatlemania spread all across the United States and later across Canada, Australia, New Zealand, Europe, and even Europe beyond the Iron Curtain. By April all five songs at the top of the US singles chart and the two albums at the top of the album chart were Beatles songs and albums. Popular music and popular culture would never be the same. 

Television had an even greater impact on the Republican and Democratic presidential nominating conventions in 1956 than it did in 1952. Huntley and Brinkley covered the Republican Convention in San Francisco in 1956 for NBC. Cronkite covered it for CBS. At the Republican Convention time limits were placed on speakers, the introduction and seconding speeches for the vice-president were eliminated. Roll call votes were streamlined. Parliamentary procedures were downplayed. Daytime sessions were dropped. Ike’s arrival at the convention hall was timed to get the greatest degree of live TV coverage. Coverage of elections that fall expanded and now included “experts” or “pundits”.

During the era the presidential press secretary began to play a new role. When Ike had a heart attack on 24 September 1955 Eisenhower’s press secretary James Haggerty became a fixture for the first time on the small screen and he attempted to frame the terms of how Ike’s health problems would be covered. Haggerty provided little hard information to the press about Eisenhower’s condition. Instead he emphasized the trivial—the music Ike was listening to, the colour of his pajamas.

Eisenhower made greater use of TV in his second campaign than he had in his first. During the campaign itself the Eisenhower campaign rolled out ads targeted to reach particular segments of the voting population. On election night Eisenhower and company ran an hour long broadcast to coincide with election returns. News reader John Cameron Swayze hosted the even while Ike, his wife Mamie, Vice-President Nixon, and his wife Pat, were featured during the broadcasts. The show featured live broadcasts, filmed segments, and actors hired to play reporters who reported a groundswell for the vote for Eisenhower as it was coming in. One wonders whether all of this was really necessary since Ike once again beat Stevenson in a landslide.

Eisenhower’s successor in office, John F. Kennedy, would prove to be a master of the television medium. JFK’s speech at the Democratic Convention of 1956 made him a political star in the Democratic Party. Kennedy seemed to be well aware of the power of television. He hired J. Leonard Reinsch as his broadcast strategist. He met with Don Hewitt (who would later create the CBS news magazine 60 Minutes), director of the 1960s debates and asked about the debate format itself. According to Hewitt Kennedy queried him about where he was supposed to stand, how long he had to answer a question, whether he would be warned when his time was about to expire, and what the colour of the set would be (Kennedy chose what he wore to the debates to play off the colour of the set). Neither Nixon nor anyone in his campaign made similar queries. Kennedy’s campaign ads were a mixture of 5 minute spots to be run at the end of popular programmes and 30 second spots. Nixon relied on 30 minute spots that preempted popular programmes and which had him sitting in front of a camera answering prepared questions. After his election Kennedy instituted regular televised news conferences, the first one only five days after he took office. 400 reporters were present. Eventually the Kennedy administration would bring in Hollywood director Franklin Schaffner (he would go on to direct Patton) as a consultant. For an interview that was broadcast as After Two Years: A Conversation with the President Kennedy demanded and got a 90 minute question and answer format that had to be edited down to 30 minutes afterwards. Kennedy dully answered questions he didn’t like knowing that these would be edited out of the broadcast. On Labour Day, 1 September 1963, just over a month before his death, Kennedy gave an exclusive to Walter Cronkite of CBS News.

The 1960s, particularly 1961 and 1962, were the peak years for documentaries on the three networks. There were various venues for documentaries on the three commercial networks. On CBS there was CBS Reports (1959-1964). CBS Reports gave us Fred Friendly’s, Edward R. Murrow’s, and David Lowe’s highly regarded investigation of the plight of migrant farm workers in the United States, Harvest of Shame (1960). During the era CBS also gave us CBS Reports: Biography of a Bookie Joint” (1961), CBS Reports: “Eisenhower on the Presidency” (three parts, 1961 and 1962), CBS Reports: “Verdict of the Silent Spring of Rachel Carson” (1963), “The Roots of Freedom”, “The Law and Lee Harvey Oswald”, “Dialogues of Allen Nevins and Henry Steele Commager” (1963), and “Ten Years After Stalin”. NBC’s main venue for documentaries was its NBC White Paper series (1960-1980). NBC documentaries included NBC White Paper: “The U2 Affair” (1960), NBC White Paper: “The Death of Stalin” (1963), NBC White Paper: “The Rise of Khruschchev” (1963), NBC White Paper: “The Bay of Pigs”, NBC White Paper: “The Sit In” (1960),  “The Kremlin”, “The Tunnel”, “Bravo Picasso”, “The Real West” (1961), and “The Negro Revolution” (the network gave it an entire evening of prime time). ABC’s major documentary series was Close-Up. ABC had cut a deal with Time, Inc. to bring the noted documentarists the Drew Associates (Primary) to the network. ABC documentaries included  “Yanki No” (Drew Associates, 1960) which explored political unrest in Latin America, “Cast the First Stone” (1960), “Behind the Wall” (1961), “The Children Were Watching” (Drew Associates, 1961) which focused on the first week of school integration in New Orleans, “Walk a Mile in My Shoes” (1961), “Meet Comrade Student (1962), “Crisis: Behind a Presidential Committment” (1963), “Smog: The Ultimate Killer (1963), Saga of Western Man” (1964-1969).

Sports, of course, continued to be a major presence on American TV. CBS covered the Winter Olympics in Idaho in 1960, bought the rights to NFL football for $28 million dollars for the 1964-1965 season, broadcast Major League Baseball games along with NBC, and bought the New York Yankees in 1964 just as the team was going into decline. As the Yankees and to some extent baseball was going into decline with the American public football was becoming big business and big TV business. Between 1961 and 1975 the National Football League (NFL) collected around $600 million dollars in TV rights fees from the networks. Pro football was becoming the ratings leader in televised sports taking over the top spot from college football. As early as 1963 four of the top ten rated TV shows of all time were football games. What would become one of the major institutions of American TV sports programming, ABC’s Wide World of Sports, hit the airwaves in 1961. It is worth remembering that not all the sports action was on the national networks. Local TV stations could and did buy broadcast rights to local sports teams. 

TV’s “off hours” continued to generate programming. In the morning there was children’s programming like Captain Kangaroo (CBS, 1955-1984), Shari Lewis with her puppet Lamb Chop (The Shari Lewis Show, NBC, 1960-1963),  and Soupy Sales (12 O’Clock Comics/Lunch with Soupy Sales/The Soupy Sales Show, ABC, 1959-1962, syndicated, 1962-1964, syndicated 1979-1980). Lewis and Sales parlayed shows in New York City (Lewis), Cincinnati, Cleveland, Detroit (Sales) into network and syndication broadcast. Sales and Lewis point up the fact that in the 1950s and 1960s there were a host of children’s weekday morning shows on local television. Most of these had disappeared by the 1970s.

In the late morning and afternoon there were, of course, the soaps. CBS led the soap opera way with As the World Turns, The Edge of Night (1956-1975), The Guiding Light 

(1952-), and The Search for Tomorrow (1951-1986). All were sponsored by the mega-corporation Proctor and Gamble maker of Tide soap detergent. NBC broadcast From Their Roots (1958-1961) and Today is Ours. ABC broadcast The Road to Reality (1960) and General Hospital (1963-). It was in this era that ABC would bring the soap to prime time. Its Peyton Place adapted from the steamy and gossipy best selling novel by New Englander Grace Metallios’ book of the same name, explored the illicit affairs, illegitimate births, intrigue, scandals, murder, serial marriages, and mental problems hovering beneath the placid veneer of American small town life three nights a week and introduced Ryan O’Neill and Mia Farrow to TV audiences.

In the after school hours there was Walt Disney’s The Mickey Mouse Club (1955-1959).

In the evening there was the late-night variety talk show The Tonight Show (1954) hosted by Steve Allen, then Jack Paar, and, beginning in 1962, Johnny Carson. As prime time variety shows went into decline the music and stand-up comedy that was once so much a part of them began to move ever more toward late night shows.

By the late 1950s cartoons, cartoons, and more cartoons were appearing on the small screen. Bugs Bunny, Daffy Duck, Porky Pig, and other of Warner Brothers Looney Tunes were brought to the small screen from the big screen during the era. So was MGM’s Tom and Jerry (developed by William Hanna and Joseph Barbera for MGM in 1940), Terrytoons Mighty Mouse (The Mighty Mouse Playhouse (CBS, 1955-1966), and Paramount’s Casper the Friendly Ghost (at first on the Mattel Toys sponsored Sunday afternoon Matty’s Funday Funnies on ABC (1959-1961) and then in his own show, The New Casper Show, ABC, 1963-1969). Jay Ward and Alexander Anderson gave us the Cold War cartoon Rocky and His Friends (ABC, 1959-1961). Hanna-Barbera gave us The Ruff and Ready Show (NBC, 1957-1960), The Huckleberry Hound Show (Syndication, 1958-1962), the prime time The Honeymooners remake The Flintstones (ABC, 1960-1966) The Yogi Bear Show (syndication, 1961), Top Cat (ABC, 1961-1962), The Jetsons (ABC, 1962-1963), Jonny Quest (ABC, 1964-1965), and Magilla Gorilla (syndication, 1963-1967). One thing that is important to remember about animated shows is that they could and were rerun ad nauseum for years on network and local TV stations.

READ AN ESSAY ON CARTOONS HERE

http://www.museum.tv/archives/etv/C/htmlC/cartoons/cartoons.htm
READ AN ESSAY ON CHILDREN AND TELEVISION HERE http://www.museum.tv/archives/etv/C/htmlC/childrenand/childrenand.htm 

Regular network programming did not spell the end for periodic TV specials on American network TV. In 1957 ABC brought us Rodgers’ and Hammerstein’s Cinderella starring Julie Andrews. Another version of the revenge and romantic fairy tale starring Lesley Ann Warren would appear on CBS in 1965.

Vignette: Casablanca, the TV series

It was, as I noted earlier, in the mid 1950s that Hollywood film studios began to produce more and more programmes for American TV. One of the studios that began to turn out programmes for the TV networks, particularly ABC, was Warner Brothers. 

In 1955 Warner Brothers, one of Hollywood’s big five major film studios began producing several shows for ABC network. When “Warner Brothers Presents” came on the air this anthology series consisted of three shows—the western series Cheyenne,  Kings Row, a melodrama about a small-town doctor who returns home after medical school to aid the community members both physically and morally, and Casablanca. The last two, of course were based on Warner Brothers feature films of the same name. Of the three only Cheyenne would last. It ran for eight years on ABC. 

“Warner Brothers Presents” was hosted by actor Gig Young and took viewers “behind the scenes” at Warner Brothers after each episode. It was sponsored by Chesterfield and General Electric. 

Only ten episodes of Casablanca were produced during its run. The show starred Charles McGraw as Rick Jason, the Humphrey Bogart character in the film, and Marcel Dalio as Captain Renaud—he had been the roulette wheel operator in the film and had been in several now classic Renoir movies—La grande illusion and Les regles du jeu before he left France. 

There are several lessons we can take from Casablanca. First, not all network television were of the quality of I Love Lucy or The Honeymooners. Second, American television often if not generally reflects its times—the film version of Casablanca—one of the greatest films Hollywood ever produced and one of the finest examples of anti-Nazi propaganda ever made—was transposed from World War Two to the Cold War for television as Soviet communists replaced Nazis as the threat to the American version of world order.

In terms of television history one of the things we can take away from Warner Brothers move into TV production was that it was the harbinger of things to come. Warner Brothers move into US television was soon followed by the movement of other Hollywood Studios into the television production arena. 20th Century Fox produced the Twentieth Century-Fox Hour for CBS (1955-1957) while MGM produced MGM Parade for ABC (1955).

Viewing:
You Bet Your Life, 1955?, CBS

http://www.archive.org/details/You_Bet_Your_Life_Groucho
Captain Midnight, “Mission to Mexico”, 2:2, 5 October 1955, 

http://www.archive.org/details/CaptainMidnight1955
I’ve Got a Secret, 9 February 1956, CBS

http://www.archive.org/details/Game_Show_Lucille_Ball
Price is Right, 1957, NBC

http://www.archive.org/details/Price_Is-Right_1957
Richard Diamond, Private Detective, “Custody”, 1:2, 8 July 1957, CBS

http://www.archive.org/details/richard_diamond_-_1x02_custody
Eve Arden Show, “Cover Girl”, 1:3, 1 October 1957, CBS

http://www.archive.org/details/EveArdenCoverGirl
Playhouse 90, “The Plot to Kill Stalin, 3:1, 25 September 1958, CBS

http://www.archive.org/details/Plathouse90-ThePlotToKillStalinPart1
http://www.archive.org/details/Playhouse90-ThePlotToKillStalinPart2
One Step Beyond, “Echo”, 1:20, 2 June 1959, ABC

http://www.archive.org/details/OSB-1x20_060259-Echo
One Step Beyond, “The Peter Hurkos Story, Part 1 and Part 2”, 2:30 and 2:31, 19 and 26 April 1960, ABC

http://www.archive.org/details/OSB-The_Peter_Hurkos_Story
Queen for a Day, 1960, (NBC, 1956-1964) 

http://www.archive.org/details/Queen_For_A_Day
Kennedy Nixon Debates, 26 September, 1960

http://www.archive.org/details/1960_kennedy-nixon_1
http://www.archive.org/details/1960_kennedy-nixon_2
NBC coverage of the 1960 election

http://www.youtube.com/watch?v=rcM8Ras4Gqw
http://www.youtube.com/watch?v=oHu2iKg0JoM
http://www.youtube.com/watch?v=DM0BXO-zkRQ
http://www.youtube.com/watch?v=7IwBL4EJLw8
http://www.youtube.com/watch?v=_YCMVuopZQQ
http://www.youtube.com/watch?v=hlfF2KOhe4s
http://www.youtube.com/watch?v=3g9KxY8b1JM
http://www.youtube.com/watch?v=UznQ4t5QREc
http://www.youtube.com/watch?v=YomPtZVuwvE
David Suskind Show, “Interview with President Harry Truman, season 3, 8 September 1961, WNTA, New York

http://www.hulu.com/watch/46482/the-david-susskind-show-interview-with-president-harry-s-truman#x-0,vepisode,1
The Tonight Show with Johnny Carson, NBC, 1962-1992

http://johnnycarson.com/
Match Game, Pilot, 1962, NBC

http://www.archive.org/details/The_Match_Game_Pilot
Tour of the White House with Mrs John F. Kennedy, 14 February 1962, CBS and NBC

http://www.archive.org/details/14_February_1962-A_Tour_of_the_White_House_with_Mrs_John_F_Kennedy
Match Game, premiere episode?, 31 December 1962, NBC

http://www.archive.org/details/The_Match_Game_Pilot
As the World Turns, 22 November 1963, CBS

http://www.archive.org/details/AsTheWorldTurns
CBS News, Kennedy Assassination, 22 November 1963, CBS

http://www.youtube.com/watch?v=JMmq6bz9nC4&feature=PlayList&p=FFD6CCCB72B1CB73&index=0&playnext=1
NBC News, Kennedy Assassination, 22 November 1963, NBC

http://www.youtube.com/watch?v=oI31gIJbUHk&feature=PlayList&p=C6063006ECBAA337&index=0&playnext=1
ABC News, Kennedy Assassination, 22 November 1963, ABC

http://www.youtube.com/watch?v=MDQrp3sllHo&feature=PlayList&p=E2B96CABCF4C2E27&playnext=1&playnext_from=PL&index=4
Oral Histories

watch an interview with creator/producer/writer Roy Huggins from the Archive of American Television here 

http://www.youtube.com/watch?v=C0LLsUtL0kg
http://www.youtube.com/watch?v=NsJXIC3n0Ps
http://www.youtube.com/watch?v=PH7o3sKcmCY
http://www.youtube.com/watch?v=qHzPi-WlJgg
http://www.youtube.com/watch?v=8DrwPI2gEF0 (on Maverick)

http://www.youtube.com/watch?v=R6eYKhPqGgo (on Maverick)

http://www.youtube.com/watch?v=iJM48EIMlFs (on 77 Sunset Strip and The Fugitive)

http://www.youtube.com/watch?v=dDdkE_dtB94 (on The Fugitive and Run for Your Life)

http://www.youtube.com/watch?v=XsB5gsi2PzI (on Baretta and The Rockford Files)

http://www.youtube.com/watch?v=FNUUCpubAIE 

watch an interview with director/producer Fred de Cordova from the Archive of Television here

http://www.youtube.com/watch?v=m2Fkgeh2oYU (on The Tonight Show)

watch an interview with game show contestant Herb Stempel from the Archive of American Television here

http://www.youtube.com/watch?v=4Br1dtdXT9Q (getting onTwenty One)

http://www.youtube.com/watch?v=C6JVzg2bxeg (on Twenty One and the quiz show scandals)

http://www.youtube.com/watch?v=B0wuajRUhxo (the scandal)

watch excerpts from an interview with actor James Garner from the Archive of American Television here

http://www.youtube.com/watch?v=NNZfc6Nzaak
http://www.youtube.com/watch?v=3dH4cF9G_sM (on Maverick)

http://www.youtube.com/watch?v=1fkRlCDAm4I (on Maverick, The Rockford Files)

http://www.youtube.com/watch?v=hxb7SgKQCBU (on The Rockford Files)

watch an excerpt from an interview with actor Barbara Billingsley on her work on Leave it to Beaver here

http://www.youtube.com/watch?v=abrrn8Si7A0 (on her work in TV and on Beaver)
http://www.youtube.com/watch?v=1mBckvk1WsE 

http://www.youtube.com/watch?v=4m29VvDWoEw
watch excerpts from an interview with actor/director/producer Ron Howard from the Archive of American Television here

http://www.youtube.com/watch?v=mLYVHEiysws (background and The Andy Griffith Show)

http://www.youtube.com/watch?v=htFIQ6IWJgE (on The Andy Griffith Show)

http://www.youtube.com/watch?v=6mMj6baWv0o (on M*A*S*H* and Happy Days)

http://www.youtube.com/watch?v=5Uzam1a6FzI (on Happy Days)

http://www.youtube.com/watch?v=z86y86shkOU (on Arrested Development)
watch an interview with actress/studio head Mary Tyler Moore from the Arhive of American Television here

http://www.emmytvlegends.org/interviews/people/mary-tyler-moore
watch an excerpt from an interview with creator/writer Bill Persky on the Dick Van Dyke Show from the Archive of American Television here

http://www.youtube.com/watch?v=aaaXSnbXovU
watch excerpts from an interview with creator/writer/producer Hal Kanter on Julia
http://www.youtube.com/watch?v=cHh00pyJfYE
watch an interview with Agnes Nixon from the Archive of American Television here

http://www.youtube.com/watch?v=AES7lBl1eyY (background, on live NYC TV)

http://www.youtube.com/watch?v=l2VdBncMfCQ (on live prime time television in NYC and on Guiding Light)
http://www.youtube.com/watch?v=fE0VLowL3Gk (on working on soaps, on Another World, on One Life to Live, and on All my Children)

http://www.youtube.com/watch?v=dQQn98kwza8 (on writing soaps and on All my Children)

http://www.youtube.com/watch?v=yWtPof-7MWY (on soaps, women, and society)

watch exerpts from an interview with writer Richard Matheson from the Archive of American Television here

http://www.youtube.com/watch?v=twv0UCvZkJY (background)
http://www.youtube.com/watch?v=Vf98Ch1awZQ (on Twilight Zone)

http://www.youtube.com/watch?v=HOvQSk8wlWo (on Twilight Zone, Rod Serling, Star Trek, and Combat)

http://www.youtube.com/watch?v=BGWm1WxrYt8 (on Duel, The Night Stalker, The Night Strangler, and Dying Room Only)

http://www.youtube.com/watch?v=uyPQkzrcGMU  (on writing for TV)

http://www.youtube.com/watch?v=I56MEYl2h7I (The Martian Chronicles)

watch excerpts from an interview with actor William Shatner on his work in Twilight Zone and Star Trek from the Archive of American Television here

http://www.youtube.com/watch?v=YEaUZIt2HSU (on Twilight Zone and Star Trek)

http://www.youtube.com/watch?v=mAF_K7eCLis (on Star Trek)

watch excerpts from an interview with actor/director Leonard Nimoy from the Archive of American Television here

http://www.youtube.com/watch?v=B4q3HP_2Y48 (early films, on acting, Star Trek)
http://www.youtube.com/watch?v=fiRv-JMRYLE (on Star Trek)

http://www.youtube.com/watch?v=bh1Fyrf3Msg (making Trek)

http://www.youtube.com/watch?v=HTnzgBsnSaI (Trek episodes)

watch an interview with creator/producer Aaron Spelling from the Archive of American Television here

http://www.youtube.com/watch?v=6dXgouaaPkg (background and early years)
http://www.youtube.com/watch?v=_aLfIGvKQPE (on the difficulties of doing issues TV)

http://www.youtube.com/watch?v=wTt-C3rNJIw (on And the Band Plays On)

http://www.youtube.com/watch?v=bDndraSt6pM (Starsky and Hutch, Fantasy Island, Charlie’s Angels, and The Love Boat)

http://www.youtube.com/watch?v=s4L-Nepx0jw (on Hart to Hart, Dynasty)

http://www.youtube.com/watch?v=tRdydWKCqfM (on Beverly Hills 90210 and Melrose Place)

watch an interview with actor Diahann Carroll from the Archive of American Television here

http://www.youtube.com/watch?v=cDZTkIjuKcQ (early years)

http://www.youtube.com/watch?v=WyjAppBEGr4 (on Arthur Godfrey’s Talent Scouts)

http://www.youtube.com/watch?v=RpWlfuMdVdY (on film and theatre work)

http://www.youtube.com/watch?v=jwLtePndlFc (on early TV work)

http://www.youtube.com/watch?v=rhciHXXGzfk (on Julia)

http://www.youtube.com/watch?v=9IPLbOrj_QU (on Julia, Roots, and Dynasty) 

http://www.youtube.com/watch?v=YySW2qutpB8 (on Dynasty) 

http://www.youtube.com/watch?v=yLSn-oHhfxo
Television Criticism, 1955-1965
Film criticism really began to come in to its own in the late 1950s and 1960s. It was in this era that auteurism became dominant in critical film analysis in magazines, journals, and the occasional book. It was the French who gave us auterurism, specifically French critics connected to Cahiers du Cinema (probably the most famous film journal ever) and their English language fellow travelers like Robin Wood (Hitchcock’s Films) and Andrew Sarris (The American Cinema) who introduced the perspective into the United States. Aueurism, of course, was grounded in aesthetic judgement. Auteurism ascribes quality in film to particular film directors like Hitchcock, Hawks, and the host of European art cinema auteurs who became prominent in the 1950s and 1960s like Bergman, Godard, Truffaut, Rohmer, and Rivette. 

One important area of film analysis, one often allied to auteurist criticism, was the analysis of mise-en-scene. Mise-en-scene is anything visual in the frame or screen (sets, framing of actors, movements of actors, long shots, medium shots, close-ups, p.o.v. shots, camera angles, lighting, props) though some like Robin Wood include editing and music as part of the mise-en-scene.  Mise-en-scene comes into film analysis in the late 1950s and early 1960s via the important and influential French journal Cahiers du Cinema, and the important and influential British journals Movie and Sequence (which used the term “film poetry” to refer to what Cahiers and Movie called mise-en-scene). Analysts like V.F. Perkins, Robin Wood, Ian Cameron, and others argued that mise-en-scene was what was truly cinematic, truly filmic, about a film. They asserted that it was in mise-en-scene that you could find the marks of the director (auteur) since the director was the person who, in the final analysis, put the film together. Mise-en-scene critics like those at Cahiers and Movie tended to see mise-en-scene and the meanings conveyed through mise-en-scene as more important that a script in a film. Cahiers critic Fereydoun Hoyveda once claimed, in reference to Nicholas Ray’s (one of Cahiers favourite auteurs) film Party Girl that “what constitutes the essence of cinema is nothing other than mise-en-scene”.

Auteurist and mise-en-scene criticism did not die with the 1960s (theory isn’t linear or progressive). Both are still alive and well today in the hordes of critical studies that come out every year on film directors (some ironically by those who proclaimed the death of the auteur/author in the late 1960s and 1970s), in continuing analyses by the pioneers of English mise-en-scene analysis like V.F. Perkins, Ian Cameron, Charles Barr, and Robin Wood, and in work by neo-Movie mise-en-scene advocates like Douglas Pye, John Gibbs, Susan Smith, Deborah Thomas, Andrew Klevan. Deborah Thomas would apply mise-en-scene analyis to TV in her essay on Buffy in Close-up (a journal allied to nouveau mise-en-scene advocates), “Reading Buffy”.
As Deborah Thomas’s long essay on Buffy, Todd Gitlin’s (Inside Prime Time), and the many writings of Robert Thompson, and David Marc show studies of TV auteurs have become a prominent part of contemporary television studies. There have been TV auteurs for almost as long as there has been television. The list of possible television auteurs (by the way, I am not making any normative judgements about the quality of their work here) is a long one. Auteurs who became prominent in the 1950s include Jack Benny (The Jack Benny Program), Lucille Ball (I Love Lucy, The Lucy Show, Here’s Lucy), Jackie Gleason (The Honeymooners), and Roy Huggins (77 Sunset Strip, Maverick, The Fugitive, The Virginian, Alias Smith and Jones, Toma, Baretta, The Rockford Files), and Paddy Chaeyfsy (“Marty”), and Rod Serling (“Requiem for a Heavyweight”, “Patterns”, Twilight Zone, Night Gallery).

In the 1960s there was Paul Henning (Beverly Hillbillies, Petticoat Junction, Green Acres), Quinn Martin (The Fugitive, 12 O’Clock High, The FBI, The Streets of San Francisco, Cannon, Barnaby Jones), Glenn Larson (Battlestar Galactica, Buck Rogers in the 25th Century, B.J. and the Bear, The Misadventures of Sheriff Lobo, Magnum PI, Fall Guy, Knight Rider, Battlestar Galactica), Carl Reiner (The Dick Van Dyke Show), and Gene Roddenberry (Star Trek, Star Trek: The Next Generation, Earth: Final Conflict, Andromeda).

The 1970s saw several auteurs rise to prominence including Norman Lear (All in the Family, Sanford and Son, Maude, The Jeffersons, Good Times, HotL Baltimore, One Day at a Time, Mary Hartman, Mary Hartman, All that Glitters) and Aaron Spelling (The Rookies, Family, Charlie’s Angels, Dynasty, Beverly Hills 90210, Melrose Place).
The 1980s ushered in what might be called the age of TV auteurs. Auteurs who became prominent in the 1980s include Steven Bochko (Hill Street Blues, LA Law, Doogie Howser, MD, Cop Rock, and NYPD Blue), Michael Mann (Crime Story, Miami Vice, Robbery Homicide Division), Neal Marlens (Growing Pains, The Wonder Years, Ellen), Carol Black (The Wonder Years, Ellen), Marshall Herskowitz and Ed Zwick (thirtysomething, Dream Street, My So-Called Life, quarterlife), Stephen J. Cannell (Toma, Baretta, The Rockford Files, The A-Team, 21 Jump Street, Wiseguy, Silk Stalkings), Linda Bloodworth-Thomason (Designing Women (CBS, 1986-1993), James Brooks, Matt Groening, and Sam Simon (The Simpsons), Jay Tarses (The Days and Nights of Molly Dodd), Annie Beatts (Square Pegs), Roseanne Barr (Roseanne), Bill Cosby (The Cosby Show), and Jerry Seinfeld (Seinfeld).

During the 1990s the number of TV auteurs expanded exponentially. Auteurs of that era included David Lynch (American Chronicles, On the Air, Twin Peaks), Mark Frost (On the Air, Twin Peaks), Diane English (Murphy Brown, Foley Square, Love and War, My Sister Sam, Double Rush, and Ink), Marcy Carsey and Tom Werner (The Cosby Show, A Different World, and Roseanne, 3rd Rock from the Sun, and That 70s Show), David E. Kelley (Picket Fences, Chicago Hope, The Practice, Ally McBeal, Snoops, Boston Public, The Brotherhood of Poland, N.H., Boston Legal, The Wedding Bells), Winnie Holzman (My So-Called Life), Dick Wolf (Law and Order, Law and Order Special Victims Unit, Law and Order: Criminal Intent, Law and Order: Trial by Jury, Crime and Punishment, Dragnet), Kevin Williamson (Dawson’s Creek), Chris Carter (X-Files, Millennium, Harsh Realm, The Lone Gunmen), X-Files alumni Glen Morgan and James Wong (Space Above and Beyond), Mike Judge (Beavis and Butthead, King of the Hill), J. Michael Straczynski (Babylon 5, Jeremiah), Rick Berman, Michael Pillar, and Brannon Braga Star Trek: Deep Space Nine, Star Trek: Voyager, Enterprise), John McNamara (Profit, Vengeance Unlimited), Joss Whedon (Buffy the Vampire Slayer, Angel, Firefly (Fox, 2003), Trey Parker and Matt Stone (South Park), Rockne O’Bannon (Farscape), J.J. Abrams (Felicity, Alias, Lost, What about Brian, Six Degrees, and Fringe), Damon Lindeloff and Carlton Cuse, (Lost),  Aaron Sorkin (Sports Night, West Wing,), Paul Feig (Freaks and Geeks), Greg Daniels (King of the Hill, The Office, Parks and Recreation), Tim Allen (Home Improvement), Fran Drescher (The Nanny), and Ellen DeGeneress (Ellen). 

The growth in the number of TV auteurs continued into the 2000s. That era’s auteurs included Angel and Firefly alumnus Tim Minear (Wonderfalls (Fox, 2004), The Inside (Fox, 2005-2006) Drive), Bill Lawrence (Scrubs), Tim Kring (Crossing Jordan), Bryan Fuller (Dead Like Me, Wonderfalls, Pushing Daisies) and Todd Holland (Malcolm in the Middle, Wonderfalls), Darren Star (Sex and the City, Grosse Pointe), David Chase (The Sopranos), Alan Ball (Six Feet Under), David Simon (The Wire), Angel alumnus Shawn Ryan (The Shield), Alfred Gough and Miles Millar (Smallville), Greg Berlanti (Everwood, Jack and Bobby, Brothers and Sisters), Shonda Rhimes (Grey’s Anatomy, Private Practice), Roseanne alumnus Amy Sherman-Palladino (Gilmore Girls, The Return of Jezebel James), Rob Thomas (Cupid, Veronica Mars, Party Down), Tony and Ridley Scott (Numbers), mega-producer auteur Jerry Bruckheimer. (CSI, CSI Miami, CSI-New York, Numbers, Close to Home, Just Legal, Cold Case, Without a Trace, The Amazing Race), Bill Cosby (Cosby), Ray Romano (Everybody Loves Raymond), George Lopez, George Lopez (ABC, 2002-), Drew Carey (The Drew Carey Show (ABC, 1995-2004), Chris Rock (Everybody Hates Chris), Jim Belushi (According to Jim, and Bernie Mac (Bernie Mac).

Internationally, a number of well-known cinematic auteurs have been associated with television including Sweden’s Ingmar Bergman (Scenes from a Marriage, Fanny and Alexander, Saraband), Poland’s Krzysztof Kieslowski (Dekalog), West Germany’s Rainer Werner Fassbinder (Berlin Alexanderplatz), Edgar Reitz (Heimat), Britain’s Ken Loach (Cathy Come Home), Michael Apted (The Up Series), Roberto Rosselini (L'India vista da Rossellini (J'ai fait un beau voyage), Torino nei cent'anni, L'età del ferro, La Prise du pouvoir par Louis XIV, Idea di un'isola, La lotta dell'uomo per la sua sopravvivenza, Atti degli apostoli), Eric Rohmer (En profil: Sur Pascal), and even that enfant terrible Jean-Luc Godard (Le gai savoir, Histoires du cinema). International television auteurs include Carla Lane (Butterflies), Dennis Potter (Casanova, Pennies from Heaven, The Singing Detective), Lynda La Plante (Widows, Prime Suspect, Trial and Retribution), John Cleese (Fawlty Towers), Connie Booth (Fawlty Towers), Andrew Davies (House of Cards Trilogy, Pride and Prejudice, Moll Flanders, Bleak House, Northanger Abbey), Anthony Minghella (Inspector Morse, The No. 1 Ladies Detective Agency), Ricky Gervais (The Office, Extras), Barney Cohen and James D. Parriott (Forever Knight), Jonathan Glazer and Brad Wright Stargate SG-1), Wright and Robert Cooper (Stargate: Atlantis), Linda Schuyler and Kit Hood (Degrassi), and Paul Haggis (Due South, The Black Donnellys).

Auteurism was not the only approach from literary criticism that impacted film and eventually television criticism. Other important approaches to literature that impacted

film (and eventually television) studies were Thematic and Genre Analysis. Deborah Thomas (in her book Beyond Genre) argues that there are in film—I would extend these to television—themes or modes that constitute differing ways of constructing narrative space. These modes or themes, writes Thomas, elicit responses from viewers and cross genres. They include melodrama, comedy (parody, satire), drama, romance, and realism.
Genre criticism, of course, has also had a major impact on film and television studies. Just what genre is and how many genres there are have been debated by critics almost since the beginnings of literary, film, and television studies. “Highbrow” literary critics have historically regarded genre forms as “lowbrow” commercial oriented products aimed at the masses (see the Cambridge Guide to English Literature for an example of this approach). For “highbrow” critics genre literature (an by extension film and television) is the antithesis of high art, a high art centred on artistic expression. Genre, in this conceptualization them, is anti-art and these “highbrow” critics tend to distinguish between mass cinema, popular cinema, genre cinema and art cinema or the art film.

This “highbrow” approach to genre has never beeen the only one out there in criticism land. Film scholar Douglas Pye (“Genres and Movies” in the journal Movie) defines genre as a process. Pye maintains that genres are broad narrative tendencies that combine with recurring plots, settings, structural oppositions, conventions, character types, and iconographic themes in films and television programmes. Analysts have isolated a number of genres (and they have debated what these are and whether some things like comedy and melodrama are genres or themes) including the Western, Horror, Science Fiction, the Musical, Musical Comedy, Crime, Fantasy, Comedy, Screwball Comedy, the Comedy of Remarriage, Black Comedy, Melodrama, Domestic Melodrama, and Romantic Melodrama. Like modes, genres elicit responses from viewers. They carry viewers into familiar territory. Viewers know what to expect from genres. This is not to say that viewers cannot be surprised when watching genre films or television programmes. Television shows like Due South and Buffy the Vampire Slayer, for instance, are genre shows but they are genre shows that play with genre formulae and sometimes turn them upside down. Still what happens in genre literature, film, or TV can surprise us as Deborah Thomas notes in Beyond Genre. Genre literature, films, and TV thus can be both repetitious and reassuring and different or surprising.
1955 to 1965 did not see the decline of the critical approaches to the media evident in earlier years. In 1957 Vance Packard published his book The Hidden Persuaders while in 1958 Harvard economist John Kenneth Galbraith published his book The Affluent Society. Both books decried the increasing impact of advertising on American life, the manipulations ads brought, and the consequent triumph of the materialistic consumer society.

Documentary Material: Charles Van Doren on the Quiz Show Scandal

Personal History

All the Answers

The quiz-show scandals—and the aftermath.

by Charles Van Doren 

New Yorker July 28, 2008

For fourteen weeks in the winter and spring of 1956-57, I came into millions of American homes, stood in a supposedly soundproof booth, and answered difficult questions. I was considered well spoken, well educated, handsome—the very image of a young man that parents would like their son to be. I was also thought to be the ideal teacher, which is to say patient, thoughtful, trustworthy, caring. In addition, I was making a small fortune. And then—well, this is what happened:

I don’t remember the dinner clearly, except that at some point in the early fall of 1956 I was talking with a man named Albert Freedman, who knew a friend of mine. Freedman was about my age, suave and well dressed—certainly no bohemian, like most of my friends. He asked me what I thought of “Tic Tac Dough.”

I didn’t have a television set in those days, but I knew that Al Freedman was in the TV business. And I’d certainly heard about the game shows, where people could win a lot of money. Al told me that contestants on “The $64,000 Question” could win that amount and on some shows they could win even more.

“Your father’s a professor at Columbia?” he asked, and, when I nodded, he asked if I was, too.

I told him that I was an instructor of English—a long way from being a professor. I was not comfortable talking about myself, especially when he asked me how much an instructor of English made. When I told him, he just looked at me.

Later, I asked my friend to tell me more about Freedman, and she said that he was a producer for Jack Barry and Dan Enright, who created shows like “Tic Tac Dough.” Freedman called me a few days later. When I learned what he wanted, I telephoned Gerry—Geraldine Bernstein, the young woman I had been dating and whom I married six months later.

I told her that Al had persuaded me to take a test and that, depending on how I did, they might want me for a new show called “Twenty-One,” which was structured like blackjack. “The winner gets quite a bit,” I said. “The guy who’s on the show now has already won something like twenty-five thousand dollars.”

“Promise me you won’t agree to do this without talking to me first,” I remember her saying.

“O.K., I promise. They probably won’t ask me.”

They did—at least, Al Freedman did. He called me and told me that his job was on the line. A man named Herb Stempel was winning week after week, but he wasn’t popular and the ratings were suffering.

“They want me to find a contestant who can beat Herb Stempel,” Al said. “It might be you.”

It wasn’t hard to guess why Al was interested in me. My father was Mark Van Doren, a poet and critic and, as Al Freedman knew, a legendary teacher. My uncle Carl, his oldest brother, had been a professor of American literature at Columbia. In 1912, Carl had married Irita Bradford, who not long afterward was named the book-review editor of the New York Herald Tribune. Carl resigned his Columbia professorship in order to pursue a writing career, which included winning a Pulitzer Prize for biography (of Benjamin Franklin); he helped my father to become a teacher of literature at Columbia, too. By 1956, Carl was dead and my father was close to retirement, after nearly forty years.

The first time Al called, he asked me to come to his apartment. When I arrived, he seemed nervous. I wondered what I was getting into.

Right away, he said, “You remember I told you about this fellow Stempel? Well, the sponsors want him to be beaten. He’ll walk away with a bundle, but they want somebody more sympathetic.”

“Do they have a right to do that?”

“Hey, come off it, Charlie. Don’t be naïve.” And he launched into his argument—that, when all was said and done, these game shows were mere entertainment. “Even Shakespeare is entertainment,” he said, although he conceded that the shows, unlike the plays, were presented as the real thing.

Al played an episode of “Twenty-One” for me, in which Stempel seemed very sure of himself. His answers were obviously based on genuine knowledge. I say “obviously,” although I realized that I couldn’t be certain. How would anyone know?

Stempel’s posture and gestures were awkward, his clothes were too tight—he seemed almost to be choking in his shirt—and his speech was wooden. I remembered Al’s remark that I might have a good chance against him, and then he came right out and said it: “I’ve thought about it, Charlie, and I’ve decided you should be the person to beat Stempel. And I’ll help you do it.” He held up his hand. “I swear to you, no one will ever know. It will be just between you and me. Jack Barry”—the show’s host—“won’t know and Dan Enright won’t, either. Stempel won’t know—I’ve got a way to handle that. The sponsors won’t know—anyway, they’ll be so happy they won’t give a damn. And the audience will never know, because I won’t tell them, and you won’t, either.”

He suggested that I could make at least eight thousand dollars, maybe a good deal more. I was guaranteed a thousand dollars for the first show.

“How would you do it?”

“Jack would ask you a question you could answer and Stempel couldn’t.”

I leaned my elbows on the table, resting my head in my hands. He was telling me, in so many words, that the show was fixed. “I don’t know,” I said again. “When would this be?”

A few days later, I took Gerry to dinner at Steak au Pommes Frites, the midtown restaurant where we’d had our first date. We drank some wine and then I told her. She didn’t say much; she’s a woman of few, choice words. But she didn’t like any of it.

My first appearance on “Twenty-One” was on November 28, 1956. I must have put the whole thing out of my mind, but about a week after my conversation with Freedman I suddenly found myself in the studio, with the red light glowing above the camera, totally unaware that I was being watched by millions of people. Herb Stempel by then had been on the show for six straight weeks and had won some seventy thousand dollars. You can “quit right now,” Jack Barry was saying to Stempel, in a voice practiced in arousing suspense, “and a check will be waiting for you, or you can decide to continue playing.”

Barry then introduced me: “He teaches music at Columbia University, and was a student at Cambridge University, in England . . . and his hobby is playing the piano in chamber-music groups.”

Barry was reading from a “continuity card” written in haste. In fact, I played the piano only clumsily and I taught literature. There was no time for corrections, I knew; Al had stressed this. Anyway, Barry was racing ahead, asking me if I was “related in any way to Mark Van Doren, up at Columbia, the famous writer.” Papa, forgive me! Mama, forgive me! Uncle Carl, forgive me! I’ve remembered that moment for more than fifty years.

Al had given me my instructions. My understanding was that I was to reach seventeen points in the first round, twenty-one in the second—at which point I’d defeat Herb Stempel. To my astonishment, both Stempel and I reached twenty-one points in the second round. So bells rang, commercials were read, and both of us agreed to come back a week later.

It was then—on December 5, 1956—that I “beat” Herb Stempel and began my rise to celebrity. I learned later that the question Stempel missed was one that he could have answered easily. But they had him. If he failed to go along with his script, he could lose a lot of the money he had already “won.”

Each week, Stempel had been told what to do: how many points to choose, how to deliver his answers. He was to pat his brow (it was hot in those glass booths) but not rub it, to avoid smearing his makeup. In addition, he was instructed to get a Marines-type “whitewall” haircut, to wear an ill-fitting suit (it had belonged to his deceased father-in-law), and to describe himself as a penurious student at City College. In fact, he was a Marines veteran married to a woman of some means who once appeared on the set wearing a Persian-lamb coat and was quickly spirited away so that she wouldn’t blow his cover.

Stempel was also told to wear a six-dollar wristwatch that “ticked away like an alarm clock,” as he later testified, and was audible when he stood sweating in the booth, earphones supposedly damping all outside sound. Once, he wore a new suit and had let his hair grow out, for which he was severely chastised by Enright. As Enright apparently believed, a successful game show needed two distinct personalities, one unsympathetic and unattractive, the other the opposite.

I continued to appear on “Twenty-One” until March 11, 1957. During those four months, Freedman never stopped coaching me, and I came to see just how carefully controlled the show was. In our sessions, he would ask me questions, I would answer them—and then he would tell me how to answer them: pause here; add this or that remark or aside; always seem to be worried, anxious; never answer too quickly, let the suspense build up. One January night, I was asked to give the nicknames of several Second World War airplanes, and in February I was asked to name the seven Prime Ministers of Britain between the world wars. A critic later wrote that mine “was a remarkable and seductive performance.” Toward the end, my face appeared on the cover of Time (with earphones superimposed on my head), and I was seen in public with movie starlets (the dates were arranged by Barry and Enright); a couple of women found out where I lived and came to my door.

For several weeks, the programs had ended in ties between me and a lawyer named Vivienne Nearing. At one point, it looked as if I could have won more than a hundred and fifty thousand dollars—except I couldn’t, because Al had informed me that I would lose to her. On the evening of March 11th, Jack Barry asked both of us to name the kings of Norway, Denmark, Sweden, Jordan, Iraq, and Belgium. According to our covert script, Nearing knew the answers and I didn’t. For years after that, people enjoyed asking me if I knew the name of the one I missed—the king of Belgium.

A photograph of me writing the figure “$128,000” on a blackboard was widely published. I deposited the net amount (a little less than that) and began to try to understand the life I’d created. Part of it was going to work for the National Broadcasting Company, which was willing to sign me to a three-year contract as a consultant on public-service and educational broadcasting, at an annual rate of fifty thousand dollars.

One day in the spring of 1957, shortly after Gerry and I were married, my father and I had a conversation. We were walking slowly down the road from his house, a road lined with stone walls on each side. At that time, our neighbor pastured heifers and dry cows—pregnant cows waiting to deliver—in the nearby fields. When we walked at night, the cows, curious about us, would breathe and snuffle, sometimes scaring our city friends.

“I’ve never asked you about this whole experience, Charlie,” Dad said. He was dressed in overalls, denim shirt, and boots, like the farmers he was descended from. In New York, he was an elegant figure, but this was the father I loved best. “But I get the impression you’re not too comfortable with your new fame—I mean, the way the quiz show may have changed your life. You have many opportunities now that you might never have had before. But I’ve wondered if they’re good—for you, being the man you are, or the man I think you are.”

I didn’t know what to say, because I suddenly sensed that he knew the truth about the show. I had thought of telling him, but I hadn’t been able to.

As we walked on, he said, “You know, I’ve never been certain you wanted to live my life over again—be a professor at Columbia or anywhere.” He mentioned the contract I had with NBC. “I know it’s tempting, but it might not be the right thing for you, either.” He brought up Mortimer J. Adler, a family friend who was then on the board of editors at the Encyclopædia Britannica, and said that Adler had talked about making me editor-in-chief of the Britannica.

“You might or you might not want to take that on,” he said. “Or you might just want to be a writer. You could live for years on the money you’ve won, couldn’t you?”

I had lived in Paris for a time, and Dad recalled how happy I had seemed then. He mentioned a novel I had worked on—“You somehow lost the thread of it,” he said. “You and Gerry could go to Paris.” And he added, “You can do anything you want, Charlie. I wish you knew that.”

“I don’t?”

“No, you don’t. You’re now one of the most famous people in the country—much more famous than I ever was.” He quoted Mark Twain—“You surprised everybody, and astonished the rest”—and urged me to “wipe the slate clean, start over.”

“You think the slate is dirty?” I couldn’t look at him.

We walked along for a while. Then he said, “It’s none of my business. Dirty or not—and I don’t know what ‘dirty’ would be—the fact is you’re caught up in something you may not really want.” That was as direct as he got that day. “Sometimes I think you’re having a lot of fun, other times you seem sad. I think turning your back on all of it might make you really happy.”

Tears came. “Dad,” I said, “I’m sorry, but it’s just not possible.”

“Why not possible?”

“I’m afraid there’s no way out anymore. In a way . . . I think I’d like to have done what you describe. As far as fame is concerned, you know as well as I do that celebrity isn’t the same as fame.” Finally, I said, “Oh, shit, Dad, I wish I were . . . free to do this.” My father and I never talked about it again.

NBC News tried hard to find work for me, as a writer of radio newsbreaks, for example, but I wasn’t very good at it. In the summer of 1958, they assigned me to the White House.

This was a strange experience. NBC’s old Washington hands weren’t welcoming. After all, here was this neophyte who was probably being paid more than they were but who didn’t know how to do the simplest things. To punish me, they let me flounder unless it would make them look bad. They couldn’t always tell in advance. For example, they asked me to go to the airport and interview John Foster Dulles on his return from some international conference—not an important story, or they would have sent someone else. I managed to be on the steps when the Secretary of State emerged from his plane, but I was wearing sunglasses, because the summer sun was in my eyes. He glared at me and very brusquely answered my carefully composed questions, then pushed past. When I asked my bureau chief what I’d done wrong, he said, “You damn fool, you don’t wear sunglasses when you speak to Mr. Dulles.” What made it all worse was that I had to be away from home during the week; our daughter, Elizabeth, was born that summer, and I missed my young family.

I fared better doing segments for Dave Garroway’s “Wide Wide World” show, a Sunday-afternoon cultural program. I soon became a semi-regular on this program, appearing once a month in place of Garroway. Some of “my” shows were pretty good, and the arrangement led to Garroway’s accepting me as a regular on “Today.” (Garroway, a television pioneer, was the first host—and star—of “Today.”) I was awkward at first, but before long Dave gave me a daily five-minute spot at the top of the hour in which to report on cultural and literary events; I read a great poem or two every Friday morning and talked about its author. Viewers liked this; so did Dave.

Being on “Today” meant getting up every weekday morning at five o’clock, appearing on the show for two hours, writing my spot for the next day, and then taking the subway to Columbia to teach, where my sudden celebrity seemed to impress no one. I was busy but also relatively content. I would have been more content if I’d been able to escape the consequences of what I’d done on “Twenty-One.”

In the summer of 1958, stories appeared in the New York Post and later in the Hearst newspapers—the Daily Mirror and the Journal-American—raising questions about the quiz shows. People who knew the entertainment business didn’t have much doubt about what was going on, although they didn’t speak out. Why would they? At the height of the boom, there were as many as twenty-four prime-time shows, each giving away significant sums, attracting large audiences, and producing large profits for the sponsors.

One day, Al Freedman called me and invited me to lunch. I hadn’t seen him since my last game-show appearance. When I asked about the rumors (particularly the ones about “Twenty-One”), he told me not to worry—even though he might have to go down to the District Attorney’s office to answer questions. “Of course I won’t tell them,” he said. “Nobody will—Jack or Dan or me. We’re the only ones who know about it.”

I was having trouble swallowing my food. “I didn’t know Jack knew about it.”

“He didn’t really know,” Al said, or something to that effect. He looked embarrassed. “It’s not anything. They’re partners, of course—close.”

Then he talked about Herb Stempel. “Enright says he’s crazy. He knows some things about him . . . psychiatric treatment, threats, all sorts of things.” He looked me in the eye. “It’ll be O.K. Whatever happens—I won’t say a word.” He waited, and, as I recall, he said, “There’s a lot at stake. Jack and Dan are selling the company to NBC. I don’t know the details, but I think there’s a couple of million dollars. . . .” He paused; he clearly wanted to be sure that I was dependable—and he surely didn’t want me to know that anyone else was talking. “They’re counting on you,” he said.

Soon enough, in October of 1958, the call came: Joseph Stone, a Manhattan Assistant District Attorney, wanted to ask me a few questions. They wanted me to come downtown—I can’t remember the venue, but I remember that it made me very uneasy.

My meeting with Stone, who seemed to be in charge of a quiz-show investigation, was a disaster. I was seated in a chair with a light in my eyes; Stone and three or four other men sat or stood about ten feet away. I later tried to write down much of what Stone asked me, beginning with questions about the interview in Time from a year earlier. Was I telling the truth when I talked to the reporter?

I hesitated, trying to remember everything I’d said. “I left out some things that were none of his business.”

“I’m interested in the things you didn’t leave out, the things you said,” Stone said. “For example, how you got on that show, ‘Twenty-One.’ ”

He had read in Time about the tests I’d taken, and wanted to know who’d contacted me. I told him about Al Freedman, and how we’d met during dinner with a mutual friend.

“Did Al Freedman say you had done very well on the test, and that was why Barry and Enright wanted you to try out for the show?”

“Yes.”

“Did Freedman say only one person had ever done better?”

I didn’t remember saying that to the reporter. I shook my head.

“I’m going to repeat my question. Did he say only one person had ever done better on that second test?”

“Maybe he did. I’m not sure.”

“He did say that, Mr. Van Doren. Thank you for trying to remember. Now, what I want to know is, did he tell you the name of the person—the only person—who had done better than you?”

The room was hot and I had kept my suit jacket on. Stone and the others were in shirtsleeves. I could feel the sweat trickling down from my armpits. I told Stone that if Freedman had said that, he probably would have named Herb Stempel.

Stone said that I must have known a lot of facts in order to win more than a hundred thousand dollars on “Twenty-One,” and I told him that I was lucky. With the bright light in my eyes, it was hard to see Stone’s face.

“I want to go back to the time when Freedman said the only person who had done better than you on the test was Herb Stempel. Did he also say that you would not be able to beat Stempel?”

“He said it would be hard.”

“Did he also say you would need a lot of luck to beat him?”

“I guess so.”

“I don’t believe he said that, Mr. Van Doren. What did he actually say? I want you to think very hard.”

“I’m trying.” My lips were dry.

“Did he say you would need help?”

I looked up, squinting in the lights, which seemed brighter than ever.

“No,” I said.

Stone’s grilling went on for an hour or so after that. I never admitted that I had received help. Finally, Stone said that I was free to go. I’ll never forget his last words: “You can lie to me, but I’m not going to let you lie to the grand jury.” The grand jury was being convened, Stone told me, and I would have to testify.

I rose unsteadily and walked out of the room. I suppose that, at the time, I hated him for making me feel like a criminal; he probably saw me as an arrogant liar. I have often wondered what would have happened if I had told the truth. When I went before the grand jury, I wasn’t sure what I would say. When I looked at the jurors’ faces, I saw that the foreman was a senior professor at Columbia, a man I knew by sight. And I panicked, thinking that if I told him the truth I would in effect be telling everyone at the university. So I lied. This was, of course, folly, since I had to tell the story anyway—to everyone, not just to him.

Many years later, Stone wrote to me asking me to help him publish a book about the quiz-show scandal. (The book was published in 1992.) He said that he’d never meant to hurt me and in fact had tried to protect me. I threw his letter away and never answered it.

One morning in August, 1959, I met Richard Goodwin, an investigator for a subcommittee of the House Committee on Interstate and Foreign Commerce. By then, I had been on “Today” for more than a year. I had just come off the set at the end of that morning’s show—in fact, I was still at the desk, looking at notes for a piece I wanted to do the next day. What Goodwin said scared me. He told me that his subcommittee planned to hold hearings on the matter of the television quiz shows; clearly, the grand jury’s work had made its way to Washington. Goodwin opened a folder and pointed to part of a transcript of the grand-jury proceedings. In the page or two that I read, Herb Stempel was testifying. I had thought the testimony was sealed, but evidently not.

He went on to tell me that my testimony contradicted what Stempel said and, worse, that Freedman and Enright had returned to the grand jury and confirmed what Stempel had said.

I had read something about this in the newspapers, but I hadn’t thought much about it, foolishly believing that it had nothing to do with me. Goodwin glanced around at the busy office. “Is there a place where we could talk?”

Dave Garroway was standing near the door, waiting for me to go to the daily story conference. I asked him if I could come later. “There’s this guy—I have to talk to him for a few minutes,” I said. Dave looked only mildly curious.

We found an empty office and I shut the door. There was a table and a couple of chairs. “Do you want to read any more?” Goodwin asked, pointing to the transcript.

I shook my head. I was surprised to learn that Freedman had returned to the grand jury and changed his testimony; I didn’t know you could do that. Goodwin told me that Freedman and Enright had wanted to warn me but were told that they couldn’t. Goodwin also told me that I wasn’t the only one who had lied. From all that he said, I realized that the committee wanted my story to come out at hearings in Washington. Before Goodwin left, he said, somewhat mysteriously, “I can only say it would be best for you, Professor Van Doren, if you say nothing to anybody.” To this day, I don’t understand what he meant. We shook hands and I told him the easiest way to get out of the building.

I went to the story conference but I couldn’t keep my mind on what was going on. “I’m sorry,” I said, “I have to get home.” I said that our daughter had an earache and Gerry wanted me there. Garroway told me to go ahead.

The news broke a month later—September, 1959—and the first sign of what it meant to me, as I recall, was a remark made by Dick Rubin, my new agent. I’d been waiting to see if NBC wanted to renew my contract. I asked Rubin what was going on.

“Of course they’re gonna renew. They’re just waitin’ till this stuff blows over.” He glanced at me. “There’s no problem, is there?”

But it was clear that NBC was growing nervous. When I met with some of the executives, they reminded me that a year earlier, on “Today,” I’d said that I didn’t know about any funny business on any quiz show. Probably they realized then that I wasn’t telling the truth, even when I declared—privately, of course—that I had been offered help by Al Freedman but had refused it.

The congressional hearings began on Tuesday, October 6, 1959, in the caucus room of the Old House Office Building. My turn came on Monday, November 2nd. I had written a statement and showed it to my father. “I’ll go with you,” he said, and he and Gerry accompanied me to Washington.

I asked permission to read my statement. In it, I told the entire story, for the first time. The committee members asked a few questions, but there was really not much else to say, and they told me that I was free to go.

When I stepped out the door of the caucus room, I saw a large crowd—members of the press, photographers, and bystanders. I realized that there was no way to avoid repeating my testimony. I was, I said, “foolish, naïve, prideful, and avaricious,” and added, “I have deceived my friends, and I had millions of them.” After that, Gerry, my father, and I made our way to Union Station, where we caught a train to New York. We arrived home in the early evening and were met outside our house by, among many others, a reporter who informed us, first, that NBC was going to fire me, and, second, that Columbia had accepted my resignation. All I could say was that I wasn’t surprised.

The next afternoon, Dave Garroway had to tape a news report on my shame. I didn’t hear the broadcast the following morning, but I was told that he had been genuinely upset—he couldn’t finish the broadcast, and had to turn it over to his co-hosts. We wrote to each other, but I have no recollection of what our letters said, and after that we fell out of touch. That week, Gerry went alone to Columbia to pick up a few of my personal things, and I didn’t go back to the campus for twenty-three years—until the day that my son graduated.

Along with Vivienne Nearing and eight others, I later pleaded guilty to second-degree perjury, a misdemeanor, for lying to the grand jury about getting answers from producers. The six weeks between my confession and Christmas of that year, 1959, were mostly agony.

But a small gift from my father helped me through it. He had wrapped a square box in tissue paper, sealed with Scotch tape. The box contained a gyroscopic compass, the kind you can start spinning and put on the edge of a glass, where it will stay upright till the spinning stops. A card in the box read, “May this be for you the whirligig of time that brings in his revenges.” I knew the quotation. It’s from “Twelfth Night.” Feste, the mean-spirited clown, has been unmasked, but those are his last words, thrown over his shoulder. The play’s audience knows that somehow he will survive and live to taunt some other master. I didn’t ask my father what he had meant by it, because I knew he was saying that I, too, would survive and somehow find a way back. I just hugged him and said, “Thank you, Papa.”

By the end of 1959, thanks to the intercession of a former college roommate, I would set off on a new career—at the Encyclopædia Britannica, in Chicago. I would earn about twenty per cent of what I’d been getting with NBC, but that was all right with me.

In 1965, we moved to Chicago, the site of the Britannica headquarters. (By then, we’d had a second child, John, who was born in 1962.) We stayed in Chicago for seventeen years, during which I got the title “vice-president of editorial” and wrote and edited a number of books, both by myself and with Mortimer Adler; one of these was a new edition of Adler’s immensely popular “How to Read a Book.” In 1982, when I was fifty-six, I retired. I had a contract for another book, and it was followed by still another, “A History of Knowledge.”

One of the best things about writing is that it’s private. I can sit with my thoughts without having to respond to people who say, “Aren’t you Charles Van Doren?” Well, that’s my name, I say to myself, but I’m not who you think I am—or, at least, I don’t want to be. It’s been hard to get away, partly because the man who cheated on “Twenty-One” is still part of me.

One day in the spring of 1990, a man named Julian Krainin appeared at the door of a small conch cottage we had bought and renovated in Key West. He was affable; he had come to Florida to visit his parents, he told us, and had drifted down the Keys. He said that he’d learned that I lived there and wanted to see me. After we had chatted for a few minutes, he came to the point of his visit: he told me that a production company was thinking of doing a television show about the quiz-show affair, and he guessed they’d want to talk to me.

For more than thirty years, I had refused to be interviewed, and I told him that I hadn’t changed my mind. He said that the program would be coming from WGBH, in Boston, one of the leading public-television stations, and that he was a documentary filmmaker. Also, he had some advice: “I’ve found that if an important figure in a documentary refuses to coöperate, it leaves the producers free to say . . . not just whatever they want but maybe some things he’d prefer they didn’t say.”

Krainin was certainly skilled in the art of journalistic seduction. “Have you ever thought of returning to television, Charles?” he asked. “I think you have a lot to offer.” He went on to mention two popular public-television series—James Burke’s “Connections” and Jacob Bronowski’s “The Ascent of Man”—with the suggestion that I might be the host of a series, too. I was being drawn in, and we chatted until Gerry arrived with a pitcher of lemonade and some cookies. “What were you two talking about?” she asked.

I made a joke of it: “My going back on TV as a kind of idiot savant.” I laughed, but she didn’t. I saw the dismay in her eyes. “There’s no chance of Charlie’s doing that,” she said.

Without looking at Gerry, I told Krainin that I knew something about the history of philosophy, and even sketched out a possible series on the subject. “Think of Plato, Aristotle, Cicero, Augustine, Aquinas, Bacon, Locke, Hume, Voltaire, Jefferson, Hegel, Marx, Nietzsche,” I said. “That’s thirteen right there.”

Krainin brightened. Gerry was silent, her lips compressed. “That’s very interesting,” Krainin said. When he was gone, Gerry and I walked down Simonton to Catherine, across to Frances, through the cemetery to Angela, and home again. She said nothing at first.

“What do you think of that?” I asked finally.

“I think you’re being foolish.”

Krainin called two weeks later. He sounded breathless, and told me that the “people” in Boston wanted an outline from me. He said he’d pass it on to them, and after discussing the weather in New England he brought up the other program.

My program wasn’t a go; I don’t suppose it ever had a chance. Deep down I believed that the two were connected—and I still do. (I also know that Krainin has a different recollection about our first conversations.) “The Quiz Show Scandal,” written and co-produced by Julian Krainin for “American Experience,” aired on WGBH in 1992. At the end, they thanked a list of people. Although I had done nothing, I was at the top of the list.

The program was pretty good. I learned some things I hadn’t known, one of which was that about a hundred contestants had lied to the grand jury, although only seventeen of us were indicted, arrested, and arraigned. (None of us was sentenced to jail.) It brought back to me how we were marched through the streets of downtown New York (accompanied by photographers), forced to hand over our valuables, take off our belts and shoelaces, and get fingerprinted. I hadn’t remembered that this had happened to anyone but me; I suppose I’d been in shock. I do remember that it was hard to keep my trousers up, because I’d lost weight.

I also learned that when “Twenty-One” was first on it wasn’t rigged, and it was—therefore?—a failure. Herb Stempel was the first to agree to the fix; it was said that fifty million people watched us on the night when he “took a dive,” as he put it. I learned that Al Freedman eventually got an executive job at Penthouse International, and founded Penthouse’s spinoff magazine Forum; and that, after ten years or so, Barry and Enright were allowed to come back to television and resume their partnership with new programs.

I didn’t hear from Julian Krainin for a while. Then he telephoned to ask if he and his wife could drop by our house in Cornwall, Connecticut, because he had “great news.” Gerry wasn’t enthusiastic, but I said, “Why not? He won’t bite.”

The news this time was that Robert Redford was planning to make a feature film about the quiz shows and me. Krainin was a producer and Richard Goodwin was a co-producer. (In 1959, Goodwin had gone to work as a speechwriter for John F. Kennedy and, later, for his brother Robert.) Gerry was upset, but the more I thought about it the more I felt that it couldn’t really hurt. What the hell? Our children were grown, and we wouldn’t have to watch it.

Krainin returned a short time later. I asked what Redford wanted from me. After all, I pointed out, my story was in the public domain, and WGBH did perfectly well without me.

He told us how much Redford admired me and hoped for my help to make the film even better. And, as I recall, he added that Redford wanted my approval—my “guarantee of its truthfulness.” He said that Herb Stempel had already agreed to be a consultant, and when I asked what there might be in it for me he replied that the filmmakers would be willing to pay a fee—fifty thousand dollars. And that was how we left it, with Krainin promising to call me in a few days for a decision.

When Krainin called, he said, “I’m sending you a contract. The fee is higher—a hundred thousand dollars. You won’t have to do much. Bob really wants you on board.”

Our family had a meeting, sitting around our kitchen table. John, our son, was for my taking the money. “They’re going to make the movie anyway, whatever you do,” he said. “Everybody else is making money out of it, why shouldn’t you?”

Gerry agreed—they would say whatever they wanted—“But taking the money gives them a kind of license.” Liz, our daughter, tended to agree with Gerry. Sally, John’s wife, said it wasn’t her place to say anything.

I argued for it on the grounds that John had stated. Gerry, though, was adamant: “I don’t want to have anything to do with the whole thing. The film, the money . . . the money’s yours if you want it. But you won’t have me!” She added, “I’m not going to leave you, but you’ll be on your own.” She waited. “Please don’t be a fool.”

We decided to ask Sally’s father, Bill Van Cleve, the managing partner of the law firm of Bryan Cave, in St. Louis. He asked me to fax him the document and let him think about it.

The morning after our family meeting, I had to go to Litchfield, and I played a K. T. Oslin tape in my truck. A song on it called “Money” had the refrain “I don’t need money. All I need is you.” I played it again, then again. “Oh, Honey,” I said to myself, “I don’t need money, all I need is you.” Honey was Gerry’s family childhood name.

When I got home, Gerry told me that Bill had called. “He thought you’d be wrong to sign it,” she said. “The contract ties you up in knots. I told the children and I think they both agree.”

“He’s right, so are you, and I was wrong,” I said.

The contract lay on the table in the kitchen. I picked it up and tore it into pieces. Just at that moment, the phone rang. Gerry answered. “It’s him,” she said, and handed me the phone. After I’d told Krainin our decision, I hugged Gerry, held on to her for a long time. Finally, she squirmed out of my grasp. “Let go!”

“Never!” I said.

The film opened in 1994, but months before that a curious thing happened. A car turned in to our road and drew up alongside the house. “I’m lost,” the driver said. “Can you tell me how to find . . . ?” I realized later that he was Ralph Fiennes, who played me in the film. He told a reporter that he had driven by my house and had seen me looking “sad.”

Of course, I eventually saw the movie. I understand that movies need to compress and conflate, but what bothered me most was the epilogue stating that I never taught again. I didn’t stop teaching, although it was a long time before I taught again in a college. I did enjoy John Turturro’s version of Stempel. And I couldn’t help but laugh when Stempel referred to me in the film as “Charles Van Fucking Moron.”

Today, Gerry and I live in a small, very old house on the place my father and mother bought more than eighty years ago. My father retired from his position as a professor of English at Columbia in 1959, when he was sixty-four, and moved to Cornwall, where they had always wanted to live. He told me that he regretted not having done this sooner. I wish he had lived long enough to see us come to live here, too, not just visit on weekends in good weather. He died in 1972. Gerry and the children had spent every summer and I’d spent my month’s vacation here each September. Dad and I never talked about the quiz shows, but we did discuss his ongoing work and mine, and country things, which he loved and I did, too. After his death, my mother, who had published two very good novels and had enjoyed a successful journalistic career (including writing for The New Yorker), wrote to him every day until her own death, at ninety-six.

Our children and grandchildren love the place as much as we do. They come when they can, given the demands of their separate lives. Gerry and I are writing and teaching English at the Torrington campus of the University of Connecticut; last fall I taught the Shakespeare course, and Gerry taught the modern novel.

There are two houses, several barns, fields and woods. There are tools and machines: a truck and a tractor, two riding mowers, one of which doesn’t work at the moment, and trimmers, chain saws, leaf blowers, a table saw, and plenty of gardening and other tools. I’ve mowed paths that wind through the fields and into the woods, and I hope the children will keep them up when I can’t do it anymore.

Gerry and I went to Rome in the early spring, a fiftieth-anniversary gift to one another, and one morning I took my little gyroscope out of my toilet kit, where it has travelled with me since 1959. I set it spinning on the edge of my orange-juice glass, and, as I looked at it, I said “Thank you”—to it and to my father and my mother and to all the other people who helped us to survive.

http://www.newyorker.com/reporting/2008/07/28/080728fa_fact_vandoren?currentPage=all
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Chapter Four

American Television 1965-1975
Contexts

The period between 1965 and 1975 saw a cultural cold war split the United States apart over Civil Rights, the war in Vietnam, the free speech movement, the youth movement, hippies, yippies, Haight Ashbury, the Black Power movement, the feminist movement, the Chicano Movement, the American Indian Movement, The Gay and Lesbian Movement, sex, drugs, and rock and roll, law and order or police brutality, LBJ, Richard Nixon, abortion—Roe v Wade was handed down by the US Supreme Court in 1973—race riots in cities like LA, Detroit, Chicago, Cleveland, Newark, and even Rochester, New York—the latter is depicted in the superb documentary July 64 which ran as part of PBS’s “Independent Lens” documentary series (http://www.pbs.org/independentlens/july64/film.html)
—and school busing to end segregation in schools North and South. It was the era of The Beatles, LSD, Woodstock, Kent State, Jackson State, protest, the silent majority, megaversities, the moon landing, assassinations—Martin Luther King Jr. in April 1968 in Memphis and Robert Kennedy in LA in June of 1968 just after he won the California Democratic presidential primary, and, of course, economic boom and bust. Perhaps more than anything else it was the era saw that saw the so-called baby boom generation come of age.

Institutional Contexts

The period between 1960 and 1980 was the height of America’s vertically integrated oligarchic commercial TV system. The three networks had about the same number of affiliates. In 1970 31.8% of America’s TV stations were affiliated with NBC, 28.5% with CBS, and 23.6% with ABC. By 1975 CBS percentage had risen to 38% and ABC’s to 26%. 89% of America’s TV stations were affiliated with one and sometimes two of the three networks. America’s TV big boys divided advertising revenues amongst themselves, advertising revenues which doubled during the period. The three networks either owned or had profit participation in 91% of the programmes they showed. The residuals they collected from syndication of the shows they owned or had interest in were enormous. 

Beyond the commercial networks this period saw the growth of public television—as we will see—and the expansion of cable TV—a technology in which a “headend” receives signals via a broadcast antenna and later satellite and microwave, orders those signals into channels, passes them through coaxial tables and amplifiers and then on to receiving devices in businesses or peoples homes all for, of course, a fee. 

Cable had actually begun in the 1940s in remote or mountain locked regions of the United States which had limited VHF and UHF television service. At first, the big TV companies in the United States opposed the development of cable TV seeing it as a challenge to their domination of the medium. This fear of cable competion even led the Big Three to try to get lawmakers to make cable TV illegal. In their campaign against cable America’s TV powers that be painted themselves as “free TV” versus pay per view cable TV. In the 1960s and 70s US cable television was transformed. What transformed it more than anything else was the development of satellite and fibre optic cables. Broadcast satellites would be put into space beginning in the 1960s. Fibre optic technology—sending information along bundled glass fibres—took hold in the 1970s and 1980s. Both satellite and fibre optic technology stimulated a massive increase in the number of cable channels, cable channels not connected with the Big Three. Increasing number of cable channels stimulated consumer interest in cable television. By 1975 one-sixth of American homes would have cable TV. 

The federal government also played a role in the expansion of cable TV. In the 1970 cable operators obtained a ruling from the FCC forbidding local telephone companies and existing broadcasters from entering the cable arena. In 1972 they obtained a ruling from the FCC which allowed them to expand into the 100 top TV markets in the United States. In these top 100 markets cable operators began to offer cable TV to subscribers in these major metropolitan areas. The cable they offered carried not only local channels—VHF and UHF—but also channels from other metropolitan areas. The fact that UHF channels rubbed shoulders, so to speak, with VHF channels had an impact beyond simple visibility. As a result or the fact that UHF channels were now more visible vis-à-vis VHF channels the value of UHF stations increased and the price they could charge for advertising thus rose. They became, in other words, richer. The 1972 FCC ruling came with a cost, for cable operators, however. It mandated that cable operators offer at least one public/educational/governmental access channel on its cable system. Soon cable operators were offering pay per view events on their systems.

Though US TV was oligarchic in form it was also, at least limitedly, competitive. The three networks did compete with each other for programme ratings and hence advertising revenue. One network dominated ratings and revenues during the period, CBS, so much so that it was often referred to as “the Tiffany network”. One of the results of this competition was network “branding”. 

Third place ABC branded itself as the network that tried harder and as the network that was “hip”. Soon ABC started programming youth oriented programmes like The Mod Squad (ABC, 1968-1973) with its long haired white man, its angry young afro’d black man, and its long haired blonde hippie chick, It Takes a Thief (ABC, 1968-1970) with its hip I love the high life thief/spy, and teen sitcoms like The Brady Bunch (ABC, 1969-1974), and The Partridge Family. The latter was based on the real life family pop rock group The Cowsills. 

CBS branded itself as the urban and urbane socially relevant network after it cancelled its country comedies in 1970. CBS broadcast shows like All in the Family (CBS, 1971-1979), Maude (CBS, 1972-1978), Good Times (1974-1979), The Jefferson’s (CBS, 1975-1985), The Mary Tyler Moore Show (CBS, 1970-1977), M*A*S*H* (CBS, 1972-1983), Planet of the Apes (1974), based on the movie of the same name, Logan’s Run (1977-1978) also based on the movie of the same name, and The Amazing Spider-Man (1977-1979) based on the comic book of the same name.

NBC branded itself as the socially relevant ethnic network with shows like I Spy (NBC, 1965-1968) in which Robert Culp and Bill Cosby played athletic jet setting spies, The Monkees (NBC, 1966-1968) with its “pre-fab four” making “pre-fab” songs that became “pre-fab” hits, Julia (NBC, 1968-1971) with its Black single mother played by Diahann Carroll, Sanford and Son (NBC, 1972-1977) with its crusty and bigoted African American junk dealer played by Redd Fox, and Chico and the Man (NBC,1974-1978) with its young Hispanic man played by Freddie Prince working for the White man played by Jack Albertson.

READ AN ESSAY ON THE MONKEES AT http://www.museum.tv/archives/etv/M/htmlM/monkeesthe/monkeesthe.htm
To a great extent this mania for branding was a result of the ever increasing use by the networks of sophisticated ratings data and the increasing interest of the networks and advertisers in the ever growing and hence ever more important youth market (think baby boomers coming of age). Despite this increase in “diversity”, on American TV few TV programmes challenged the generic and thematic formulae that had become standard on American TV since its inception.

Hollywood’s studios continued to crank out programmes for American TV and began to make movies specifically for TV for each of the three networks during these years. Studios were not the only game in town, however. Large independent studios like Desilu—the studio Lucille Ball and Desi Arnez had bought from RKO in 1957—would become one of the largest providers of programmes for America’s TV networks in the 1960s. Among the programmes filmed at Desilu were Our Miss Brooks (CBS, 1955-1962), The Untouchables (ABC, 1959-1963), The Lucy Show (CBS, 1962-1968), Make Room for Daddy/The Danny Thomas Show (ABC, 1953-1957, 1970-1971/CBS, 1957-1965), The Dick Van Dyke Show (CBS, 1961-1966), and Star Trek (NBC, 1966-1969).  

Sometimes the independents partnered with the networks to put together finances, production space, and distribution arrangements. Hollywood studios and independents inevitably produced more pilots than the networks would pick up. Many of these were offered to local stations to fill airtime that was free. It was thus the studios and independents who assumed most of the risks associated with making TV programmes.

Another change in the period involved the increasing importance of talent agents. Talent agents came to play ever increasingly more prominent roles in bringing stars, writers, directors, and other creative talent together to make a movie or TV programme.

The price of everything in the United States was going up during the era and so was the cost ofTV programmes. With the advent and of colour TV more and more programmes were filmed in colour. Shows like Bewitched and The Beverly Hillbillies moved from black and white to colour. Others like the Dick Van Dyke Show ended, in part, because its creators and producers couldn’t envision the show as a colour show. 

Regulatory Contexts

Amidst all of this the FCC continued to try to regulate America’s TV airwaves. In 1965 the FCC began a campaign to limit network ownership of prime-time shows to 50%. It justified this in the name of maintaining competition. In 1971 the FCC would enact this regulation—the Financial Interest and Syndication Rule (fin-syn)—into law. It was not, however, able to fully implement the rule until the end of the 1970s due to litigation by the networks. It was only in 1977 that NBC agreed to abide by the rule. ABC and CBS agreed to it in 1980 after a court fight. In the 1990s the FCC would relax and then eliminate fin-syn. What fin-syn meant when it was in operation was that the networks no longer owned the rights to syndicate the programmes they broadcast. The studios and independents who made them (and rolled the dice on them) now owned them and they were now no longer willing to give up the syndication rights to them. 

Another regulation the FCC passed in 1970 was the Prime Time Access Rule (http://www.ftc.gov /be/v950003.htm). This regulation mandated that an hour of the prime time schedule be freed from network control and returned it to local affiliates. This ruling would prove a boom to independents and to Hollywood film studios who, in some cases, united with independents to produce programmes intended to fill this hour.

Finally, The FCC attempted to uphold and clarify the fairness doctrine. The fairness doctrine applied to broadcasting in the United States actually had a long history. It was a Catholic radio broadcaster who initially spurred the FCC to clarify its position on the issue of fairness in broadcasting.

Father Charles Coughlin began broadcasting his “Golden Hour of the Little Flower” programme on radio station WJR in Detroit in the 1920s. In 1930 “the Radio Priest”—as Coughlin came to be called—struck a deal with the new national radio network CBS to bring his show to a national audience. Soon he was reaching an audience of 25 to 40 million listeners, many of them Irish and German Catholics. By 1934 Coughlin was so popular that he was receiving more mail than Franklin Delano Roosevelt, the president of the United States.

In the 1930s and 1940s Coughlin’s radio ministry began to take decidedly political turn. At first Coughlin had supported FDR and his New Deal and was even wooed by the president. Coughlin’s attacks on Herbert Hoover, however, led CBS to drop his programme because of concerns over his increasingly political rhetoric. Coughlin responded by forming his own radio network which eventually grew to thirty stations. Coughlin now began to advocate for silver inflation and the nationalization of the banks. As his attacks on banks and bankers grew so did his anti-Semitism. Coughlin maintained that it was Jews who controlled the international banking system. He thus urged FDR to restructure the Federal Reserve Bank and establish a central bank in the United States in order to take it out of Jewish hands.

By 1935, Coughlin turned against FDR and the New Deal seeing him and it as moving the United States in the direction of what he called “Sovietism”. In the pulpit and on the radio he began to attack Communism accusing it of being anti-family, pro-divorce, and anti-God—anti-Communism had become a cottage industry in the US by this time—and Judaism, seeing both as out to take over the world. He was not alone in this. Coughlin began to argue that Great Britain and the Jews were involved in a conspiracy to get the US into the Second World War. He and his organization—the National Union for Social Justice—began to advocate for a strong state like that in fascist Italy. Some of the members of the NUSJ, by the way, were arrested by the Federal Bureau of Investigation (the FBI) in 1940 for allegedly plotting to murder Jews, Communists and “a dozen Congressmen”. Coughlin was not implicated in the plot.

As a result of Coughlin’s on air rhetoric the Code Committee of the industry based National Association of Broadcasters (NAB) adopted, in October 1939, one month after the invasion of Poland, new rules which placed “rigid limitations on the sale of radio time to spokesman of controversial public issues”. The new rules mandated that on air lectures and sermons be submitted in advance to the committee for approval. Radio stations which refused to abide by the new rules were threatened with loss of their licenses. As a result Coughlin was forced from the air by, as he put it “...those who control circumstances beyond my reach”. This ruling, of course, had an affect beyond Coughlin. It affected everyone engaged in public service broadcasting.
 In 1941 the FCC issued its Mayflower Decision which mandated that broadcasters could not advocate for their own personal views and that they had to open their airwaves to “mainstream” opinion in their communities. 1949 the FCC promulgated the Fairness Doctrine requiring broadcasters to cover important controversial issues and to provide an opportunity for contrasting views on such issues. Throughout the 1960s and 1970s the FCC was spurred, some might say more accurately was forced to act, as a result of challenges to the Jim Crow segregation policies in the South—policies that impacted what was shown and heard on Southern TV stations. In the 1960s the FCC informed broadcasters that couldn’t keep “alternative” “well rounded” viewpoints off the airwaves. In 1963 the FCC ruled that race fell under the fairness doctrine and that Southern TV stations had to give equal time to those viewpoints which opposed Jim Crow segregation and white supremacy notions, Many if not most TV stations in the South refused to show programmes in which a Black had a prominent role and refused to air opinions of those who favoured desegregation. In 1969’s Red Lion Broadcasting v. the FCC 

(http://epic.org/free_speech/red_lion.html) the courts ruled that that the Fairness Doctrine and its personal attack rule were constitutional because the electromagnetic spectrum was a scarce resource. In 1977 the FCC notified broadcasters that in the future its decision on license renewals would take fairness into account.

The FCC wasn’t the only governmental body to get into the regulation game during the era. On 2 January 1971 the US Congress banned all tobacco ads from the airwaves.

The Development of American Public Television

In the compact made between private broadcasters and the US federal government commercial radio and television stations were supposed to set aside some of their airtime for public service and educational programming. For a number of years broadcasters did provide airtime for non-profit, educational, governmental, and religious programmes. Such programmes tended to be shoved to the margins, the least desirable time slots, of broadcast schedules. 

As we have noted not everyone in the US was comfortable with the direction American commercial TV was taking in the 1950s and 1960s. Many educators and many of American’s more liberal religious leaders expressed concern about the impact of TV programmes and advertising spots on America’s TV watchers, particularly the young. After an extensive petitioning and lobbying effort between 1950 and 1952—an effort largely funded by the Ford Foundation—those concerned with the direction of commercial oriented television finally got the FCC to set aside 242 channels exclusively for educational TV. Most of these—two thirds—were, as we noted earlier, set aside on the UHF band.

America’s first educational channel went on the air in 1953. By 1957 there were still only twenty educational channels across the United States and many of those were only on the air for a few hours a day. By the end of the 1950s there were still only 40 educational channels on the air. The financial situations of these stations was precarious. Programmes to fill the airspace of educational TV were few and were largely supplied by corporate PR departments. Despite this paucity of programming a national educational TV network did emerge, National Educational Television (NET) in 1952. The emergence of a national network made it easier and less expensive for educational TV to produce educational TV programmes for adults and for children and share them across the country. Despite this educational TV in the US was so anemic that by the late 1950s most of the channels the FCC had set aside for educational television had actually been redistributed by the FCC to commercial interests. 

It wasn’t until 1963 that a partial solution to the financial problems of American educational public television emerged. In 1963 the US Congress voted to provide matching funds for America’s educational TV stations. They also passed legislation mandating that all TV’s manufactured in the US be UHF capable—as you recall, most educational channels were on UHF but only 7% of TV’s manufactured in the States were UHF capable. All of this had an effect. 1963 saw the formation of Educational Television (ETV), a network of ten stations. ETV broadcast lectures, public affairs programmes, cultural programmes such as ballet and opera, news analysis programmes, and others. ETV would eventually provide the skeleton from which the Public Broadcast Service (PBS) was created. By 1966 there were 177 educational TV channels in the United States. 

Not everyone who supported educational TV in the United States was satisfied with this state of affairs. Fueled in part by the quiz show scandal we talked about earlier and by fears of what TV and its advertising was doing to children and adults a group of concerned citizens—funded by the Carnegie Corporation— began to advocate for a BBC like public television system in the United States. In Public Television: A Program for Action proponents of a BBC like public TV laid out a plan for a non-profit non-governmental corporation. In response Congress passed the Public Broadcasting Act of 1967 (http://www.cpb.org/aboutpb/act/). President Lyndon Baines Johnson signed it. 

The Public Broadcasting Act created the Corporation for Public Broadcasting (CPB) to support public television stations and the Public Broadcasting Service (PBS) to broadcast programmes the CPB developed. The Act put programming and funding decisions in the hands of local stations. It created, in other words, a decentralized public broadcasting system very different from the centralized British public broadcasting system. It put funding in the hands of the Congress and President despite the recommendations of the authors of Public Television: A Plan for Action. The commission proposed that public TV be funded from a tax on the sale of TV sets to insulate the system from government interference. The Act changed public television in the United States dramatically. It almost doubled the number of public television stations in the United States from 127 to 247 (1967). 

TV, by the way, wasn’t the only medium impacted by federal action on public broadcasting. In 1970 public radio—National Public Radio (NPR)—went on the air.

PBS became home to programming that the commercial networks were increasingly spurning in their mania for higher ratings and advertising revenue. There was educational childrens programming. The Children’s Television Workshop (CTW), funded by the United States Department of Education and the Ford and Carnegie Foundations, played a particularly important role here working closely with CPB and PBS to create shows like Sesame Street (1969-) and The Electric Company (1971-1977) among others. There was documentaries . PBS became a home for the documentaries such as the controversial Vietnam: A Television History of 1983 made with French and British public television, the controversial The Africans from 1986, Eyes on the Prize, a documentary history of the American Civil Rights movement from 1987, and a host of documentaries made by the ever popular Ken Burns including The Civil War (1990), Baseball (1994), Jazz (2001), and The War (2007) flourished. There were educational science programmes like Nova (1974-). There were news programmes such as The Mcneil Report (1975-) later The McNeill-Lehrer Newshour and now The News Hour which had its origins in the Watergate hearings of 1973. There were opinion, talk and discussion programmes such as the conservative Firing Line hosted by William H. Buckley (1966-1999), The McLauglin Group (1982-), Washington Week in Review (1967-) and Wall Street Week (1970-2005) hosted for most of its run by Lewis Ruykeyser (1970-2005). There were food programmes such as The French Chef hosted by Julia Child (1963-1987). There were how to programmes like This Old House (1979-). There were even dramatic anthology programmes like American Playhouse (1982-1994). 
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PBS wasn’t only a conduit for American programming. It also became the American home for a number of British and Canadian programmes. PBS stations showed Britcoms like Monty Python’s Flying Circus (BBC-1, 1969-1974), Fawlty Towers (BBC-2, 1975, 1979), Are You Being Served (BBC-1, 1972-1985), Absolutely Fabulous (BBC-1, 1992-2005), Yes Minister (BBC-2, 1980-1984), Butterflies (BBC-2, 1978-1983), The Good Life (BBC-1, 1975-1978)—Good Neighbors in the US—To the Manor Born (BBC-1, 1979-1981), and The Bounder (ITV-1, 1982-1983). It showed British genre programmes like the scifi Doctor Who (BBC/BBC-1, 1963-1984, 1986-1989), detective shows Inspector Morse (Central Independent Television/ITV, 33 two hour episodes between 1987 and 2000), Inspector Lynley (BBC, 2001-), Sherlock Holmes (ITV, 1984-1994), Prime Suspect (ITV, 1991, 1993, 1994, 1995, 1996, 2003, 2006) starring Helen Mirren. It showed British dramas like The Forsythe Saga (BBC, 1967, PBS 1969), like I Claudius (BBC-2, 1976) starring Derek Jacobi, White Teeth (Channel 4, 2002), Bleak House (BBC-1, 2005), the House of Cards trilogy (BBC-4,1990, 1993, 1995) starring Ian Richardson, A Very British Coup (BBC-4, 1988), Moll Flanders (ITV, 1996), Wives and Daughters (BBC, 1999), The Jewel in the Crown (ITV-1, 1984), Upstairs Downstairs  (ITV, 1971-1975), The Forsyth Saga (ITV, 2002), Foyle’s War (ITV, 2002-), and Reckless (ITV, 1997). They broadcast the British soaps Coronation Street (ITV, 1960-) and Eastenders (BBC 1, 1985-). They showed Canadian dramas like Anne of Green Gables (CBC, 1985, PBS, 1986), Anne of Avonlea (CBC/PBS, 1987), and Ramona (CBC, 1988-1989)—starring Sarah Polley, and the Canadian teen dramas DeGrassi Junior High (CBC, 1987-1989) and DeGrassi High (CBC, 1989-1991).
Though the federal plan was to keep PBS decentralized the CPB began to play an increasing role as the major developer of programmes for the network. Most CPB programming would be centred on the East Coast at WGBH in Boston and WNET in New York and eventually on the West Coast at KCET in Los Angeles and KQED in San Francisco.

While the Public Broadcasting Act provided American public television with consistent if limited funding it also put American public broadcasting at the mercy of the American federal government for its funding. In 1973 President Richard M. Nixon angered at PBS’s controversial programmes on civil rights, American foreign policy, Vietnam, capitalism, and the American political system and the role of “the Eastern liberal establishment” in the development of programming for PBS cut funding for both CPB and PBS. In 1981 Ronald Reagan attempted but failed to cut government funding for public broadcasting. In 1994 PBS’s co-production of Armistead Maupin’s gay centred Tales of the City—the series was adapted from Maupin’s book of the same name—proved controversial with members of Congress especially North Carolina senator Jesse Helms and beyond. The shows nudity, rough language, recreational drug use, and depiction of homosexual relationships led to calls for the cancellation of the series, a bomb threat at PBS affiliate WTCI in Chattanooga, Tennessee which forced that station to pull the program an hour before airtime, and threats from state and federal governments to cut funding for the network. Helms and Donald Wildman of the American Family Association would lead the charge against further government funding of the network. In response PBS decided to pull out of production with Britain’s Channel 4 of the second book in the series, More Tales of the City, despite the fact that the multi-night broadcast of Tales drew the highest ratings for a dramatic show in the history of the network along with mostly rave critical reviews. The new PBS President and CEO Ervin S. Duggan—he had been recently appointed by George Herbert Walker Bush to the position and had the support of the National Association of Evangelicals—denied charges that the cancellation was a form of censorship calling the decision a purely business and editorial one rather than an act of censorship. He claimed that businesswise the cost of the second series—around $2 million dollars—would have eaten up too much of PBS’s budget. He also claimed and that he didn’t expect “the sequel” to be as aesthetically successful nor as successful ratings wise as as the first one given the track record of sequels in American film and television history. In response author Armistead Maupin accused PBS of caving in to pressure from Wildmon’s AFA. The second installment of Maupin’s tales would be shown on Britain’s Channel 4 and America’s Showtime. The controversy over Tales was not the end of the federal governments attempt to “zero-out” government monies for PBS. When the Republicans took control of the House in the 1990s speaker Newt Gingrich formulaicly accused PBS of having a “liberal bias” and of being elitist and attempted to eliminate support for public television entirely. As recently as 2005 Congress attempted—unsuccessfully it turned out—to cut funding for CPB by 25%. Apparently there is strong support out there for PBS from a generation that grew up on Sesame Street and Mister Roger’s Neighborhood.
As a result of all of this the majority of public TV funding today comes from the private sector—business contributes about one-fifth of funding for public television funding—and from viewers during the seemingly endless “pledge drives”. During “pledge drives” PBS stations show special, highly popular programmes during which station staff, local public TV supporters, and even celebrities urge viewers to pledge their financial support for PBS. In some markets—like the Capital District of NY state—“pledge drives” are supplemented by auctions and/or special performances. Today public broadcasters often openly market their audience to corporations as an upscale demographic, one that businesses are eager to capture in what is known as “ambush marketing”—catching the attention of a listener or viewer who usually resists advertising. PBS’s Masterpiece Theatre  (now Masterpiece) (1971-) was long supported by Mobil Oil. Mobil wanted to create an image of itself, according to one Mobil executive as “the thinking man's gasoline”. Sesame Street which once parodied commercial TV advertising with its brought to you by letter A, B, or C… is now supported by its endowment, its lucrative tie-ins, and its corporate contributions. In 1994 cable giant TeleCommunications Inc (TCI) became part-owner of the MacNeil-Lehrer news production company. In 1995 long-distance telephone service provider MCI invested $15 million in PBS's on-line and other new technologies services. In 1997 PBS and a consortium of PBS stations formed the PBS Sponsorship Group to build a national sales force to boost corporate patronage. In that same year General Motors sponsored Ken Burns’s documentary on Lewis and Clark.
The expansion of cable and satellite television with their niche commercial channels and niche marketing has also caused problems for public educational television in the United States. A number of cable and satellite channels have arisen to challenge PBS on its programming turf including the Arts and Entertainment Network (A&E), the History Channel, and C-SPAN. Though there were predictions that cable and satellite TV would lead to the demise of PBS, the sounding of the death knell for PBS has so far proven premature—a significant proportion of the TV audience still does not have cable and satellite TV. Moreover, as I mentioned before, those brought up on Sesame Street and Masterpiece Theatre have proven to be loyal to PBS even though they may not watch it much anymore (only about 3% of American watch PBS regularly). 

PBS may be known for programmes for children, documentaries, public affairs programmes, and British programming but it has also been a home for highly prasied domestic non-fiction and fictional television. One programme that has drawn critical praise is PBS’s investigative news programme Frontline. Another is the critically acclaimed American Family (http://www.pbs.org/americanfamily/) starring Edward James Olmos. Still another is An American Family. 
An American Family was a 12 part documentary series done in verite style which went on the air in March of 1973. The show centred on the life of one American family over a 7 month period between 1970 and 1971, the Loud’s. Filmmakers Alan and Susan Raymond shot some 380 hours of life in the family were filmed and edited it down for its run on PBS. The family chosen for the documentary was, as I noted, the Loud’s, a privileged White family from upscale Santa Barbara, California. The patriarch of the family, Bill, was a businessman. The matriarch, Pat, was a stay at home mom. The couple had five children—Lance, Delilah, Grant, Kevin, and Michele. The documentary gave viewers a picture of a family that was not from Father Knows Best land. In fact, the programme pointedly emphasised the difference between bourgeois’ America’s image of itself as a land all-American families and the darker reality. The Loud’s had problems they never talked about them. They had disputes on camera. Son Lance came out of the closest during the show—he told Pat that he was gay when his mother visited him in Greenwich Village becoming in the process a hero to some and a demon to others. By shows end Bill and Pat’s marriage had fallen apart. The shows makers, in fact, may have chosen the Loud’s because their marriage was shaky before the show started.

The programme, as you can imagine, was quite controversial. The Loud’s themselves felt betrayed by the programme arguing that it distorted and exploited them all in the name of viewership numbers (public television was as interested in viewers as commercial TV). Many viewers were disturbed that the programme showed a family imploding. Academics and intellectuals pointed out that by putting a camera in the Loud home the problems they had were likely exacerbated because of the presence of a camera. Still viewers loved it. Some 10 million tuned in to watch the trials and tribulations of the Loud family, a tremendous audience for PBS at the time. Two “sequels” followed—American Family Revisited in 1983 and Lance Loud, A Death in An American Family in 2001.
In one of the few cases where an American TV programme was adapted by British TV An American Family was adapted for the British audience by the BBC in 1974. The BBC adaptation was called The Family and ran for 12 episodes. The British programme which centred around the hardly glamourous Wilkins family from Reading—definitely not Santa Barbara—eschewed the more melodramatic aspects of the American series, and centred on class issues (very un-American and very British indeed).

You can find PBS’s website for An American Family (1973) and its heirs at…http://www.pbs.org/lanceloud/american/ 

Here is an excellent website on the show…http://subcin.com/americanfamily.html
Watch an interview with An American Family’s creators and filmmakers from the Archive of American Television here, http://www.emmytvlegends.org/interviews/people/alan-raymond-and-susan-raymond 

American Television Programming, 1965-1975
The culture war playing out in America at large was also playing out on America’s TV screens. One of the hottest battles in televisions cultural cold war was between CBS and the Smothers Brothers.

The Smothers Brothers Comedy Hour went on the air in 1967. The hosts of this variety show were the folk singing duo that gave the show its name, the Smothers Brothers—Dick and Tom. The programme which was on CBS opposite NBC’s highly rated Bonanza, began to attract a youthful audience as a result of its irreverent digs at many of America’s dominant institutions including organized religion and the presidency, its sketches celebrating hippie drug culture, and its anti-Vietnam rhetoric. All of this, of course, made the show one of the most controversial on American TV and got it into trouble with the networks and the censors on a number of occasions. 

Skirmishes between the Brothers, who tried to push the boundaries of acceptable speech, and the network and its censors continued throughout the late sixties. Throughout the presidential year of 1968 Brothers regular Pat Paulsen campaigned for the presidency on the show to the consternation of Democrats who feared that he might take votes from their candidate Hubert H. Humphrey. Brothers regular Leigh French performed a skit in which her hippie character urged viewers to “Share a Little Tea with Goldie”. “Tea, of course, to those in the know, was a countercultural code word for marijuana. CBS would eventually censor the “Goldie” skits arguing that they promoted drug use.

The long arm of CBS censorship didn’t only come down on “Goldie” and “tea”. When longtime folkie Pete Seeger’s wanted to sang his anti-Vietnam war song, “Waist Deep in the Big Muddy” the network said no. When many condemned CBS’s actions the network relented and allowed Seager to perform the song later in the season. In another instance of political censorship CBS cut images taken from the riots that occurred during the Chicago Democratic Convention in 1968 that were being shown behind Harry Belafonte as he sang his calypso tune “Don't Stop the Carnival”. 

CBS political censorship didn’t’ stop there. When folk singer Joan Baez dedicated the song a she was about to sing to her husband who was about to go to prison for refusing to be drafted into the American military CBS pulled the plug. When the Smothers Brothers decided to put noted pediatrician and peace activist Dr. Benjamin Spock on the show CBS said no because he was, a “convicted felon”. Spock had been arrested protesting the war in Vietnam. 

The battle between Brothers and the networks culminated on 4 April 1969, one week before the end of the television season, when CBS cancelled the show. The reason, claimed network president Robert D. Wood, was that the Brothers had not submitted a review tape of the upcoming show to the network in a timely manner so it could be reviewed. The Brothers, in turn, accused CBS of infringing on their First Amendment rights. It would be twenty years before the Smothers Brothers again appeared on CBS.

READ AN ESSAY ON THE SMOTHERS BROTHERS COMEDY HOUR HERE http://www.museum.tv/archives/etv/S/htmlS/smothersbrot/smothersbrot.htm 

Another controversial programme that aired during these years was All in the Family (CBS, 1971-1979 later Archie Bunker’s Place 1979 and 1983). Based on the British TV show Till Death Do Us Part, All in the Family, like its British parent, brought many of the controversies associated with the sixties to the small screen. The American version of the show was the brainchild of TV auteur Norman Lear. The show was set in Queens and starred Carroll O’Connor as the angry loud, mouthed, conservative bigot Archie Bunker. Jean Stapledon played Archie’s ever suffering and always-trying-to-mediate-between-generational-conflicts-in-the-family wife Edith. Sally Struthers played Archie’s mini-skirted liberal daughter Gloria. Rob Reiner played Gloria’s long haired college student liberal Polish son-in-law Michael “Mike” Stivic. Archie calls him “Meathead”.

Controversy over the show arose even before the first episode show aired. Most of the criticism of the show concerned Archie’s straightforward racism and his use of racist terms like “spic”, “yid”, “spade”, “wop”, “dago”, “gook”, “coon”, “spook”, “heeb”, “jig”, “polack”, “chink”, “jungle bunny”. Also controversial, though not as controversial,  were Archie’s tirades against his wife and against the slacker “Meathead”. Debate still rages today over how audiences “read” Archie. Did those who shared Archie’s reactionary views enjoy his tirades against Blacks, Asians, women, and hippies? Did even those who disagreed with Bunker’s views come to see Archie as crusty but also lovable? These are questions that still resonate among critics who reflect on the show today.
READ AN ESSAY ON TILL DEATH DO US PART HERE http://www.museum.tv/archives/etv/T/htmlT/tilldeathus/tilldeathus.htm
READ AN ESSAY ON ALL IN THE FAMILY HERE

http://www.museum.tv/archives/etv/A/htmlA/allinthefa/allinthefa.htm
All in the Family proved to be incredibly popular and would provide a number of characters for other almost equally successful Norman Lear television programmes. Edith’s feminist cousin Maude (Beatrice Arthur) and her family became the focus of Maude (CBS, 1972-1978). Archie’s next door neigbour George Jefferson (Sherman Hemsley) and his wife Louise (Isabel Sanford) became the focus of The Jeffersons (CBS, 1975-1986). Gloria (Sally Struthers) got her own show Gloria (CBS, 1982-1983). Now abandoned by “Meathead” Gloria tries to make a new life for herself and her son (Christian Jacob) as a veterinary assistant.

Lear would become a power house on American TV during the era and go on to develop other shows for television. One was Sanford and Son (NBC, 1972-1977) an American version of the British show Steptoe and Son, which focused on a crusty and bigoted black junk dealer (Red Foxx) and his son (Demond Wilson). Another was Good Times (CBS, 1974-1979) which focused on a poor Black family (Esther Rolle, John Amos, Ja'net Du Bois, Jimmie “Dynomite” Walker, BernNadette Stanis, and Ralph Carter) living in the Chicago urban housing project Cabrini Green. Another was One Day at a Time (CBS, 1975-1984) which centred, in the early episodes, around a divorced single mother (Bonnie Franklin) and her daughters (Mackenzie Phillips and Valerie Bertinelli) trying to make it in Indianapolis, Indiana . Another was Hot L Baltimore (ABC, 1975). Still another was Mary Hartman, Mary Hartman (syndicated, 1976-1978). Mary Hartman, Mary Hartman a five day a week soap opera parody, satire, and sitcom that was perhaps Lear’s most controversial show. Mary starred Louise Lasser as Mary along Greg Mullavey, Mary Kay Place, Graham Jarvis, Debralee Scott, Dody Goodman, Philip Bruns, Claudia Lamb, and Victor Kilian.
Another show that spawned a media empire was The Mary Tyler Moore Show (CBS, 1970-1977). The Mary Tyler Moore Show was produced by MTM (get it? Mary Tyler Moore Enterprises. The show was created by Allan Burns and James L. Brooks. The show began with the single Mary Richards (played by Mary Tyler Moore) arriving in Minneapolis. Originally Mary was going to arrive in Minneapolis looking for a job after her divorce but executives at CBS nixed this idea so Mary instead arrives in the Twin Cities as single and looking for work. Mary eventually lands a job in the news division of local TV station WJM. 

During the course of the show Mary never married. She did, however, acquire a family, a family of the heart that is, which included her colleagues at work, cynical news writer Murray Slaughter (Gavin Macleod), news room boss Lou Grant (Ed Asner), arrogant airhead newsman Tex Baxter (Ted Knight), barbed tongued, over sexed, cooking show maven Sue Ann Nivens (Betty White), her neighbour and eventual best friend single white Jewish female Rhoda Morgenstern (Valerie Harper), and her married landlady Phyllis Lindstrom (Cloris Leachman).

Mary Tyler Moore reversed the traditional sitcom formula in several ways. First, Mary Richards is a single career woman working in a what was traditionally a man’s world. Second, single females Mary and Rhoda enjoy healthy fulfilling lives while their married downstairs neighbour does not. Finishing outside of the top 25 for the first time in its history in the 1976-1977 season MTM Enterprises took Mary off the air with an episode in which everyone at WJM, save the incompetent Ted Baxter, is fired by the new management group that has just purchased WJM.

READ AN ESSAY ON THE MARY TYLER MOORE SHOW HERE http://www.museum.tv/archives/etv/M/htmlM/marytylermo/marytylermo.htm
MTM Enterprises would, like Norman Lear, turn out to be a TV hitmaker. Shows produced by the company included The Bob Newhart Show (CBS, 1972-1978) starring Bob Newhart and Susanne Pleashette as psychologist husband and wife, Rhoda (CBS, 1974-1978) a spinoff of MTM which focused on the trials and travails of Rhoda Morgenstern, the controversial Lou Grant (CBS, 1977-1982), another spinoff of MTM which saw Lou Grant move from the world of TV news to newspaper journalism taking up a position at a Los Angeles newspaper. Other MTM shows included WKRP in Cincinnati (CBS, 1978-1981), Hill Street Blues (NBC, 1981-1987), and St. Elsewhere (NBC, 1982-1988). 

And then there was M*A*S*H* (CBS, 1972-1983). M*A*S*H* was the brainchild of writer/auteurs Gene Reynolds, Bert Metcalfe, and Larry Gelbart and was based on Robert Altman’s successful film of the same title. Set in Korea but really about the Vietnam War that was being fought and debated during the early years of the shows run, M*A*S*H* starred Alan Alda as the witty, wisecracking, humane, somewhat nihilistic, prankster doctor Captain Benjamin Franklin “Hawkeye” Pierce, Wayne Rogers as his physician conspirator in arms Captain Trapper John McIntyre, Loretta Swit as the hypocritical, on the make, flag-waving, nurse Major Margaret “Hot Lips” Houlihan, Larry Linville as the whining, sniveling, flag-waving, and talentless doctor Major Frank Burns, Gary Burghoff—reprising his role from the film—played the premonitory chief clerk Radar O’Reilly, McLean Stevenson was the reluctant doctor head of  MASH 4077 Lt. Colonel Henry Blake, Jamie Farr played the cross dressing I want to get out of the army Corporal Maxwell Klinger, and William Christopher was the humane and tolerant priest Father Francis Mulchay. M*A*S*H*, at least for some, was humanistic, anti-war, anti-military, anti-government, and anti-McCarthy. 

As M*A*S*H* went on politics tended to be displaced in the show by a greater focus on interpersonal relationships. In the process “Hot Lips” would be recuperated and even humanized. “Radar” would be made naive. “Hawkeye” would become less a boozing doctor on the make and more a voice of conscience. Over the years McLean Stevenson, Wayne Rogers, Larry Linville, and Gary Burghoff would leave the show to be replaced by characters with, claim some commentators, greater depth and nuance. David Ogden Stiers came on board as Major Charles Emerson Winchester. He would prove a more sympathetic foil for Hawkeye than the officer he replaced, Major Frank Burns. Mike Farrell character, Captain B.J. Hunnicut, who became Hawkeye’s new comrade in arms after Wayne Rogers left, was much more idealistic and morally upright than Trapper. Harry Morgan Colonel Sherman Potter, the office who replaced McLean Stevenson’s Colonel Henry Blake, was less a slacker than his predecessor and more Harry Truman.

M*A*S*H*, like Mary Tyler Moore, went off the air while its ratings were still strong. The final episode, “Goodbye, Farewell, and Amen” (28 February 1983), a two and a half hour special event, remains today one of the most watched shows ever on American television. 

READ AN ESSAY ON M*A*S*H* HERE http://www.museum.tv/archives/etv/M/htmlM/mash/mash.htm 

Not everyone was comfortable with the countercultural assault on American TV. To counteract the role these “counterculture” types were playing in what some feared might become a TV asylum, NBC and Jack Webb brought Dragnet back to the small screen in 1967. The new Dragnet would run until 1970.

The style of the new Dragnet remained much the same as the old. Webb, again playing Sergeant Joe Friday, and his new partner office Bill Gannon—played by Harry Morgan—investigated crimes in the LA area collecting just the facts before the put the bad guys and gals in jail. And they did it all again with a little bit of help from their friends at the Los Angeles Police Department. This time, however, the show was in living colour and some of the crimes they investigated and solved involved countercultural types. In the first episode of the new series—“The LSD Story” (12 January 1967)—Friday and Gannon investigate a new hallucinogenic drug that is becoming popular among LA’s teens, LSD. One of the most memorable characters in this episode is named “Blue Boy”. “Blue Boy” paints half of his face in blue and while in a acid induced haze, yells lines like “I see a train, I see a train”. In the “Big High” (2 November 1967) from the series second season Friday and Gannon investigate a couple who use marijuana regularly and unapologetically even though they have a young child. The moral of the tale as it plays out is that drug use always leads to disaster for by the end of the episode the couples baby dies in a bathtub accident thanks, in large part, to the drug induced “highs” both parents are under. For many of the “countercultural drug types” who actually took the time to watch the show one wonders whether they saw the show as a campy, an over the top send up of “establishment” paranoias about hippies and drugs. 

Dragnet was not the only show auteur Jack Webb brought to TV during the era. Webb also developed Adam-12 (NBC, 1968-1975) for the small screen. This show focused on the cops on the street rather than the detectives on assignment.

1965 to 1975 continued to be era dominated by genre. All in the Family, M*A*S*H*, and The Mary Tyler Moore Show were only 3 of the 22 sitcoms on the American airwaves between 1965 and 1975. Another was The Ghost and Mrs. Muir (NBC, 1968-1969, ABC, 1969-1970), adapted from the film of the same name. The Ghost and Mrs. Muir was a tale about a woman (Hope Lange) who rents a house haunted by the sea captain (Edward Mulhare) who used to reside there. During the course of the show Mrs. Muir falls in love the Ghost and try to live happily ever after. Another was the short-lived Leslie Uggams Show starring Leslie Uggams and a mostly all Black cast (CBS, 1969). Another was the Marlo Thomas—Danny’s daughter—vehicle That Girl (ABC, 1966-1971). That Girl focused on a single young girl who moves to New York City to follow her dream of becoming an actress. In order to get this tale of a struggling actress on the air the creators of the show had to provide Marlo’s character Ann Marie with a steady boyfriend. Another was Love on a Rooftop (1966-1967) starring Peter Duel and Judy Carne as struggling newlyweds in San Francisco. Another was Room 222 (ABC, 1969-1974) a dramedy about everyday life at a high school in LA. Still another was ABC’s adaptation of Neil Simons’ play The Odd Couple (1970-1975). It starred Tony Randall and Jack Klugman as the mismatched germophode and cleanophile photographer Felix Unger and messy sportswriter Oscar Madison respectively.
Police and Detective shows remained a staple of US TV during the era. CBS gave us Mannix (CBS, 1967-1975), Hawaii 5-0 (CBS, 1968-1980), Cannon (CBS, 1971-1976), starring the rotund William Conrad as a PI, Shaft (CBS, 1973-1974), a TV version of the hit movie. Kojak (CBS, 1973-1978) starring Telly Savales as the bald lollypop sucking NYPD detective Kojak, and Barnaby Jones (CBS, 1973-1980) which brought Buddy Ebsen of Beverly Hillbillies fame back to the small screen.

NBC brought us Ironside (NBC, 1967-1975) starring Raymond Burr of Perry Mason fame, as a wheelchair bound police detective in San Francisco, Columbo (NBC, TV movie, 1968, show, 1971-1978) starring Peter Falk as the laid back sly as a fox title character, McMillan and Wife (NBC, 1971-1977) starring Rock Hudson and Susan Saint James as the husband and wife of the title, McCloud (NBC, 1970-1975) starring Gunsmoke veteran Dennis Weaver, Police Story (NBC, 1973-1977) which was created by the former cop Joseph Wambaugh and as such had a degree of realism, the Ironside spin off Amy Prentiss (NBC, 1974-1974) which starred Jessica Walters as the female chief of detectives who fought crime and chauvinism in the San Francisco Police Department, Police Story’s female centred counterpart Police Woman (NBC, 1974-1978) starring Angie Dickinson as undercover detective Leanne “Pepper” Anderson, and The Rockford Files (NBC, 1974-1980).

The Rockford Files was a detective show with a difference. The brainchild of Stephen J. Cannell and Roy Huggins, Rockford starred TV and film veteran James Garner as the down on his luck wrongly convicted ex-con private investigator Jim Rockford. Rockford, as much a comedy as a drama, downplayed the tough guy detective tradition associated with noir instead emphasizing Jim Rockford’s (James Garner) aversion to violence and his ability to trick information out of people via charm, geniality, and impersonation. David Chase, who would go on to create The Sopranos, was one of the writers on the show. 
ABC gave us Roy Huggins’s Toma (ABC, 1973-1974), Huggins’s Baretta (ABC, 1973-1974), the tame blaxploitation Get Christie Love (ABC, 1974-1975) starring Teresa Graves, and The Rookies (ABC, 1972-1976).

Medical Dramas remained popular staple of the era. These include Medical Center (CBS, 1969-1976), Marcus Welby, MD (ABC, 1969-1976), and Doc Elliot (ABC, 1973-1974).

In an interesting twist NBC brought all of the above—medical drama, lawyer drama, police drama, and politician drama—together in their “wheel” format show The Bold Ones. Alternating each week were The Bold Ones: The (New) Doctors, The Bold Ones: The Lawyers (1969-1972), starring Burl Ives, Joseph Campanella, and James Farentino, The Bold Ones: The Protectors (1969-1970), starring Leslie Nielsen and Hari Rhodes, and The Bold Ones: The Senator (1970), starring Hal Holbrook. The Protectors and The Senator were based on the TV movies Deadlock and A Clear and Present Danger. The Lawyers and The Senator won a number of Emmy's during their short runs.

Given that the Cold War was still on during the era it is not surprising that the spy show wasn’t absent from the era. 1966 saw the debut of Mission Impossible (CBS, 1966-1973) a show that followed the exploits of a crack team of US government agens as they fought covertly to keep the “free world safe”.

Westerns continued to be a prominent part of the TV schedule during the era. Gunsmoke (CBS, 1955-1975) and Bonanza (NBC, 1959-1973) continued to be popular. Atypical westerns began to show up on the small screen in the era, however. 1965 gave us Laredo (NBC, 1965-1967) a comedy western set on the Texas-Mexico border that focused on a group of Texas Rangers.  Occasionally Hispanics showed up in Laredo as more than a background presence in the show. 1968 gave us Here Come the Brides (1968-1970), an ABC western comedy about how nineteenth century Seattle increased its female population by importing them. The show made Bobby Sherman a pop star. 1971 brought us Roy Huggins’s and Greg Larson’s Western drama comedy Alias Smith and Jones (1971-1973), basically a small screen version of the successful movie Butch Cassidy and the Sundance Kid mixed with a lot of Huggins’s Maverick. 1972 brought us Kung Fu (ABC, 1972-1975). Kung Fu followed the half Chinese half American Shaolin monk Kwai Chang Caine (David Carradine) through an American West that was often violent, prejudiced, full of hatre, and quite brutal as he searched for his brother. Caine tried to traverse this West in a peaceful way but when pushed he could push back utilising his kung fu skills to save himself or save others.   

Science fiction and fantasy shows continued to make an appearance on American TV during these years. NBC gave us the scifi series Star Trek (NBC, 1966-1969). Trek would prove unsuccessful in the ratings but become a cult hit in syndication. CBS gave us Lost in Space (CBS, 1965-1968). ABC gave us The Six Million Dollar Man (ABC, 1974-1978) and the Six Million Man spinoff The Bionic Woman (ABC, 1976-1978).

READ THE ESSAY ON SCIENCE FICTION PROGRAMMES HERE http://www.museum.tv/archives/etv/S/htmlS/scienceficti/scienceficti.htm
READ AN ESSAY ON STAR TREK HERE http://www.museum.tv/archives/etv/S/htmlS/startrek/startrek.htm
Comic Book superhero shows were popular during the era. ABC gave us Batman (ABC, 1966-1968) starring Adam West as the Batman and Burt Ward as Robin, and The Green Hornet (ABC, 1966-1967). The Green Hornet starred Van Williams as the Green Hornet and Bruce Lee as the Green Hornet’s driver/sidekick Kato. CBS gave us Wonder Woman (CBS, 1976-1979), which offered viewers a female superhero (Lynda Carter as Wonder Woman) but a female superhero in a rather scanty and revealing outfit.

Horror was also present on the tube in these years. There were Horror/Comedy shows like Kolchak: The Night Stalker (ABC, 1974-1975) starring Darrin McGavin. Kolchak began life as the TV movies The Night Stalker (ABC, 1972) and The Night Strangler (ABC, 1973). The show would prove to be one of the major influences on Chris Carter’s X-Files.

War dramas continued to show up on the small screen as well. ABC’s The Rat Patrol (ABC, 1966-1968) focused on the exploits of an American desert unit during the North African campaign of World War II.

On the family drama front 1965-1975 would see the debut of two of America’s most popular family shows, Michael Landon’s Little House on the Prairie (NBC, 1974-1983) and Earl Hamner, Junior’s The Waltons (CBS, 1972-1981). By the way, The Waltons home would later show up in later seasons of The Gilmore Girls as the Dragonfly Inn.

READ AN ESSAY ON THE WALTONS HERE http://www.museum.tv/archives/etv/W/htmlW/waltonsthe/waltonsthe.htm
Finally, there was the on the road drama Run for Your Life (NBC, 1965-1968) another creation of TV auteur Roy Huggins. Run for Your Life starred Ben Gazzara as a man who, learning he has only a short time to live, decides to drive travel around the world in order to live the rest of his life to the fullest.

Though there were fewer of them variety shows continued to show up on TV during the era. During these years Dean Martin (The Dean Martin Show, NBC, 1965-1974), Pat Boone (The Pat Boone Show, NBC, 1966-1967), Carol Burnett (The Carol Burnett Show, CBS, 1967-1979), Sonny and Cher, Rowan and Martin (Rowan and Martin’s Laugh-In, NBC, 1968-1973), Buck Rogers and Roy Clark (the countrified Hee Haw (CBS/syndication, 1969-1993), Kenny Rogers and the First Edition (Rollin on the River, 1971-1973), Flip Wilson (The Fip Wilson Show, NBC, 1970-1974), and Tony Orlando and Dawn (Tony Orlando and Dawn, CBS, 1974-1976) all hosted variety shows in these years. Comedian Bob Hope would continue to bring his variety specials to the small screen throughout the era.

READ AN ESSAY ON VARIETY PROGRAMMES HERE http://www.museum.tv/archives/etv/V/htmlV/varietyprogr/varietyprogr.htm
On the music show front the era saw the debut of the seminal Soul Train in syndication. The show continues to run today though new episodes have not been shot since 2006.

For the kids there were the Charlie Brown specials—A Charlie Brown Christmas (CBS, 1965), It’s the Great Pumpkin Charlie Brown (CBS, 1966), A Charlie Brown Thanksgiving (CBS, 1973), It’s the Easter Beagle, Charlie Brown (CBS, 1974), ABC’s Schoolhouse Rock segments in 1973, and the Spider-man cartoon series (ABC, 1967-1970).  

One of the novelties of the era was the anthology dramedy. In the beginning there was Love American Style (ABC, 1969-1974) a “hip” exploration of the trails, travails, and triumphs of romance among a group of non-recurring characters. This form would become even more important and prominent in the years 1975 to 1985.

The era saw the rise of movies made specifically for television. By the early 1970s these became mainstays of network programming. The reason? They proved a financial boon to the networks. A typical made for TV movie made for television cost $750,000, far less than what Hollywood was demanding for rental of its recent blockbusters. The ratings were in some cases, phenomenal, particularly for the controversial TV films. With ratings, of course, came advertising revenue. A number of critically acclaimed and popular movies for television were made during the era. There was My Sweet Charlie (NBC, 20 January 1970) which told the tale of the chance meeting between Marlene (Patty Duke), a pregnant White Southern woman abandoned by her family (Patty Duke), and Charlie (Al Freeman Jr.) a Black lawyer from New York City who killed a White Man in self defence at a civil rights protest rally and who, who, over time, become platonic friends. There was Stephen Spielberg’s Duel (ABC, 1971). There was Earl Hamner Juniors’ The Homecoming: A Christmas Story (CBS, 1971), a TV movie which would prove to be the basis for the TV show The Waltons. There was Women in Chains (ABC, 1972) a film about a probaton officer who ends up in a prison run by a sadistic warden (Ida Lupino) in order to study prison life. 

There was Dawn, Portrait of a Teenage Runaway (NBC, 1976) starring Brady Bunch alumnus Eve Plumb as a teenage runaway who turns to prostitution to survive. Presumably Ms. Plumb wanted to shed her good girl Jan Brady image. There was Sybil, the tale of a woman with multiple personality disorder starring Sally Field (NBC 1976). There was The Execution of Private Slovak (NBC, 1974), starring Martin Sheen as a soldier executed for desertion during World War Two. There was Dying Room Only (ABC, 1973) written by Richard Matheson which focused on a wife whose husband had suddenly disappeared from a restaurant at which they had stopped. There was Michael Mann’s Jericho Mile (ABC, 1979) which focused on the life of a loner serving time in California’s Folsum Prison. There was Brian’s Song, a sports movie which focused on the relationship between Chicago Bears football players Black Gayle Sayers (Billy Dee Williams) and White Southerner Brian Piccolo (James Caan) who would die tragically of cancer in real life and in the film. There was That Certain Summer (ABC, 1972) which dealt relatively humanely, particularly for the time, with the issue of homosexuality. 

There was A Case of Rape (NBC, 1974), which dealt with the vicious rape of a woman played by Elizabeth Montgomery. There was The Point (ABC, 1971) Harry Nillson’s animated fable about a boy with a pointed head in a world of round headed people. And then there was Born Innocent one of the most controversial TV films ever (NBC, 1974). Born Innocent told the story of a teenage runaway (Linda Blair) who ends up in a juvenile detention centre where she is brutally raped. It was this fairly explicit rape scene (explicit for American TV at the time) that drew the ire of many. The show was even accused of being the reason for a rape of a nine year old girl. The California Supreme Court would, in 1981, find the film not guilty of the charge and exonerate it of obscenity charges.

Mini-series, series of much more limited duration than the normal run of US TV shows, also became staples of TV in these years. Broadcast over a number of nights some miniseries became huge hits and brought the networks substantial advertising revenue.  Some also brought the networks controversy. There was the controversial Holocaust (NBC, 1978) which starred Meryl Streep among others as people swept up in the horror of the holocaust. There was Shogun (NBC, 1980) which starred Richard Chamberlain (the king of American TV mini-series) as a westerner who becomes a shogun in seventeeth century Japan. There was Thorn Birds (ABC, 1983) starring (again) Richard Chamberlain as a priest in the outback of Australia who is the source of affection for a young woman. Finally, there was Winds of War (ABC, 1983) an epic tale of America’s role in World War II starring Robert Mitchum and Ali McGraw. This mini-series was shown over six successive February evenings, cost nearly $40 million to produce, took more than 200 days to shoot, and had a script of nearly 1000 pages. Shown during sweeps month Winds of War captured half the total viewing audience and sold out all its advertising spots at $300,000 per minute. 
During the afternoon Soaps remained an important part of American TV. As with prime time television things were changing in the world of soap operas, however. And the show that changed soap operas forever was Dark Shadows. Dark Shadows with its vampires, werewolves, witches, and warlocks debuted on ABC in 1966. Originally absent of any of the supernaturalism that would make it famous creator Dan Curtis added the supernatural elements to give the show a second life. It worked. Dark Shadows lasted until 1971. Another new soap that made its appearance during the era was Days of Our Lives (NBC, 1965-).

Game shows remained prominent on daytime and late afternoon TV. Several of the game shows we talked about earlier remained staples of the American airwaves. New game shows also made their appearance. There was The $10,000 Pyramid (CBS, 1973-1976). 
There was Hollywood Squares (NBC, 1966-1981). And then there was that new king of new game shows Chuck Barris. Barris gave us The Dating Game (ABC, 1965-1973, Syndicated, 1973-1974, 1978-1980, 1986-1989, 1996-1999) and The Newlywed Game (ABC, 1966-1974, 1984, Syndicated, 1977-1980, 1985-1989, 1997-2000)—more about these later.

On the animated television front Hanna-Barbera dominated. During the era it gave us Atom Ant (NBC, 1965-1968), Birdman and the Galaxy Trio (NBC, 1967-1969), the Kellogg’s sponsored The Banana Splits (NBC, 1968-1970), Wacky Races (1968-1969) and its spinoffs The Perils of Penelope Pittstop (CBS, 1969-1971) and Dasterdly and Muttley in their Flying Machines (CBS, 1969-1971), Scooby Doo, Where Are You (CBS, 1969-1971), Josie and the Pussycats (CBS, 1970-1971), and the Flintstones spin off The Pebbles and Bam Bam Show (CBS, 1971-1972). Hanna-Barbera’s only real competition during the era was Filmation which gave us the cartoons The Archie Show (CBS, 1968-1969) based on the cartoon series, Bill Cosby’s Fat Albert and the Cosby Kids (CBS, 1972-1984), Star Trek: The Animated Series (NBC, 1973-1974), and the live action cartoon Shazam (CBS, 1975-1977). The Archie Show would help propel a song by the band The Archies (Archie, Veronica, Betty, Reggie, and Jughead; really a group of studio musicians assembled by Don Kirshner) “Sugar Sugar” to the top of the charts in 1969. Hanna-Barbera’s The Banana Splits and Josie and the Pussycats also melded animation with pop rock as characters in both were also in pop rock bands whose songs appeared during the course of the show. 

On the nonfiction TV front the era saw important changes in nonfiction programming on American TV. This was the era of the CBS Evening News with Walter Cronkite, of the ABC Evening News with Harry Reasoner and Walter K. Smith (ABC finally went from fifteen minute to half hour broadcasts in 1967), and of the NBC Evening News with Chet Huntley and David Brinkley. It was an age in which satellites and portable news gathering equipment like videotape machines and satellite technology transformed the gathering and transmission of news. News could now be transmitted instantly from anywhere and everywhere. And American TV news organizations began transmitting news from everywhere. They transmitted it from Vietnam, from the halls of Congress and even from the moon 

TV as I said was everywhere. It was there during the “race riots” in Watts (August 1965), Newark, (July 1967), and Detroit (June 1967). It was there when Martin Luther King Jr. was assassinated in Memphis on 4 April 1968 and during the riots that followed in many American cities. It was there when Robert F. Kennedy was assassinated in Los Angeles on 5 June 1968 just after his victory speech in the California Democratic Primary. He died one day later. It was there during what looked like war during the Chicago Democratic Convention on 26 through 29 August 1968. It was there when Americans Neil Armstrong  ‘Buzz’ Aldrin landed and walked on the moon on 20 and 21 June 1969. It was there on 15 May 1972 when George Wallace was shot in Maryland. It was in Munich on the 5th and 6th of September 1972 when 11 Israeli athletes were taken hostage by Palestinians. All—hostages and hostage takers—were killed out of camera view at the Munich Aeroport. It was there during the gas or petrol shortages of 1972 and 1973. It was in the US Senate between May and November 1973 for the Senate Watergate hearings. The hearings produced a number of dramatic moments—John Dean’s revelations that President Nixon was part of the attempt to cover up the burglary of the Democratic National Committee Headquarters in the Watergate Office Building in Washington, DC and Alexander Butterworth’s testimony that Nixon made recordings of every conversation he had in the White House—and made North Carolina Senator Sam Ervin a folkhero. ABC, CBS, and NBC rotated coverage (PBS ran tapes of the hearings in the evening) while eighty-five percent of America’s households watched. It was in the House of Representatives on 30 July 1974 when the House Judiciary Committee voted to impeach President Richard Nixon. 100 million watched. It was in Washington on 9 August 1974 when Nixon resigned and bid farewell to his staff.

But most of all television was in Vietnam. The war in Vietnam would prove as controversial for American nonfiction television as it would prove for fiction TV. In August 1965 CBS aired a report by Morley Safer which showed US Marines setting fire to the village of Cam Ne. In 1968 NBC News broadcast a report showing Colonel Nguyen Ngoc Loan of the South Vietnamese police shoot point blank and kill a bound captive in a Saigon street. In 1968 and 1972 the networks broadcast the bloody aftermath of the Tet and 1972 offensives. Rarely had American seen the ravages of war. On 27 February 1968 CBS broadcast Walter Cronkite’s special report from Vietnam, “Report from Vietnam: Who, What, Where, When, How?”, which closed with Cronkite’s assertion that the US could never win the war. In 1972 the networks broadcast the accidental napalming of fleeing South Vietnamese civilians who had been mistaken by South Vietnamese forces for North Vietnamese troops. Television was there when North Vietnamese troops crossed the demilitarized zone in 1972. It was in Paris in January of 1973 when the North Vietnamese and United States signed a peace treaty ending the Vietnam War.  All of this coverage was controversial. For many in the White House and Pentagon such coverage undermined American morale and public support of the war. And they had a point. After the Tet Offensive between January and September 1968 support for the war among Americans fell below that of those who opposed it.

Nightly news programmes weren’t the only news oriented programmes of the era. 1965-1975 saw the debut of CBS’s investigative journalist magazine TV show 60 Minutes (1968-) in 1968. Created by Don Hewitt 60 Minutes has been on the air ever since.

Not only was news taking hold on national TV in the United States. It was also coming into its own locally and regionally across the nation. 1965-1975 saw the development of local TV news coverage in communities across the United States.

As I mentioned earlier thanks in part to the FCC, documentaries became an ever more important part of American TV. Many took on tough issues and proved controversial. CBS Reports: “The Selling of the Pentagon” (23 February 1971) produced by Peter Davis investigated the ever increasing role of the military-industrial complex that Eisenhower worried about in 1961 in American life. 1974 saw the debut of one of American TV’s most important science news and documentary series, Nova (PBS, 1974).

The White House responded to this critical turn in American TV by attacking the media as a bastion of “the Eastern liberal establishment” (Vice-president Spiro Agnew’s words, well really that of his speechwrite). Liberals, on the other hand, condemned television for being a bastion of traditionalism and conservativism. 

News and documentaries weren’t the only non-fiction games in TelevisionLand. The era saw the debut of The Dick Cavett Show on ABC (ABC, 1968-1975, 1986, CBS, 1975, PBS, 1977-1982, USA, 1985-1986, CNBC, 1989-1996). Cavett, a Yale graduate and a kind of William Buckley for the liberal and youth culture crowd, interviewed people like Marlon Brando just after he declined his academy award, segregationist former governor of Georgia Lester Maddox who walked off the show after Cavett refused to apologise for a remark he made that was critical of segregation, John Lennon and Yoko Ono just after they arrived in the United States from Europe, Jimi Hendrix, Crosby, Stills, Nash, and Young, Joni Mitchell, and the Jefferson Airplane just after the Woodstock Festival. Cavett took on topical issues as well. He presided over a debate on the Vietnam 
War in 1971 with John Kerry arguing the we shouldn’t be there perspective and John O’Neill arguing for continuing the war. During its run Cavett sometimes proved controversial. His show probed to be only limtedly successful. It bounced between afternoon, prime time, and late night time slots on ABC during its years at that network.

Coverage of sports continued to be prominent on network and local television. Baseball and football games showed up on both network and local TV. The era saw the broadcast of the first Super Bowl game in 1967—it was won by the Green Bay Packers, the triumph of the 1969  “miracle Mets” in the World Series, and the controversies associated with the 1968 and 1972 summer Olympic Games. 

In terms of sports CBS had the NFL, NBC had the AFL, and CBS and NBC had Major League Baseball. Just how important football had become in American life and the life of television can be seen in one number. By 1967 the Super Bowl became the highest rated yearly event on American televsion. This meant increased ad revenue for whoever had the Super Bowl and it meant increased emphasis among major corporations on making “creative” ads for the Super Bowl.

It was during this era that ABC really made its move in television sports coverage. In 1964 and 1968 ABC covered the Winter and Summer Olympics in Innsbrook, Austria, Tokyo, Grenoble, France, and Mexico City respectively. More about both later. In 1970 the network finally got in on the NFL game when it debuted Monday Night Football (1970-2005, ESPN 2006-) hosted by former New York Giants’ player Frank Gifford, former Dallas Cowboys quarterback “Dandy”, and forthright celebrity sportscaster and commentator Howard Cosell. Utilising the latest in camera, recording, and replay technology and emphasising the personal lives and achievements of its athletes (something that even appealed to potential female viewers) Monday Night Football was an immediate hit averaging an 18.5 rating and a 35 share in its first year. Sports purists criticized MNF for its circus and soap like atmosphere. Monday Night Football’s creator Roone Arledge (much more about him later) defended the new style sports coverage by noting that the show had to compete against entertainment programmes on other Olympics. The Olympics and Monday Night Football helped ABC make a name in sports but the real linchpin of ABC Sports was Wide World of Sports (1961-1998).

Wide World of Sports was the brainchild of TV wunderkind Roone Arledge. Arledge and Wide World would redefine television sports. Arledge, who was named producer of ABC’s Wide World of Sports in 1960, vice-president of ABC Sports in 1965 and president in 1968, along with WWS host Jim McKay, turned the show into one focused, as the shows introduction said, on the “thrill of victory” and the “agony of defeat” “around the globe”. The show brought a new attitude (an emphasis on individuals to get viewers emotionally involved), new technology (hand held cameras, boom microphones, replay, light recording equipment, satellite technology), novel uses of that technology (Arledge even put cameras in jeeps), and a new breed of sportscaters (like the previsously mentioned Howard Cosell) to cover sports most of the other networks ignored including track meets, football (soccer) games, car races, baseball games, downhill skiing, and ski jumping from around the world.
The era saw several important sports stories. ABC, NBC, and CBS were there for a number of important sports moments during the era. NBC was there when the underdog New York Jets defeated the highly favoured Baltimore Colts in Super Bowl III on 16 January 1969 16 to 7. Jets quarterback Joe Namath predicted the victory of the lowly AFL team over the vaunted NFL franchise. NBC was there in the fall of 1969 when the lowly “miracle Mets” defeated the team some commentators thought was invincible, the Baltimore Orioles. The Mets beat the Orioles of Frank Robinson, Brooks Robinson, Jim Palmer, and Boog Powell in five games. 

On the Olympics game front ABC broadcast the 1968 Olympics and the 1972 Summer Olympics. NBC broadcast the 1972 Winter Olympics. The 1968 games from Mexico City took place in the capital of an authoritarian and totalitarian Mexico just after hundreds of unarmed students had been massacred by Mexico’s military during protests at a Mexico City university. America’s racial ills would be displayed for the world to see during the games when two of America’s victorious track stars held their fists upright in the Black Power salute during the medal awards ceremony. During the 1972 Olympic games from Munich 45 million in the United States and 900 million worldwide watched as the pro-Palestinian group Black September broke into the Olympic compound and took eleven Israeli atheletes hostage. Black September demanded free passage for themselves and their hostages by jet to Egypt, the release of all non-Arabs from Israeli jails, and the release of of two German radicals (Andreas Baader and Ulrike Meinhof, from West German jails. As I mentioned earlier the crisis ended in the tragic deaths of hostages and hostage takers in, what some claim, was a botched rescue attempt by police at the Munich Aeroport. ABC’s 17 hour coverage of the event with Jim McKay acting as anchor and sportscasters like Howard Cossell reporting, received wide praise from almost everyone.

The FCC made its presence felt in TV sports land when it lifted the blackout that had been put in place on local games to the benefit of owners. Needless to say many fans were overjoyed with government intervention in this arena.

Viewing:
Munich Summer Olympic Games, Munich, 1972
watch clips from the famous or infamous USSR-USA basketball game won by the Soviets 

http://www.youtube.com/watch?v=w9COEbgjvOI http://www.youtube.com/watch?v=5sMX65Y3wPc
Dusty’s Trail, “Phony Express”, 15 January 1974, syndicated

http://www.archive.org/details/Dustys_Trail
Oral Histories
watch an interview with writer/producer Paul Henning from the Archive of Television here

http://www.youtube.com/watch?v=aiw2ux7jSu0
http://www.youtube.com/watch?v=4BwSTMMYZkI
http://www.youtube.com/watch?v=bsmVWM8GLSM
http://www.youtube.com/watch?v=tu1UXDgKh_o
http://www.youtube.com/watch?v=sSJEZTxO5do (on The Beverly Hillbillies)

http://www.youtube.com/watch?v=3aTtbMqIyP4 (on The Beverly Hillbillies)
http://www.youtube.com/watch?v=nNjRIjnfkvM (on Petticoat Junction and Green Acres)

http://www.youtube.com/watch?v=dxn4V6p1OYw (on CBS’s cancellations)

watch an interview with TV creator/writer/director/producer Garry Marshall from the Archive of American Television here

http://www.youtube.com/watch?v=jEf2NsE-lsE
http://www.youtube.com/watch?v=gDVJcbscOeM 

http://www.youtube.com/watch?v=ubUPNioMBbQ (on The Lucy Show and the Odd Couple)
http://www.youtube.com/watch?v=7-HNCxNBtDU (on the Odd Couple and Happy Days)

http://www.youtube.com/watch?v=ZebeE5c2ZXg (on Happy Days and Laverne and Shirley)

http://www.youtube.com/watch?v=WkMDpjs62hY (on Laverne and Shirley)

watch an interview with TV producer and executive Fred Silverman from the Archive of American Television here 

http://www.youtube.com/watch?v=60TxirRUxPQ
http://www.youtube.com/watch?v=JuDPXhKlaqo (on family and kids programming)

http://www.youtube.com/watch?v=XHaGUq8tqUs (on CBS prime time in the 60s)

http://www.youtube.com/watch?v=TgRLl_NqRhw
http://www.youtube.com/watch?v=iFwIpwChib0 (on M*A*S*H*)

http://www.youtube.com/watch?v=Jxma8u7pIWg (on ABC)

http://www.youtube.com/watch?v=sAxx6F2iynE (on Good Morning America)

http://www.youtube.com/watch?v=uKBYaZmMwqI (on The Love Boat)

http://www.youtube.com/watch?v=BQPz7K5gL80 (on leaving ABC for NBC)
http://www.youtube.com/watch?v=kfcew4osvVM (on promotion)

http://www.youtube.com/watch?v=5rcGnwdoKq4 (on NBC)
http://www.youtube.com/watch?v=pVlk2mTxroI (on leaving NBC)

http://www.youtube.com/watch?v=oB6i9Qt-cys
watch an interview with TV executive Grant A. Tinker from the Archive of American Television here

http://www.youtube.com/watch?v=esKFWNRE_DM
http://www.youtube.com/watch?v=qOFmqdPsD30
http://www.youtube.com/watch?v=Id5-uxyFAgs (the quiz scandals)

http://www.youtube.com/watch?v=rdPu-7JpUdA (on NBC)
http://www.youtube.com/watch?v=xyhZ9pfzcew (on NBC, Universal, and MTM)

http://www.youtube.com/watch?v=GVmitr6J2VY (on MTM)

http://www.youtube.com/watch?v=3DVynMR3vmc (MTM as a business)

http://www.youtube.com/watch?v=W9Q-Un-BAMw (on NBC)

http://www.youtube.com/watch?v=yQjzURtyDuY (on MTM)

http://www.youtube.com/watch?v=QF-SNpf65ck
watch excerpts from an interview with TV executive Lee Rich from the Archive of American Television here

http://www.youtube.com/watch?v=8tZ1tLIMfOs (on working in TV programming at 

Benton and Bowles, on The Dick Van Dyke Show, and on forming his own production company Mirisch-Rich)

http://www.youtube.com/watch?v=G3Bhln3kHUs (on The Rat Patrol, on forming Lorimar with Merv Griffin)

http://www.youtube.com/watch?v=bO1Ab230pwI (on marketing, ratings, production costs, Eight is Enough, Dallas, Knots Landing)

watch an interview with creator/producer/writer/director/actor Carl Reiner from the Archive of American Television here

http://www.youtube.com/watch?v=Boz_-yORA8E
http://www.youtube.com/watch?v=hk-9J6P1dq0
http://www.youtube.com/watch?v=NkFOaVg4dog (on Your Show of Shows)

http://www.youtube.com/watch?v=KZzCiTPA5uk (on Your Show of Shows)

http://www.youtube.com/watch?v=ySOBmVb5O-E (on The Dick Van Dyke Show)

http://www.youtube.com/watch?v=RC6Yc83j-bI (on The Dick Van Dyke Show)

http://www.youtube.com/watch?v=4kHOd8XUUwI
http://www.youtube.com/watch?v=ozBvB7nJH8I
watch excerpts from an interview with the writer/creator San Denoff on The Dick Van Dyke Show here

http://www.youtube.com/watch?v=3EVh-1QjGGc
http://www.youtube.com/watch?v=pfjQyO1JhZg
http://www.youtube.com/watch?v=VBglcn1D-_U
watch an exerpt from writer/creator Sam Denoff on That Girl here

http://www.youtube.com/watch?v=ncPo_kr87VM
watch an interview with actor Dick Van Dyke from the Archive of American Television here

http://www.youtube.com/watch?v=3ez0KTAsvZE
http://www.youtube.com/watch?v=Anc3e7OeV6M (early local TV, Bye Bye Birdy, and The Dick Van Dyke Show)

http://www.youtube.com/watch?v=miIV2LePue4 (on The Dick Van Dyke Show)

http://www.youtube.com/watch?v=ocPQUreKJfI (on The Dick Van Dyke Show, Mary Poppins, and after The Dick Van Dyke Show)

http://www.youtube.com/watch?v=yx6J7g7_KS4 (on Diagnosis Murder)

http://www.youtube.com/watch?v=hoDLcSzy4dQ
watch excerpts from an interview with writer Leonard Stern from the Archives of American Television here

http://www.youtube.com/watch?v=6bnX-GWlqVs (working in radio)

http://www.youtube.com/watch?v=wwq2KE_X04U (on Jackie Gleason and The Honeymooners)

http://www.youtube.com/watch?v=XHfcxY09lQI (on The Honeymooners)
http://www.youtube.com/watch?v=c4m6u6zk_ds (on The Smothers Brothers Show)
http://www.youtube.com/watch?v=f5mbHsMYzhY (on Get Smart)

watch an interview with actor David Canary from the Archive of American Televison here

http://www.youtube.com/watch?v=_b4Zd0qWbrU (on All my Children including the technical aspects of the show)

watch an interview with writer D.C. (Dorothy) Fontana from the Archive of American Television

http://www.youtube.com/watch?v=GXjBhYKNc6k (on how she met and came to work for Star Trek creator Gene Roddenberry)

http://www.youtube.com/watch?v=YQYz3KZjX4w (on Star Trek and Desilu and Lucy)

http://www.youtube.com/watch?v=Dx_zdQ-36nc (on Star Trek, the cast of Trek, network problems with Number 1, network demands for a “Beatle” type, and episodes Fontana wrote)
http://www.youtube.com/watch?v=4lfmUO3Pm_U (on Star Trek, Bonanza, The Big Valley, Here Come the Brides, and Star Trek: The Animated Series)
http://www.youtube.com/watch?v=f_uR7y2C9SU (on Star Trek, The Streets of San Francisco, Logan’s Run, The Waltons, and Star Trek: The Next Generation)
http://www.youtube.com/watch?v=qUhryFye6xw (on Star Trek: The Next Generation)
http://www.youtube.com/watch?v=cKZ7NPV9Utk (on Captain Simian and the Space Monkey’s)

watch excerpts from an interview with creator/producer Sherwood Schwartz from the Archive of American Telelvision

http://www.youtube.com/watch?v=yJY-GenF_Qc (on The Red Skelton Show and Gilligan’s Island)
http://www.youtube.com/watch?v=HakaXqzxm0M (on Gilligan’s Island)
http://www.youtube.com/watch?v=Pc0wwTjO62o (on Gilligan’s Island)
http://www.youtube.com/watch?v=d2BScO4tBBU (on Gilligan’s Island) 

http://www.youtube.com/watch?v=ZNqJ57iZrNg (on The Brady Bunch)
http://www.youtube.com/watch?v=CbgKBFUrfTo (on The Brady Bunch)

http://www.youtube.com/watch?v=3c-GktkqWjE (on The Brady Bunch)
http://www.youtube.com/watch?v=2zFiDn5d3Uo (cast members of Gilligan’s Island and on TV executives)
watch an interview with agent/producer Meta Rosenberg from the Archive of American Television

http://www.youtube.com/watch?v=eao6WMNsD3k
http://www.youtube.com/watch?v=TtOjSRr3CuI
http://www.youtube.com/watch?v=a_Va-_wLuro
http://www.youtube.com/watch?v=8abn0Yxb0HM
http://www.youtube.com/watch?v=WTIdKAVmZlE (on James L. Brooks, on The Rockford Files)

http://www.youtube.com/watch?v=BjElQhlOA18 (on The Rockford Files, on James Garner)
http://www.youtube.com/watch?v=zRl6KxJMDd4
http://www.youtube.com/watch?v=6OBgaiS36iw (on network executives)
watch excerpts from an interview with costume designer Bob Mackie from the Archive of American Television here

http://www.youtube.com/watch?v=UqZX9LsP76c (on his influences, The King Family Show, Alice in Wonderland)
http://www.youtube.com/watch?v=I91XZ6PrrT0 (on Alice in Wonderland and The Carol Burnett Show)

http://www.youtube.com/watch?v=ClRUou_xWY8 (on cotume design budgets and The Carol Burnett Show)

http://www.youtube.com/watch?v=BLo9SmjMqwI (on The Carol Burnett Show, the Fred Astaire special, Supremes/Temptation on Broadway special, and The Sonny and Cher Show)

http://www.youtube.com/watch?v=EoV0VCpzfhE (on costume design on TV 2000)

watch an interview with actors Tim Conway and Harvey Corman from the Archive of American Television here. They talk about The Carol Burnett Show
http://www.youtube.com/watch?v=7wDsXjN0HjA&feature=PlayList&p=13338D7F6D11D516&index=0
http://www.youtube.com/watch?v=u08BL0lFHcU
http://www.youtube.com/watch?v=TiqE_IjReEk
watch an excerpt from an interview with actor Barbara Eden on her work on Perry Mason, Route 66, The Virginian, and, of course, I Dream of Jeannie from the Archive of American Television here

http://www.youtube.com/watch?v=zt4dZEXU0To
http://www.youtube.com/watch?v=42Gk34sXHRw
watch excerpts from an interview with Stephen J. Cannell from the Archive on American Television here

http://www.youtube.com/watch?v=F_Mj28EWp_E (studying writing, early work in TV, Adam-12)

http://www.youtube.com/watch?v=YSwZMiEUpE8 (learning the trade)

watch excerpts from an interview with creator/writer/producer/director Norman Lear from the Archive of American Television here

http://www.youtube.com/watch?v=gVV5oY_IpFQ (on All in the Family)

http://www.youtube.com/watch?v=MCtV5WFVkTc (on All in the Family)

http://www.youtube.com/watch?v=5epJPMKUJ4c (on All in the Family and Maude)

http://www.youtube.com/watch?v=WqTvOTqgDRw (on The Jeffersons)

http://www.youtube.com/watch?v=UG5GlW6jrlI (on Mary Hartman, Mary Hartman, Fernwood 2Night, and All That Glitters)

http://www.youtube.com/watch?v=1IabnHkvmrQ (Lear on TV and the legacy of his work)

watch excerpts from an interview with director Jay Sandrich on his work on Get Smart and The Mary Tyler Moore Show from the Archive of American Television here

http://www.youtube.com/watch?v=JVKT0xwA_qc
http://www.youtube.com/watch?v=7laRcbz_GQk
http://www.youtube.com/watch?v=MrLMpE4SBn8
watch an interview with composer Mike Post from the Archive of American Television here

http://www.youtube.com/watch?v=TP_HwYecAoI
http://www.youtube.com/watch?v=OrTVB61QidY (music and the music business, on Mason Williams and “Classical Gas”)

http://www.youtube.com/watch?v=N69ztk9-I_w (on composing music with Peter Carpenter)

http://www.youtube.com/watch?v=En_oSB0kR4Y (on Henry Mancini, on composing music for TV shows)

http://www.youtube.com/watch?v=yHvGC6mRLyY (on composing for TV)

http://www.youtube.com/watch?v=N8zWu4wn2ZE (on composing for TV)

Post’s opening theme for The Rockford Files
http://www.youtube.com/watch?v=wxXUY7-2c5w
Post’s opening theme for LA Law
http://www.youtube.com/watch?v=z09O4D2EmL0
watch excerpts from an interview with creator/writer/producer/director James L. Brooks from the Archive of American Television on CBS News here

http://www.youtube.com/watch?v=dBuyGgMO7WI
watch excerpts from an interview with newsperson Morley Safer from the Archive of American Television here

http://www.youtube.com/watch?v=z3YgvaZxECo (working in independent TV news in Canada, working in the London bureau of the CBC, working in the London bureau of CBS, covering the war in Vietnam for CBS)
http://www.youtube.com/watch?v=Aa84GULblCc (covering Vietnam for CBS)

http://www.youtube.com/watch?v=JWlgRLjUYzA (covering Vietnam)
http://www.youtube.com/watch?v=5TJ0iYGpupU (Vietnam, on CBS News)
http://www.youtube.com/watch?v=AqFU514YCG4 (on CBS News, on 60 Minutes)

http://www.youtube.com/watch?v=y0FxymOuzsM (on 60 Minutes, on Don Hewitt)
http://www.youtube.com/watch?v=57KffvfXeFo (on 60 Minutes)

watch an interview with newsperson Mike Wallace from the Archive of American Television here

http://www.youtube.com/watch?v=Cr4pRhRO7mM (background)

http://www.youtube.com/watch?v=y2gJNl6yuog (early TV news)
http://www.youtube.com/watch?v=RHG7k0kqaRM (on local TV news)
http://www.youtube.com/watch?v=Mqb5LoJmboE (on working for CBS News)

http://www.youtube.com/watch?v=3-dSGKjiP8E (on 60 Minutes)
http://www.youtube.com/watch?v=x3Vuk-xwumI (on 60 Minutes)

watch an interview with sports broadcaster Jim McKay from the Archive of American Television here

http://www.youtube.com/view_play_list?p=131E641459A69191
watch an interview with producer Don Ohlmeyer, director of the 1968 and 1972 Olympics from the Archive of American Television here

http://www.youtube.com/watch?v=Ei_0zHJ7zNk
http://www.youtube.com/watch?v=vjkngr1RNac
http://www.youtube.com/watch?v=N_ffEmVNWBw
http://www.youtube.com/watch?v=9FIvknNag3o
Television Criticism, 1965-1975 

As I noted earlier the media impact school was one of the most prominent schools of media criticism in the late 1940s and early 1950s. The rise of the New Left in the mid and late 1960s all across the world would result in many becoming much more skeptical the media impact school and its sometimes cozy relationship with the state, and the captains of the media industry.

As early as the 1950s noted left leaning sociologist C. Wright Mills—who would, by the way, be a major influence on the New Left—began criticising the cozy relationship that had developed between university research, government, and industry. He would also raise questions about the objectivity of this “abstracted empiricism”. Leon Branson took a similar tack in his Political Context of Sociology (1961). In this book Branson argued that media messages are received in broad social contexts. These broad social contexts, however, he claimed, also influence those who are engaged in analysis of the media. 

By the 1960s the media impact school was returning to favour. This media impact school, however, was hardly in a cozy relationship with either state or corporation. Marshall McLuhan—who would become something of an academic celebrity even appearing as himself in Woody Allen’s film Annie Hall—was the star of this new media impact approach. Influenced by fellow Canadian Harold Innis McLuhan once again emphasized the role the media played on human minds and human mentalities. According to McLuhan oral and literate societies are different. Societies that write and have printing presses, he claimed, tend to be emphasise a visual and an analytical and sequential approach to problem solving.

The culture wars of the 1960s would also lead many to question what they saw as another form of elitism—the distinction between high culture and mass or popular culture that was often formulated in normative or moral terms. Distinctions of quality would not entirely go the way of the dinosaurs, however. In the 1980s analysts like Todd Gitlin, in his book Inside Prime Time, and Robert Thompson argued that one had to make a distinction between quality television and its opposite which, they claimed, dominated regular TV. Thompson claimed that “quality TV programmes were those characterized by the following—they have a pedigree, they were usually not popular with the masses, they have ensemble casts, later episodes have memories of what occurs in previous epidsodes, they often mix and match genres in novel ways, they tend to be the creations of writers, they are self conscious or reflexive, they are often controversial, and they aspire to some form of realism. Gitlin found such a show in MTM’s Hill Street Blues. 

Value and aesthetic judgement was not solely the province of TV criticism. The well known British film journal Sight and Sound began poll critics about what they thought was the greatest film ever made in 1952 and have continued to do so every ten years.  Orson Welles’s “Citizen Kane” has won every poll since 1962 (http://www.bfi.org.uk/sightandsound/topten/history/). Such polls seem to have become almost as popular as cinema going and TV watching itself. Hollywood’s “scholarly” arm the American Film Institute (AFI) named its list of the 100 best “American” films—not all of which, by the way, are American, whatever that means these days—in 1998 (http://www.afi.com/tvevents/100years/movies.aspx). The British Film Institute (BFI)—which is more truly critical and scholarly—named its list of the best films ever made in 2006 (http://www.bfi.org.uk/features/bfi100/). Leading film critic Jonathan Rosenbaum—in his book Essential Cinema—lists his favourite films in the back of the book on a year by year and provisional basis. Even the New York Times (http://www.nytimes.com/ref/movies/1000best.html), Time magazine (http://www.time.com/time/specials/2007/article/0,28804,1651341_1659188,00.html) and the Village Voice (http://www.filmsite.org/villvoice.html) got in the act listing their choices for the greatest films and, in the case of Time, the greatest TV programmes ever made. Films were not the only media to get their top 100 list as my mention of Time’s best TV programmes shows. In 1997 TV Guide provided us with their list of the 100 greatest TV epidodes ever (http://members.aol.com/speaker606/jim/tv.html#marker1).In 2000 the British Film Institute (BFI) gave us their 100 top British TV programmes list (http://www.bfi.org.uk/features/tv/100/list/list.php). In 2002 TV Guide enumerated their 50 Greatest TV Shows (http://www.ez-entertainment.net/features/tvguide50.htm). 

Aesthetic analyses weren’t the only game in town filmtown. The late 1960s and early 1970s saw Roland Barthes, Michel Foucault, Cahiers du Cinema, and the British journal Screen declare the death of the auteur/author and, by extension, the death of auteurist oriented literary and film criticism, from the barricades of their revolution against romantic ideologies (like, they claimed, auteurism) that repressed the inherent politics and sexuality of a literary or film text in the name of an illusory romantic organicism. 

During the era criticism of television for its supposed impacts on American TV watchers continued to be a cottage industry. Liberals and Conservatives alike continued to condemn TV for its violence and asserted that at least some of the rise in violence in the United States was attributable to TV viewing. Federal funding for the study of the links between violence and TV impacted universities as academics put in for and often got monies to study the supposed links between violence and television during the era. 

On the concern about children front, 1968 would see the founding of the Action for Children’s Television (ACT) by Peggy Charren and a group of “housewives and mothers” in Massachusetts who were concerned about the impact of advertising on children. The organization would last until 1992. ACT lobbied the FCC, sometimes successfully, for more educational programming on the commercial networks. They would be instrumental in passing the Children’s Television Act of 1990—more about this later—which mandated that three hours of programme per week be devoted to children’s educational and informational needs. 

One children’s TV show raised all sorts of concern amongst a variety of groups. That programme was Sesame Street. The fast pace of the show led some psychologists to warn “the public” that it might lead to hyperactivity in children. The “psychedelic” style of the show led some to insist that Sesame Street might lead kids down the not so primrose path of LSD use. The pro-racial integration themes of the show along with the fact that the show allowed many old “leftists” to appear on it led many to charge that it had a liberal or left wing political agenda. Others criticized the show for its supposed promotion of more television watching for kids. Overseas the BBC refused to broadcast the show because of its didacticism.

Even before the Sesame Street controversy parents groups arose to counter what they saw as problems in programming for children. 1968 saw the founding of Action for Children’s Television (ACT) by Peggy Charen in her home in Newton, Massachusetts. ACT, in particular, opposed violence in children’s television and inappropriate food and toy advertisements aimed at children. ACT promoted a 14 hour per week block of “quality children’s programming ” and clear demarcation between children’s television and advertising. By 1990 they, thanks in part to legal action, convinced the FCC to enact the Children’s Television Act. 

READINGS:

Narrative Analysis
Deborah Thomas; “Reading Buffy” in Gibbs and Pye, Close-Up #1
John Cooper, “I Spy” Encyclopedia of Television
http://www.museum.tv/eotvsection.php?entrycode=ispy 
Chapter 5

American Television 1975-1985
Contexts

1975 to 1985 was an era of bell bottom pants, platforms shoes, polyester suits—think John Travolta in Saturday Night Fever—disco—think John Travolta in Saturday Night Fever—the disco sucks movement (think the explode disco records riot in Chicago’s Comisky Park), art rock, punk rock, cocaine, crack, pet rocks, the American Bicentennial, the Yom Kippur War between Israel, Egypt, Syria, and Jordan, the OPEC oil boycott, rising gas/petrol prices, long gas/petrol lines, the breakup of Ma Bell—ATT—controversy over the Panama Canal, the overthrow of Somoza in Nicaragua, fears of “communist influence in Nicaragua,  the Iranian Revolution, the Iranian hostage crisis, Iran-Contra, rising unemployment—9.7% in 1982—Yuppies (Young Urban Professionals)—women increasingly moving into the workforce—by the 1980s over 50% of American women were working outside the home—rising divorce rates, economic boom and economic bust, Pope John Paul II, Gerald Ford, Jimmy Carter, Ronald Reagan, Margaret Thatcher (“the Iron Lady”),  neoliberalism, Mikhail Gorbachev, perestroika, and glasnost.

Institutional Contexts

1975-1985 saw cable expansion, increasing satellite transmission of broadcast signals, videocassette recorders, videocassettes—Paramount released the first, Star Trek II: The Wrath of Khan, to home distribution in 1982—lightweight video cameras, computer generated graphics, the rise of national newspapers like USA Today, the New York Times and Wall Street Journal, mergeritis, and synergy—a fancy new name for an old fact of life, vertical and horizontal integration. Media conglomerates like Knight-Ridder, Newhouse, Times Mirror, the New York Times Company, the Tribune Company, Cox Enterprises including Cox Cable, Mutual Broadcasting, TCI, Warner Amex—a joint venture of Warner Brothers and American Express—Viacom, Westinghouse, Sammons Corporation, Capital Cities, Clear Channel, Hearst, Liberty, Metromedia, and Taft became common (some say far too common) during the era. 

During these years Hollywood came to play an increasingly prominent role in US TV. But it was a new Hollywood, a Hollywood that reflected the new frankensteinian buy and paste mergermania that was sweeping through American corporations. Coca Cola bought Paramount Pictures in 1982. Cable mogul Ted Turner bought MGM in 1985 and sold off everything but its motion picture library—he wanted this for his cable networks. Rupert Murdoch gained control of Twentieth Century Fox. GE bought RCA, the parent company of NBC. Capital Cities bought ABC. Lawrence Tisch—CEO of Loews, Corporation—bought a 25% share in CBS helping that network stave off a bid from a Ted Turner to the relief of many to whom Turner was for many the symbol of all that was wrong in the new increasingly global mediaverse. His CNN—more about this soon—was seen as the ultimate in dumbed down news. Many feared mergeritis thinking that mergers of mega-corporations would have, in general, a negative impact on network news. 

As a result of all this horizontal and vertical integration 1975 to 1985 was an era of centralization, syndication, niche marketing, and the conservative talk radio on AM. All of this was thanks, in large part, to government policies of deregulation, policies that basically let big corporations run wild.

The reason for deregulation? 1975-1985 saw the “triumph” of the neo-liberal Reagan Revolution. Calls for deregulation were one of the mantras of the “Reagan Revolution”. Calls for the deregulation of the economy meant calls for the deregulation of the media. 

Deregulation of the media began apace when Mark Fowler was appointed by President Reagan to head the FCC. The Reagan administration argued that marketplace competition alone would suffice to keep American businesses in general and America’s media corporations in particular diverse. With Fowler at the helm the FCC eliminated regulation of children’s TV, eliminated the requirement that radio and TV stations provide some news and public affairs programming as part of their communitiy service, eliminated the Fairness doctrine, eliminated the requirement that media licenses be held for three years by the FCC before ownership was transferred from the public sector to private companies, eliminated most federal restrictions on cable TV. The Cable Communications Policy Act of 1984 (http://www.publicaccess.org/cableact.html) allowed municipalities to set policy on cable TV and establish monopolies in their communities. The Reagan administration also slashed caps on station ownership—a single owner could now own 12 instead of 7 stations with coverage of 28% of the population—and allowed experimentation in low power TV stations covering a radius of 5 to 6 miles. As a result of all of this the value of radio and TV stations rose and these more valuable media properties became the property of fewer and fewer ever larger corporations. The FCC was now restored to its former role as essentially the helpmate of big business. 

“Free TV”

The years between 1975 and 1985 were difficult ones for “free” TV. In 1975 CBS, NBC, and ABC were watched by 90% of the viewing public. By 1985 these numbers fell to 75%. There were a number of reasons for this—the growth and expansion of cable TV particularly into the major markets, the advent of the VCR and videocassettes enabling Americans to watch movies in the privacy of their own homes amongst them. Though Americans were watching less “free” TV they were still watching TV—hours of TV viewing reached a new highs of 6.27 in 1976 and 7.08 hours per viewer in 1979. In 1977 ABC earned $175 million, CBS $110 million, and NBC $105 million on sales of $3.3 billion dollars.

The decline of viewers and changes in the America economy were having an impact on “free TV”. By the 1977-1978 season after three years of falling audience share CBS, NBC, and ABC began cancelling shows that weren’t living up to ratings expectations  (and hence not generating expected ad revune) within weeks rather than seasons. Since this era this has, of course, become standard operating practise in American TV. By cancelling shows so quickly, however, shows don’t have the opportunity to find and build an audience anymore.  

During the era the three major networks continued to battle it out for ratings and thus advertising revenue. To some extent Fred Silverman symbolizes the fluidity of the battles between networks for ratings and advertising revenue and the revolving door phenomenon for executives that was becoming commonplace at all the networks. Silverman made CBS America’s ratings leader with a 40 share thanks to his revamping of CBS’s prime time line-up from one dominated by rural comedies like The Beverly Hillbillies to one dominated by “socially relevant” sitcoms like All in the Family. After making CBS America’s leading network, Silverman left for ABC in 1975. He became president of the programming division from whose vantage point he worked his magic again turning that traditionally also ran network into the ratings leader thanks to shows like Three’s Company, Charlie’s Angels, and Roots. In 1978 Silverman became president and CEO of NBC. While he did improve NBC’s ratings during his regin at the peacock network he failed to take it to the top of the network heap. In 1981 he left to become an independent producer.

There were also changes on the ownership front during these years. On 18 March 1985 ABC was sold to Capital Cities for $3.5 billion dollars. The takeover symbolized, to some extent, how the once mighty networks were falling. Capital Cities was a communications conglomerate that owned 7 TV stations (all ABC affiliates), 12 radio stations, 10 daily newspapers, 30 trade publications, and other communications related ventures. It was only one-fourth the size of ABC. Over at CBS the network, in order to stave off a hostile takeover by Ted Turner borrowed money and plunged further into debt. More about this soon.

American Cable Television

1975 to 1985 saw, as I mentioned earlier, the tremendous expansion of the American cable TV industry thanks in part to government deregulation. These years saw the development of premium cable networks like HBO—which by 1973 was owned solely by Time, Inc, Showtime—this was owned by Viacom, The Movie Channel—owned by Warner Brothers, Cinemax—owned by HBO, American Movie Classics (AMC, 1984), the Playboy Channel (1982), Bravo (1980), and the Disney Channel (1983). Pay cable channels charged subscribers a fee to receive them and, as a result, showed uncut films, special sporting events, and adult films to those who signed up to receive them. The reason pay calbe could show films uncut was because they did not use the public electromagnetic spectrum. This allowed them to escape federal and state regulation of content.

Basic Cable also expanded during these these years. On basic cable one found superstations like Ted Turner’s WTBS (1976)—by 1984 TBS would have 30 million subscribers, the Tribune Company’s WGN, and New York City’s WOR and WPIX—the former went superstation in 1979, the latter in 1984. The fact that each of these superstations had the broadcasting rights to the Atlanta Braves, Chicago Cubs, New York Mets, and New YorkYankees certainly helped with their viewership. 

Superstations were not the only came in town on basic cable. 1975 to 1985 saw the rise of niche stations. There was Ted Turner’s Cable News Network or CNN (1980). There was Ted Turner’s Turner Network Television (TNT, 1988) which made extensive use of the MGM library that Turner now owned. There was the sports network Entertainment and Sports Programming Network ESPN (1979) which began life as the regional New England Entertainment and Sports Network. It was bought by Getty Oil in 1979 and then ABC in 1984. There was that other sports network the Madison Square Garden Network (MSG) which was owned by New York City’s Madison Square Garden. There was the Arts and Entertainment Network (1984) owned by the Hearst Corporation. A&E originated out of a merger between ARTS (1981) and the Entertainment Channel (1982) which was owned by NBC). It broadcast cultural programming. There was the childrens’s and classic TV oriented Nickelodeon (1979). It was owned by Warner Amex. There was Music Television (1981). MTV with its VJs spinning rock videos was owned by Warner Amex. There was Video Hits 1 (1985). VH1 was another rock music channel owned by Warner Amex. There was the Weather Channel (1982) (now owned by NBC Universal). There was The Nashville Network (1983) (Spike TV as of 2003) a country video channel based at Nashville’s Opryland and owned by Gaylord Entertainment. Gaylord Entertainment owned Opryland, the Grand Old Opry, and Nashville mega radio station WJM. There was Black Entertainment Television (1980). BET owned by Black entrepreneur Robert L. Johnson which ran videos by Black music artists as well as soaps, game shows, sitcoms, dramas, and sports. There was the Spanish International Network (1976). SIN, which would later be renamed Univision, was founded by Mexican businessman and media mogul Emilio Azcarraga and showed Spanish talk shows, health shows, variety shows, and telenovellas—Spanish language soaps. It would eventually be purchased by Hearst, ABC, and Viacom,. There was Lifetime (1984), the product of a merger between Hearst’s Daytime network. Lifetime was established in March 1982 as a four hour per day service emphasizing women's programming. Lifetime marketed itself as “television for women”. There was Viacom’s Cable Health Network founded in 1982 as a 24-hour service that carried health and wellness programming. There was the Discovery Channel (1985), a science oriented network founded by John Hendricks and owned by Discovery Communications. There was the Learning Channel (1972). TLC is an educationally oriented network. It would be purchased by Discovery Communications in 1991. In the public service sphere there was C-SPAN (1975) and C-SPAN II (1986). Both broadcast public affairs programmes and sessions of the US House of Representatives and Senate. In the religion sphere there was the Trinity Broadcast System, later the Trinity Broadcast Network (1973), Jim and Tammy Bakker’s Praise The Lord (PTL) Network which split off from Trinity, Pat Robertson’s Christian Broadcasting Network or CBN (1977), and the Catholic Eternal Word Network or EWTN (1981). In the home shopping domain there was the Home Shopping Network (1982) and QVC (1986). Finally in the self help arena there was Home and Garden TV (HGTV), the Health and Fitness Network, and the Therapy Channel.

American Television Programming, 1975-1985

Despite the decline in viewership for “free TV” programming remained much the same as it always had. Sitcoms remained a staple of the American “free” TV network diet. ABC gave us Happy Days (1974-1984), a nostalgic romp through the 1950s and 1960s influenced by the success of George Lucas’s film American Graffiti. The show would make Henry “The Fonz” Winkler a star. It gave us Welcome Back Kotter (1975-1979) a show about a teacher who returns to his old neighbourhood in Brooklyn to teach lovable juvenile delinquents like Vinnie Barbarino (John Travolta). The show made Travolta a star. It gave us Laverne and Shirley (1976-1983), a Happy Days spinoff starring Penny Marshall as Laverne De Fazio and Cindy Williams as Shirley Feeney, two working class girls from Milwaukee employed in one of that city’s breweries who were just looking for a little romance in their lives. It gave us the urban Black comedy What’s Happening (1976-1979). It gave us Three’s Company (1977-1984), an American adaptation of the British show Man About the House and one of the first of the so-called “jiggle comedies” on American television. Three’s Company starred John Ritter (Jack Tripper), Susanne Sommers (Chrissy Snow), and Joyce DeWitt (Janet Wood) as man, woman, and woman living together in the same California apartment. Ritter feigned homosexuality to avoid the opprobrium of the prudish male landlord Stanley Roper (Norman Fell). It gave us Soap (1977-1981), a farce about a thoroughly dysfunctional family that parodied TV’s soaps. Soap proved controversial with America’s moral guardians (many of whom condemned it) since it touched on issues such as homosexuality, marital infidelity, impotence, interracial marriage, and gay parenting. It gave us Benson, (1979-1986) a spinoff of Soap, that centred on that shows black butler (Robert Guillaume). It gave us Mork and Mindy (1978-1982), another Happy Days spinoff, which starred Robin Williams (Mork) as a alien from outer space who is having difficulty getting used to life on the earth planet. It gave us MTM’s Taxi (ABC, 1978-1982, NBC, 1982-1983) a sitcom exploring the sometimes crazy goings on at a New York City cab company starring Danny DeVito, Judd Hirsch, Marilu Henner, Andy Kaufman, Carol Kane, Christopher Lloyd, and Tony Danza. Taxi would win 14 Emmy’s, garner low ratings, and create the ensemble sitcom that would prove more popular with audiences the second time around when Cheers (NBC, 1982-1993) came on the air. It gave us Angie (1979-1980) a sitcom about a one time waitress, Angie (Donna Pescow), who marries a wealthy upper class customer, Brad Benson (Robert Hays). It gave us the police precinct comedy Barney Miller (1975-1982). It gave us Police Squad (1982) a parody of M Squad brought to us by the creators of the film Airplane, Jim Abraham and David and Jerry Zucker. Simpsons creator Matt Groening claimed this show was twenty years ahead of its time. And it gave us Who’s the Boss (1984-1992) in which Tony Danza (Tony Micelli) an Italian stallion of a widowed single male takes a job keeping house for working single widowed woman Angela Bower (Judith Light) in order to provide the better life for his daughter Samantha (Alyssa Milano). 

CBS gave us One Day at a Time (1975-1984), one of Norman Lear’s many sitcoms. It gave us Newhart (1982-1990), starring, yes, Bob Newhart, as an innkeeper in a small town in Vermont whose residents seem more appropriate to Dada or surrealist work or Green Acres. It gave us the working class comedy Alice (1976-1985), based loosely on a 1975 film directed by Martin Scorsese. It starred Linda Lavin (Alice) who after the death of her truck driving husband sets off for Hollywood to become a star. She makes it as far as Arizona where she takes a job as a waitress in a greasy spoon restaurant and dreams all the while of getting her big break in showbiz. It gave us Square Pegs (CBS, 1982-1983), a sitcom created by SNL writer Annie Beatts, which centred around the attempts of two nerds (Sarah Jessica Parker and Amy Linker) to fit in with the in crowd at their high school. And it gave us Kate and Allie (1984-1989) starring Susan St. James (Kate) and Jane Curtin (Allie) as divorced mothers trying to make it in the semi-cruel post divorce world.

NBC gave us Diff’rent Strokes (1978-1985, ABC 1985-1986), the tale of two poor black children adopted by a White Park Avenue millionaire Philip Drummond (Conrad Bain).  It made Gary Coleman, Todd Bridges, and Dana Plato “stars”. It gave us Cheers (1982-1993), a ensemble sitcom set in a Boston pub starring Ted Danson, Shelly Long—who was replaced by Kirsty Alley after she left the show for greener film pastures that didn’t turn out to be all that green—Woody Harrelson, and Kelsey Grammar. Cheers, as I mentioned earlier, drew on the less popular but critically acclaimed Taxi, and was the creation of MTM alumns James Burrows, Glen Charles, and Les Charles. Cheers focused on the sometimes crazy goings on at a Boston put owned by a former Red Sox baseball player played by Ted Danson. It gave us Family Ties (1982-1989), a sitcom cented around the Keaton’s, a couple with hippie roots whose teenage son Alex (Michael J. Fox) is a Reagan style neo-con. The show made Michael J. Fox a star. It gave us Mama’s Family (NBC, 1983-1984, syndication 1986-1990) which originated from a series of skits on the Carol Burnett Show. Mama has has to be one of America’s first dysfunctional family sitcoms. It gave us Night Court (NBC, 1984-1992) a sitcom set in a New York City courtroom starring Harry Anderson, Markie Post, John Larroquette, and Richard Moll. And it gave us The Cosby Show (1984-1992) which starred Bill Cosby as a Black middle class Father Knows Best like patriarch for the eighties and nineties. 

The Cosby Show show was the creation of Bill Cosby, former ABC executives Marcy Carsey and Tom Werner—more about them later—and co-producers Ed Weinberger and Michael Leeson. It would help return NBC to the top of the ratings in the late 80s and early 90s turning it the self proclaimed “Must see TV” network in the process. The Cosby Show was envisioned as a traditional family sitcom with a difference, the family would be African American. The patriarch Cliff Huxtable, played by Cosby, was a successful obstetrician.  His wife, Clair, played by Phylicia Rasad, was a lawyer. They had five kids. One of the them, Denise, played by Lisa Bonet, would get her own show when she went off to a historically black college in the South, A Different World (NBC, 1987-1993). Many praised Cosby for its lack of Black stereotypes and caricatures. Others criticized it for its middle classness, a middle classness even Whites could be comfortable with. Many criticized it, in particular, for its lack of engagement with America’s troubled racial past and present.

READ AN ESSAY ON THE COSBY SHOW HERE http://www.museum.tv/archives/etv/C/htmlC/cosbyshowt/cosbyshowt.htm
A number of independent produced sitcoms came on the air during the era. Two of the most famous or infamous of these were Norman Lears’s All that Glitters (syndicated, 1977) and Fernwood 2Nnight (syndicated, 1978). Both reflected the growing reflexivity of American TV. All that Glitters reversed western gender stereotypes. In the All that Glitters universe women were the heads of households and industries while men where homemakers and secretaries. Fernwood 2Night, set in the same Ohio town where Mary Hartman lived, simulated and parodied American talk shows years before HBO’s Larry Sander’s Show starring Gary Shandling (1996, 1998-1999).

Family dramas remained important during the era. There was Eight is Enough (ABC, 1977-1981). Eight is Enough focused on the trails, travails, joys, and triumphs of a family of eight starring Dick van Patten (Tom Bradford) as the patriarch of the family whose mother had died. Tom took a new wife “Abby” Abbott (Betty Buckley) to high ratings in a later first season two hour episode. Family (ABC, 1976-1980) focused on the trials and travails of the middle class Lawrence family, father, mother, and three children, Nancy (Meredith Baxter), Willie (Gary Frank) and “Buddy” (Kristy McNichol). This was hardly Father Knows Best, however, as episodes dealt with unwanted pregnancies, extramarital affairs, breast cancer, teen sex, and alcohol abuse. Earl Hamner’s Apple’s Way (CBS, 1974-1975) focused on an architect (Ronny Cox) who uproots his family from the hell of LA and returns them to his pastoral hometown in Iowa. They take up residence in a barn he has converted to home use. James at 15/James at 16 (NBC, 1977-1978) focused on a 15 year old boy who most cope with everything that goes along with moving to a new town.

Undoubtedly the most important and influential TV programme of the era was Dallas (CBS, 1978-1991). Dallas, the Romeo and Juliet like saga of two families—the Ewing’s and the Barnes’s—brought the prime-time soap back to US TV. The show would take the Romeo and Juliet like inter-family struggle between Jock Ewing (Jim Davis) and Digger Barnes (David Wayne) over oil and a woman, Miss Ellie (Barbara Bel Geddes) back some forty years. Jock, of course, won the battle but the war continued into the second generation as JR Ewing (Larry Hagman) and Cliff Barnes (Ken Kercheval) continued the fight for oil and love. One of the joys of the show was Larry Hagman’s brilliant portrayal of the man everyone seemed to love to hate, JR Ewing. The soap meant that Dallas had multiple and complex characters—JR’s brother Bobby (Patrick Duffy) was married to Digger’s daughter Pam (Victoria Principal)—had a memory, and had multiple storylines. At the height of its run Dallas the most popular TV show in the world and a cultural phenomenon. 

READ AN ESSAY ON DALLAS HERE http://www.museum.tv/archives/etv/D/htmlD/dallas/dallas.htm 

The success of Dallas, not surprisingly, spawned a host of imitators and spinoffs including Knots Landing (CBS, 1979-1993)—a spinoff of Dallas which centred on the exploits of the Ewing son who lived in California, Falcon Crest (CBS, 1981-1990) —and Dynasty (ABC, 1981-1989) which took Dallas, transported it from Dallas to Denver, and added a female twist to it. The soap drama centred around the battle royale between the two wives of megabusinessman Blake Carrington (John Forsythe) and his two wives, ex-wife Alexis Carrington (Joan Collins) and soon to be wife Krystle Jennings later Carrington (Linda Evans).
Another debut which shook American TV land was that of the “quality drama” Hill Street Blues (NBC, 1981-1987). Hill Street Blues, an MTM programme, was the creation of Steven Bochko and Michael Kozoll. Both were given an extraordinary amount of freedom for the time to make the show they wanted to make. The show mixed soap—its characters had both positive and negative traits—melodrama—the characters struggled with life and love—and crime drama with a significant dose of realism, overlapping dialogue, an ensemble cast, and a serial format—it had a memory—to become one of the most acclaimed shows of the era. Hill Street would go on to win 26 Emmy’s during its run. The show helped NBC and its advertisers reach that important but difficult to reach niche market of high income, well-educated men. NBC would take greater control of the series as it went on forcing Bochko and Kozoll to resolve at least one of the shows many arcs at the end of each episode. HSB’s MTM stable-mate St. Elsewhere (NBC, 1982-1988) transferred the Hill Street Blues formula to a hospital setting. 

READ AN ESSAY ON HILL STREET BLUES HERE http://www.museum.tv/archives/etv/H/htmlH/hillstreetb/hillstreetb.htm
Hill Street Blues and St. Elsewhere with their mixture of drama and comedy (think Shakespeare) were only the tip of the dramedy iceburg. There was that anthology dramedy Love, American Style. There was Aaron Spelling’s very popular The Love Boat (ABC, 1977-1985) which brought a series of guest stars hoping to find love to a cruise ship staffed by regulars that included MTM alum Gavin MacLeod as the Captain, Bernie Kopel as the doctor, Lauren Tewes—who would later be fired because of cocaine use—as the cruise director, Fred Grandy as the purser, Ted Lange as the bartender, and Jill Whelan as the captain’s daughter. There was the popular Fantasy Island (ABC, 1978-1984) which brought a cast of guest stars hoping to live out their fantasies on an island run by Ricardo Montalban and his diminutive assistant Herve Villachaize 

(watch excerpts here http://www.youtube.com/watch?v=GX-pVhTZg0U).

Dramedy—a genre some see as a “free TV’s” response to cable—would prove so popular in the era that it would even come to the detective show. A show which mixed comedy, drama, and private investigation was Simon and Simon (CBS, 1981-1988). Simon and Simon centred around the cases and lives of polar opposite brothers Rick Simon (Gerald McRaney) and A.J. Simon (Jameson Parker). Still another was Aaron Spelling’s Hart to Hart (ABC, 1979-1984) starring Robert Wagner and Stephanie Powers as wealthy husband and wife detectives Jonathan and Jennifer Hart.

READ AN ESSAY ON DRAMEDIES HERE http://www.museum.tv/archives/etv/D/htmlD/dramedy/dramedy.htm 

It wasn’t only drama and comedy that were spliced during the era. 1975 to 1985 saw the appearance of a show that mixed action adventure with rural comedy, The Dukes of Hazzard (CBS, 1979-1985). The Dukes of Hazzard Bo (John Schneider), Luke (Tom Wopat), Uncle Jessie (Denver Pyle), cousin Daisy (Catherine Back), and their car—for some the real star of the show—a 1969 Dodge Charger the General Lee, played good natured Robin Hoods to the corrupt and underhanded town mayor Boss Hogg (Sorrell Booke) and his brother-in-law Sheriff Roscoe P. Coltrane (James Best). The era also saw the debut of two other adventure comedies, Glen Larson’s BJ and the Bear (NBC, 1979-1981) and its spinoff The Misadventures of Sheriff Lobo (NBC, 1979-1981).
Despite the prevalence of genre mixing during the era there was still a place for more standard genre fare on American TV. 1975 to 1985 saw the debut of a number of action-adventure shows on US TV. There was Michael Mann’s and Anthony Yerkovich’s stylish and very cinematographic pastel piece Miami Vice (NBC, 1984-1989). Vice starred Don Johnson and Philip Michael Baker as the suave and always immaculately dressed Miami Vice officers “Sonny” Crockett and “Rico” Tubbs who, despite the corruption and graft often wrought by drugs around them, usually and usually violently got their man. The origins of Vice lie with the head of entertainment at NBC Brandon Tartikoff. In a meeting Tartikoff told Yerkovich what he wanted in Vice was “MTV cops”. He got it. There was Aaron Spelling’s Charlie’s Angels (ABC, 1976-1981), a show that allowed women to have their cake—the three Angels were tough private eyes who could easily survive a man’s world—and allowed the men to eat it too—the Angels—including the soon to be mega star Farrah Fawcett—solved most of their cases in the sexiest of outfits. Farrah would leave Charlie’s Angels and become a staple of TV movies like Murder in Texas (1981) and The Burning Bed (NBC, 1984) after the first season. Contractual obligations, however forced her to make several recurring appearances in the second. There was Quincy, M.E., (NBC, 1976-1983), starring Jack Klugman, as a medical forensics expert who usually ends up solving crimes he is called in on because of the incompentence of all of those around him. There was the hip cop drama Starsky and Hutch (ABC, 1975-1979) starring Paul Michael Glaser as David Starsky and David Soul as Kenneth “Hutch” Hutchinson, two streetwise cops who solved crimes in sometimes less than lawful ways. There was CHiPS (NBC, 1977-1983) a show about the lives of two California Highway Patrol motorcycle officers, the macho Francis “Ponch” Poncherello (Eric Estrada) and the strait-laced Jon Baker (Larry Wilcox). The show made Eric Estrada a star. There was the Hardy Boys/Nancy Drew Mysteries (ABC, 1977-1979. There was Hart to Hart (ABC, 1979-1984) starring Robert Wagner and Stephanie Powers as millionaire husband and wife detectives Jonathan and Jennifer Hart.
There was Magnum PI (CBS, 1980-1988) starring Tom Selleck as Hawaiin PI Thomas Magnum.

READ AN ESSAY ON CHARLIE’S ANGELS HERE http://www.museum.tv/archives/etv/C/htmlC/charliesang/charliesang.htm 
And there was Cagney and Lacey (CBS, 1982-1988). Cagney and Lacey is a case study in the difficulties the “liberated woman” had in breaking into the American prime time lineup between 1975 and 1985. The show was the brainchild of writer/producers Barbara Corday and Barbara Avedon. Corday and Avedon both they were moved to develop C&L after reading Molly Haskell’s seminal book on women in film, From Reverence to Rape. Corday and Avedon originally envisioned the project as a comic feature film about two female buddy cops. Unable to sell it to the studios they pitched it to TV executives instead as a potential series. The project, at first, didn’t fly with TV execs either. They did express interest, however, in making a TV movie out of the project.

To bring Cagney and Lacey to the small screen Corday and Avedon hooked up with producer Barney Rosenzweig, then Corday’s husband, and Filmways head Ed Feldman, who provided the seed money. In 1981 the Cagney and Lacey debuted on the small screen. The movie, starring Loretta Swit of M*A*S*H* fame as Cagney—CBS insisted that she play the part—and Tyne Daley as Lacey—drew a 42 share. Ratings success, as it usually does, led CBS to reconsider C&L as a series. The network saw the advertising potential of a show aimed at American women working outside the home.

Cagney and Lacey the series premiered in 1982 with Meg Foster replacing Swit as Cagney and Daly reprising her role as Lacey. The show, however, didn’t get the ratings CBS hoped and they decided to cancel it. A publicity campaign by Filmways, however, drove the ratings for the fourth episode up to a 34 share. Dollar signs again made CBS reconsider its position. The network decided to renew the programme but wanted some changes. They ordered the feminist content of the show be toned down and they wanted Meg Foster who the network described as the “too tough”, “too harshly women’s lib”, “too masculine”, and a “dyke”—CBS was worried that the show might be too lesbian—to be replaced. The more feminine Sharon Gless was brought into play Cagney. 

With a new actor in the role of Cagney the network also decided that it was time to rework the character of Cagney. Cagney was given a father cop to soften her. 

The ratings for the retooled Cagney and Lacey were still too low for CBS and they decided once again to cancel the show. This time support and a letter writing campaign from the feminist community including the National Organisation of Women (NOW) proved to be the shows salvation. 

CBS took the hint. During the 1984 through 1987 season’s feminist issues were reintroduced into the series and ratings rose to a consistent 15.9 share. This wasn’t enough to save the show, however. CBS cancelled it for a third and time in 1988.

Though CBS tried to tone down the “lesbianism” of the show fans continued to read the show—as some academics put it—“against the grain”. Cagney and Lacey garnered a substantial number of lesbian viewers who, ironically, turned Sharon Gless into a lesbian pinup.

The role of women behind the action on the screen in Cagney and Lacey was immense. Of the 125 episodes of C&L produced women were credited as producer on all, as writer or co-writer on 75, and as director on 21. Women, if for a moment, had come a long way. 

One of the organizations that arose out of the attempt to save C&L was the Viewers for Quality Television founded in 1984. That organization, founded by Dorothy Swanson, took as its mission to honour “quality TV programmes and to try to keep them on the air. The first quality show it honoured with its Q Award in 1985 was, of course, Cagney and Lacey for drama and, for comedy, The Cosby Show. Viewers for Quality Television would disband in 2000, due, ironically, to financial troubles but not before honouring the TV show Buffy the Vampire Slayer with its Founders Award.
READ AN ESSAY ON CAGNEY AND LACEY HERE http://www.museum.tv/archives/etv/C/htmlC/cagneyandla/cagneyandla.htm
Finally, there was the war drama Baa Baa Black Sheep (NBC, 1976-1978) which focused on the unconventional “Pappy” Boyington (Robert Conrad) and his team of US Marine fighter pilots in the South Pacific during World War Two. 

1975-1985 continued to see the presence of SciFi on the small screen. There was Scholastic Books Voyagers (NBC, 1982-1983) the tale of a twentysomething (Jon-Erik Hexum) and a teenager (Meeno Peluce) who “travel through time to help history along”. There was Buck Rogers in the 25th Century (NBC, 1979-1981). There was Glen Larson’s Mormon infused saga Battlestar Galactica (ABC, 1978-1979). Galactica focused on a group of humans who had survived the destruction of their homeworlds, the Twelve Colonies, by the nasty Cylons and who were now traversing space in search of earth. Finally, there was The Incredible Hulk (CBS, 1978-1982), an adaptation of the Marvel comic book superhero, starring Bill Bixby as scientist Bruce Banner who when angry, thanks to an accident in the lab, becomes the Incredible Hulk.

TV movies continued to be made by all the major networks during the era. Some took on the big issues of the time. The Day After (ABC, 1983), for instance, explored how a group of individuals in the college town of Lawrence, Kansas and nearby Kansas City, Missouri dealt with nuclear war and nuclear winter, one of the great fears of a Reagan era which saw increase in military spending and the heating up of the Cold War. Nearly 100 million Americans watched. Another was PBS’s adaptation of Ursula Le Guinn’s Buddhist influenced Lathe of Heaven in 1980. 

Mini-series also continued to appear. One was Richard Matheson’s adaptation of Ray Bradbury’s The Martian Chronicles in 1980. Still another was the adaptation of Vincent Bugliosi’s nonfictional book about his prosecution of the Manson gang who had viciously murdered Sharon Tate and others, Helter Skelter (CBS, 1976). Still another was ABC’s Roots (1977), a “mini-series” that followed an African American family from slavery to freedom over eight consecutive nights to high ratings .

Variety shows continued to make an appearance on the tube though not in the numbers they had previously. 1971 saw the debut of The Sonny and Cher Comedy Hour (CBS, 1971-1974) starring the husband and wife team of Sonny Bono and Cher. 1976 saw the debut of Donny and Marie—she was a little bit country, he was a little bit rock and roll. It would last until 1979. 1976 would also see the return of a now divorced Sonny and Cher to TV in the Sonny and Cher Show (CBS). It would prove less popular than its previous incarnation and go off the air in 1977. 

In some ways 1975-1985 might be said to be the era of the soap opera. General Hospital scaled ratings heights never before seen for daytime TV when 30 million Americans tuned in to watch the culmination of the Luke and Laura romance, their wedding..

Several new soaps came on the air during the era. One was One Life to Live 

(ABC, 1968-). Another was All My Children (ABC, 1970-), a soap that came to centre around Erica Kane (Susan Lucci), the woman you just loved to hate and hated to love. Another was Santa Barbara (NBC, 1984-1993). Still another was The Young and the Restless (CBS, 1973-). 
Children’s oriented programmes remained prominent during the era. 1976 saw the debut of the Sesame Street spin-off The Muppet Show (Syndicated, 1976-1981). Even adults loved creator Jim Henson’s Kermit the Frog, Miss Piggy, and the others. The show was so popular that it made the jump from small screen to big screen in 1979 with The Muppet Movie. 1976 also saw the debut of Sid and Marty Croft’s Electra Woman and Dyna Girl (ABC, 1976-1977 poked fun (playfully) at Batman and Robin and is, for some, representative of the impact of feminism on the small screen. On cable Shelly Duvall brought here Faerie Tale Theatre to Showtime (1982-1987). 
Nonfiction television remained vibrant and underwent several changes during the era. On the news front just as 1975 to 1985 saw the corporatization of American and America’s television it saw the corporatization of news and the development of a closer relationship between news and entertainment divisions of all the televsion networks. This was the era when Dan Rather (who became CBS anchor in March of 1981, Tom Brokow (who became NBC anchor in April of 1982), and Peter Jennings (who became ABC anchor in 1983). Increasingly TV’s anchors were garnering star status in the public’s eyes. The news becoming entertainment?

For network news divisions it was an era of belt tightening. It was also an era of dramatic change. At ABC former sports producer Roone Arledge was named president of ABC News in May of 1977. It was hoped that he would work the same magic at ABC News that he had at ABC Sports. In July of 1978 Arledge unveiled ABC World News Tonight, gave it a greater emphasis on international news, and gave it two anchors, Frank Reynolds from Washington and Max Robinson, the first Black anchor in US television news history, from Chicago. Within five years ABC World News Tonight had achieved parity with CBS and NBC News. Critics felt Arledge compromised the news by allowing entertainment and style to triumph over substance and sound bites and spin to triumph over substance. 

ABC World News Tonight wasn’t the only innovation Arledge brought to ABC News. A news programme that proved crucial in helping Arledge increase ABC’s news ratings was Nightline (1980-). Nightline began life during the crisis in Iran between 4 November 1979 to 20 January 1981 when American diplomatic personnel were taken hostage by students supporting the revolution taking place in that country to overthrow the US backed Shah (the US, of course, had helped overthrow a democratic government in Iran in 1954 and put the Shah in powerw). The show was originally called The Iran Crisis: America Held Hostage and consisted of a series of daily late night special reports beginning in May of 1980. Arledge brought in ABC correspondent Ted Koppel, who specialized in international affairs and spoke five languages, to host Nightline. It proved immensely popular and is still alive and well and living on ABC as I write. Koppel retired from ABC and the show in 2005.

Arledge wasn’t done yet. He lured veteran anchorman David Brinkley from NBC and built a Sunday morning news show around him This Morning with David Brinkley (1981-1998). When Brinkley retired from the show in 1996 ABC correspondent Sam Donaldson and NPR analyst Cokie Roberts took over. In 2002 they were succeeded by former Clinton politial advisor George Stephanopolis. Both Donaldson and Roberts stayed on as house pundits along with conservative commentator George Will. Next Arledge lured Hugh Downs and Barbara Walters from NBC (both had worked on The Today Show) and built 20/20 (1978-), ABC’s lighter version of 60 Minutes, around them. Finally Arledge lured Diane Sawyer away from CBS to co-host another newsagazine, Prime Time Live (1989-), with Sam Donaldson.

When it was all over and the dust had settled Arledge proved that he was no sports programming flash in the pan. When Arledge took over ABC News the programme was mired in third place behind CBS (30% share) and NBC (26% share) with a 17% share of market audience. By 1990 ABC World News Tonight overtook CBS Evening News to become the most popular newscast on American television. More importantly it was earning $70 million dollars in profits.

Television, of course, continued to make history. Television was there in September of 1975 when two attempts were made on President Ford’s life. It was there during the summer of 1976 when the US celebrated its bicentenniary. It was there, as I mentioned, in 1979 when revolutionaries took personnel at the US Embassy in Tehran hostage. It was there when President Reagan was shot during as assassination attempt on 30 March 1981.

It wasn’t only on the national stage that television news was changing. Local news really took during these years. It was made use of all the technology that was changing television from satellites to light weight cameras and to light weight recording equipment. These new technologies made local news cheap to produce, and it turned out to be popular with local TV viewers all across the United States. 
Documentaries and public affairs programmes on CBS, NBC, and ABC declined precipitously during the era. Still NBC gave us a documentary on radioactive waste Danger: Radioactive Waste (1977). PBS, as I noted earlier, was becoming the home of both. This era saw the debut of the fly on the wall documentary An American Family (PBS, 1973) which gave PBS some of its highest ratings ever, the thirteen part Vietnam: A Television History (PBS, 1983), Ken Burn’s Brooklyn Bridge (1981), and Burn’s The Shakers: Hands to Work, Hearts to God (1984). On the investigative documentary newsfront 1983 saw the debut of Frontline (1983-) on PBS. 1982 saw the debut of PBS’s natural history documentary series Nature (1982-).

ABC had lost the 1972 Winter Olympics in Sapporo, Japan to NBC. In 1976 ABC once again broadcast both the Winter (Innsbruck, Austria) and Summer Olympics (in Montreal). Arledge paid $10 million for the Winter Olympis and $25 million for the Summer Olympics. A lot of money. ABC brought a crew of 470 along with 30 commentators to the Summer Olympics in Montreal. But ABC got bang for buck. Romanian gymnist Nadia Comaneci became the star of the show when she defeated the star of the truncated 1972 Olympics Soviet gymnist Olga Korbut. ABC used her to draw viewers. The network won every time slot with a 49% share of the television audience. But ABC and Arledge didn’t stop there. The network used the Olympics to promote itself (it created a logo using the Olympic rings), it asked those viewers to “let us be the one” and it hawked its fall line-up during the Olympic games. Soon ABC had surpassed CBS and NBC to become America’s most watched network.

The era saw the beginnings of the Hollywood/celebrity “news” programmes that would become a tsunami in the succeeding years. 1981 saw Entertainment Tonight (1981-) hit the airwaves (watch an excerpt http://www.youtube.com/watch?v=wOt7W0LbSS0). It also saw the debut of the “reality” show celebration of celebrity lifestyles and conspicuous consumption, Lifestyles of the Rich and Famous (syndicated, 1984-1995) hosted by Robin Leach. MTV’s Cribs (200-2008) would apply the same formula to rock and rollers and rappers.

1975 to 1985 was the era of film review shows. There was Sneak Previews (PBS, 1977-1996) originally hosted by Gene Siskel and Roger Ebert (later by Jeffrey Lyons and Neal Gabler and Lyons and Michael Medved) and its syndicated children At the Movies (1982-1986), Siskel and Ebert at the Movies (1986-1989), Siskel and Ebert (1989-1999), Roger Ebert and the Movies (1999-2000), Ebert and Roper at the Movies (2000-2001), Ebert and Roper (2001-2007), At the Movies with Ebert and Roper (2007-).

It was the era that gave us talk shows aplenty. Mike Douglas—one of the pioneers of syndicated talk (watch The Rascals on the Mike Douglas Show (local and syndicated, 1961-1982), Merv Griffin—talk show host, creator of Wheel of Fortune and Jeopardy, and Phil Donohue successfully  brought their local talk shows to a national audience through syndication. Other talk shows soon followed including those of Sally Jesse Raphael, Oprah Winfrey and a host of others.

Game shows continued to prosper on TV during the era. Chuck Barris was perhaps the king of daytime game shows. As I noted earlier Barris brought The Dating Game (ABC, 1965-1973, syndicated, 1973-1974, ABC, 1978-1980, syndicated, 1986-1989, Syndicated, 1996-2000) to the small screen in 1965. 1966 saw the debut of his Newlywed Game (ABC, 1966-1974).  1976 saw the premiere of Barris’s most outrageous show yet, The Gong Show (NBC, 1976-1978, Syndication, 1976-1980). 

The Gong Show provided viewers with what American Idol would later on—contestants doing their thing before an audience of celebrity judges who would gong them when they could stand no more. Needless to say a lot of “bad” talent showed up on the show. As time went on The Gong Show, again like American Idol in its early rounds, increasingly emphasized the bad and the ugly over the good and revelled in it. And audiences responded to it with glee, at least for a time. The Gong Show became one of the most popular, one of the most talked about, and one of the most notorious shows of its decade.
Eventually the Gong Show went too far—at least for some. NBC pulled plug on the network version of the show after the Popsicle Twins, two seventeen year old girls, appeared on the show provocatively sucking on popsicles—hence their name—and after judge Jaye P. Mogan’s repeated risqué comments an bearing of breasts, the latter usually during the appearance of Gene Gene the Dancing Machine. Barris would later write an autobiography, Confessions of a Dangerous Mind, claiming to have been a CIA agent. George Clooney would turn this into his first feature film. Another game show that would prove popular would make its appearance during the era as well, Family Feud (ABC, 1976, Syndication, 1977-1985). One game show was a harbinger of things to come. Battle of the Network Stars (ABC, 1976-1985, 1988) pitted teams of TV stars against one another in competitive battle.

Another harbinger of things to come was Star Search (syndication, 1983-1995) hosted by Johnny Carson’s Tonight Show sidekick Ed McMahon. Star Search brought the talent show back to television. There were contests in several categories—male vocalist, female vocalist, junior vocalist, vocal group, spokes model, comedian, and dancer. Star Search served for some as a stepping stone to fame. The contestants who later became “famous” included Britney Spears, Christina Aguilera, Jessica Simpson. Justin Timberlake, Drew Carey, Dave Chappelle, Girls Tyme (later Destiny’s Child), Sharon Stone, Martin Lawrence, Ray Romano, and Rosie O’Donnell. An attempt by CBS was made to revive the show during the 2003-2004 season with Arsenio Hall. The show, however, was cancelled in 2004.

Late night TV began to take off in the period. 1975-1985 saw Tom Snyder bring Tomorrow (NBC, 1973-1982) and Dave Letterman bring the aptly named Late Night, NBC, 1982-1993) to NBC late night and early morning weekday television. It was the era which saw Lorne Michaels bring Saturday Night Live to late night Saturday night TV (NBC, 1975-).

Vignette: Ted Turner and the Expansion of Cable Television

If Roone Arledge was the great innovator on network television during the era Ted Turner was the great innovator on cable television. In 1970 Turner’s Turner Communications, a billboard company, merged with Rice Broadcasting and took control of a UHF station in Atlanta, Georgia, WTCG, channel 17. Between 1970 and 1973 WTCG went from a deficit of $900,000 to a profit of $1.8 million. In December of 1976 Turner took his local Atlanta station to cable (thanks to the new satellite technologies), renamed it WTBS in 1979, and began populating the station with reruns of American TV shows like Gilligan’s Island, Father Knows Best Acres, and The Lucy Show, American cartoons (Turner acquired Hanna-Barbera in 1991), Japanese cartoons, Hollywood films, Atlanta Braves baseball games (Turner bought the Braves in 1976 for $10 million; by the 1990s they were worth $200 million), Atlanta Hawks basketball games (Turner bought the Hawks in 1976), professional wrestling (Turner bought World Championship Wrestling in 1988), Jacques Cousteau specials, and movies (Turner acquired the library of MGM and UA in 1985 when he bought MGM Studios). 

Turner and his superstation arrived at just the right time. Cable was expanding thanks to government rulings and new technologies and they needed content. Turner gave it to them. TBS provided Turner a stepping-stone to cable empire. As he purchased more and more properties (as I noted above) he began to branch off into various cable niche markets counterprogramming against his competitors. Turner Network Television came on the air in 1988 and followed the TBS model of reruns, films, and sports (baseball, NBA basketball, NASCAR, NHL hockey, and even NFL football). In the mid to late 1990s TNT began broadcasting original shows. Sportsouth came on the air in 1990 as a venue for Turner’s sports holdings (it was sold to Fox in 2006). The Cartoon Network came on the air as a venue for Turner’s cartoon holdings in 1992. Turner Classic Movies came on the air as a venue for Turner’s film holdings in 1994. Beyond cable Turner’s Turner Entertainment Company manages one of the worlds largest film libraries licensing them to broadcast and cable stations. At one time Turner’s production companies included New Line Cinema, Castle Rock Entertainment (which produced Seinfeld), Hanna-Barbera Cartoons (as I already mentioned), and Turner Pictures Worldwide. Turner was even in the publishing business at one point.

Perhaps Turner’s most innovative and influential cable network, however, was CNN and CNN Headline News. CNN went on the air fulltime on 2 June 1980. CNN Headline News (later CNN2 and HLN) would make its debut in January 1982. Turner started CNN from scratch and almost no one gave it much of a chance for profitability let alone survival. Turner hired seasoned journalist Reese Schonfeld, who was as committed to a 24 hour news service as Turner, to help him run the network. Both Schonfeld and Turner began hiring the staff that needed to make the station go. They could do this on the cheap since CNN was headquartered in Georgia, a right to work state. This allowed Turner and Schonfeld to run an end around the unions which dominated TV journalism in New York City. Schonfeld hired anchors, news reporters, economics and business reporters, Hollywood reporters, and sports reporters. One of the first “stars” to come on board was Murrow protégé and former CBS reporter Daniel Schorr. ABC reporter Bernard Shaw, one of the few Black reporters on network television, came to CNN as anchor. For CNN’s economics and business reporter Turner and Schonfeld hired Lou Dobbs.

It was Schonfeld who came up with the open and fluid structure that would become the trademark of CNN. Schonfeld believed that such a structure would involve viewers in the news and allow the network to cut to breaking news at a moments notice. CNN Headline News instituted a format in which news would be updated every half hour.

Turner’s business skills helped the young network survive in its early years. CNN, in fact, faced a competitor for the cable news market very early on in the Westinghouse and ABC owned Satellite News Channel (SNN) which came on the air in August of 1981. By the fall of 1983 CNN had withstood the challenge and Turner bought SNN for $25 million dollars.

With SNN defeated Turner made a play for CBS which was $3 billion dollars in debt in the early 1980s. Turner’s plan was to liquidate some of CBS’s holdings in order to retire the debt. CBS feared a hostile takeover from Turner, however. For many Turner had undermined hard news by empahsising the trivial and by emphasizing the sound bite. Some feared what he would do to CBS News, the tiffany of TV news organizations, what he did for CNN. To fend off Turner CBS borrowed $1 million dollars in order to buy back 21% of its stock and by so doing keep Turner from getting the stock he needed to gain control of the network.

Blocked from acquiring CBS Turner went on a spending spree. In 1985 he bought MGM/UA (which also included the RKO film library) for $1.5 billion. Presumably Turner had dreams of production for his cable TV holdings. The purchase, however, put Turner heavily in debt. Almost immediately he began selling off some of MGM/UA’s assets. When it was all over Turner was left with only the MGM/UA film library and $1 billion dollars of debt. Turner’s currency dropped even further when he announced that he planned to colourise classic movies from his newly acquired film library. 

It was the cable industry that saved Turner. In 1987 a consortium of cable companies paid Citizen Turner $562 million for TBS. He needed money. They needed content. Turner remained as a major stockholder in the company but he no longer controlled it.

Turner soon found a use for his film library when his Turner Network Television (TNT) channel went on the air. By 1990 TNT was drawing as many as 50 million viewers. In the same year Turner debuted his CNN International Network, the worlds first transatlantic channel.

In the 1990s CNN rode the wave of history to notereity and success. CNN was in Tiananmen Square during the protests in Beijing. It was there for the fall of the Berlin Wall. It was there during the first Gulf War in 1991 and 1992. An estimated 1 billion viewers worldwide watched CNN’s Peter Arnett, Jon Holliman, and crew provide live audio and visual coverage of the opening days of the war from Bagdad. CNN was now the leader in breaking news from around the world. It had changed TV news forever. 

In 1991 Turner bought the American cartoon production giant Hanna-Barbera. He founded the Cartoon Network as a venue for its library.

Over the years Turner fought battles with his competitors. He also fought federal government regulators. I have already noted Turner’s battle with the Satellite News Network in the early 1980s. The 1980s and the 1990s saw Turner battle federal regulators as well when he challenged the must carry rules mandated by the FCC in 1972. Congress had mandated that cable carry local television stations on its service. Turner didn’t want to loose space for possible cable expansion (this was before the advent of digital cable so cable space was limited). In the 1990s Turner faced a new challenger for cable space, Rupert Murdoch’s News Corporation which had recently built the Fox network. Once again Turner feared losing space for possible expansion. This time he had an ally the megacorporation Time Warner which owned Time Warner Cable. While Turner was concerned about loosing cable space Time Warner, which owned TBS, wanted to make sure that its product dominated the cable market. Murdoch and Fox had an ace in the hole, however. In 1993 New Corporation Fox’s parent company acquired the rights to NFC football games. 

Fox wanted room for its cable channels—F/X (1994), Fox Movie Channel (1994), Fox Family (1997), and Fox Sports Net (1997)—on the cable TV dial. They thus threatened to pull their Fox over the air channels off cable if their cable networks weren’t given space on the cable dial. The threat worked but it took awhile to work. Initially Time Warner refused Murdoch access to its cable system. Fox responded by pulling its channel off Time Warner cable. Cable viewers infuriated that they didn’t have NFC football games complained and complained very loudly. Eventually Time Warner relented and gave Murdoch space for his newly and quickly built stable of cable channels. Disney, which owned ABC, faced similar challenges, by the way, with its Toon Disney network (1998). Time Warner wanted to limit competition to its Cartoon Network and so refused to provide space for the new channel. 

It took Murdoch two years what it took Turner twenty to create. Compared to Murdoch Turner had two important Achilles heels. He had no network and he had no production company. Murdoch owned the Fox network and he owned Twentieth Century Fox which would, as we will see, produce significant amounts of product for Murdoch’s Fox network. Turner, never able to get hold of a network after the CBS debacle nor production facilities after his MGM/UA debacle was essentially forced to merge his corporation with Time Warner in 1995 and 1996. Time Warner did have a network (the fledgling WB network) and a studio (Warner Brothers). Turner remained on the Time Warner board but he was simply one among many and basically powerless. In 2006 he resigned his position on Time Warner’s Board of Directors. The Turner era of cable TV was over.

While it lasted Turner built an empire. His cable holdings included TBS, Turner Network Television (TNT), the Cartoon Network, Turner Classic Movies (TCM), Turner South, Boomerang, TNT Europe, Cartoon Network Latin America, TNT and Cartoon Network Asia/Pacific, Cartoon Network Japan, Cable News Network (CNN), CNN Headline News (CNN2, HLN), CNN International, CNNfn, CNN/Sports Illustrated, CNN en espanol, CNN Airport News, CNN Interactive, CNN Newsource, CNN+, and CNN Turk. Turner, like CNN, girdled the globe.

Viewing:
Ford assassination attempts, 5 September 1975 and 22 September 1975

http://www.youtube.com/watch?v=wIf88xZAjwg
http://www.youtube.com/watch?v=Lriz6Yl636A
http://www.youtube.com/watch?v=-LWcTA88j-E
http://www.youtube.com/watch?v=da668XwQLuY
General Hospital, Luke and Laura’s Wedding, 16 and 17 November 1981

http://www.youtube.com/watch?v=KagqV-YYGeU http://www.youtube.com/watch?v=R2bXJDXVE90 http://www.youtube.com/watch?v=cg1CwFxARBk
http://www.youtube.com/watch?v=cR6e2LYyU4g 

http://www.youtube.com/watch?v=8pn8bii4Qu4
http://www.youtube.com/watch?v=TeDvxCH-clc 
http://www.youtube.com/watch?v=d9VJXXyj1QI 
http://www.youtube.com/watch?v=v1LDlKlg9aU 
http://www.youtube.com/watch?v=xFfZ0YEKWy8 
http://www.youtube.com/watch?v=3rbV1TyJ06s 
News Coverage of the 1984 election from the various networks

http://www.youtube.com/watch?v=u_ZwaoOmOw8
http://www.youtube.com/watch?v=W4gYIswZedg
http://www.youtube.com/watch?v=Gofi0IovKBQ
http://www.youtube.com/watch?v=W4gYIswZedg
Oral Histories
watch an interview with owner Ted Turner from the Archive of American Television here

http://www.youtube.com/watch?v=JHUy8VJeVqU (on station WTCG, TBS, CNN)

http://www.youtube.com/watch?v=UdbD8fDyw0s (on CNN)

http://www.youtube.com/watch?v=mzR1SXnorpA (on CNN)

http://www.youtube.com/watch?v=_4F8mOwMkOc (on his film library)

http://www.youtube.com/watch?v=ddEkME4Qawg (on the future of TV)

watch excerpts from an interview with actor Carol O’Connor on his role of Archie Bunker from the Archive of American Television here

http://www.youtube.com/watch?v=hyoEScszsOM
http://www.youtube.com/watch?v=FBLVGuNe6Gk
http://www.youtube.com/watch?v=761rk1SVZ5k
watch excerpts from an interview with TV writer/producer Larry Gelbart from the Archive of American Television on M*A*S*H* here

http://www.youtube.com/watch?v=Z4H-5i_CERQ
http://www.youtube.com/watch?v=f9o--97Yoms
http://www.youtube.com/watch?v=yfKZr3IDRAY
watch exerpts from an interview with creator/actor/producer/director/writer Alan Alda from the Archive of American Television on M*A*S*H* here

http://www.youtube.com/watch?v=tpU7YU-uOj0
http://www.youtube.com/watch?v=yUjbNI0RiVw
http://www.youtube.com/watch?v=70e-rrF1NnQ
http://www.youtube.com/watch?v=iNwAECjAAAM
watch excerpts from an interview with creator/writer Earl Hamner Junior from the Archive of American Television on The Waltons here

http://www.youtube.com/watch?v=hfsGcTm33o4 (background)

http://www.youtube.com/watch?v=WNF-iTD15bc
http://www.youtube.com/watch?v=CA3VNLz-z_E
http://www.youtube.com/watch?v=EIlGtSdN5HI
watch excerpts from an interview with creator/writer/producer/director James L. Brooks from the Archive of  American Television here

http://www.youtube.com/watch?v=-yz0ZhkxEyo (on Room 222 and Mary Tyler Moore)

http://www.youtube.com/watch?v=ssoR1O65FZ8 (on MTM)

http://www.youtube.com/watch?v=PVQxWFk0tR8 (on MTM)
http://www.youtube.com/watch?v=lf_LDYkLjh0 (MTM and MTM)
http://www.youtube.com/watch?v=VJUmspRSTk0 (on Taxi)

http://www.youtube.com/watch?v=aLNuSBm3kCM (on Taxi)

watch excerpts from an interview with creator/writer/producer Steven Bochko from the Archive of American Television here

http://www.youtube.com/watch?v=nxCj6fvaOlk (on Hill Street Blues)

http://www.youtube.com/watch?v=RV8G4yCxzw0 (on Hill Street Blues)

http://www.youtube.com/watch?v=FIx43iyuro4 (on Hill Street Blues)
watch an excerpt from an interview with creator/producer Stephen J. Cannell on the The Rockford Files from the Archive of American Television here

http://www.youtube.com/watch?v=YSwZMiEUpE8 (learning the trade, Toma, Baretta, The Rockford Files)

http://www.youtube.com/watch?v=nIvclO1cofk (Rockford)

http://www.youtube.com/watch?v=L8yf2DiVlfA (Rockford, Baretta and David Chase)
watch an ITV documentary special on Dallas from 2002 here http://www.youtube.com/watch?v=TVHtAdnRyxI http://www.youtube.com/watch?v=Wxb-AV4lLZU
http://www.youtube.com/watch?v=Qmmwt3LAm2A
http://www.youtube.com/watch?v=MnI_9Be4fXM
watch an excerpt from an interview with actor Larry Hagman on his work on Dallas 
here

http://www.youtube.com/watch?v=CUSucWJaVWE
http://www.youtube.com/watch?v=ZJML305uXAM
Tony Geary and Genie Francis talk about the wedding episode of General Hospital at a fan Q and A 

http://www.youtube.com/watch?v=VUh5xaXKnho
Read an interview with soap opera writer Patrick Mulcahey here

http://www.soaptownusa.com/PatrickMulcahey.html 

watch excerpts from an interview with creator/writer Barbara Corday from the Archive of American Television about her work on Cagney and Lacey
http://www.youtube.com/watch?v=wUhWuT4Wka0
http://www.youtube.com/watch?v=hWenHJ4WH9k
http://www.youtube.com/watch?v=yOni4BvU078
http://video.google.com/videoplay?docid=8881932970354663652  

watch an interview with Tyne Daly, Sharon Gless and producer Barney Rozenzwieg on Cagney and Lacy here 

http://www.youtube.com/watch?v=h7t2_oIGC2k
watch BBC-1s Heaven and Earth (1998-2007 ) 2002 interview with Sharon Gless on

Cagney and Lacey
http://www.youtube.com/watch?v=U2aOO75m7Rg
watch a Cagney and Lacey reunion on ABC’s The View, 1997-, here

http://www.youtube.com/watch?v=eSPVPZWHf5Q
watch an interview with film critic Roger Ebert from the Archive of American Television here

http://www.youtube.com/watch?v=kTYVnuKnJNo&feature=PlayList&p=396FBE61B3AE6FE3&index=0
http://www.youtube.com/watch?v=KGvORJUvW60
http://www.youtube.com/watch?v=oyWLH02HpI4
Television Criticism, 1975-1985
Not only was neo-liberalism on the rise in the 1970s and 1980s so was a renewed, reformist, and much more muscular American conservative Christian evangelicalism. Conservative religion, some called it Fundamentalism, was not a US monopoly. Conservative theocratic Fundamentalism was on the rise in the Arab world, in India, in Sri Lanka, and in Israel as well. Anyway, many of these groups expressed concerns about what they saw as the increasing amount of violence and especially sex on the small screen. Groups like the Moral Majority—a right wing Christian group that included fundamentalists, evangelicals, conservative Catholics, Orthodox Jews, and even Mormons and founded by Jerry Falwell and others—and the Coalition for Better Television (CBTV) worked to “morally” regulate American television. One of their most successful strategies was to try to get sponsors to pull their advertising from certain TV programmes deemed unacceptable by the moral regulators. Some, in fact, claim that CBTV’s boycott campaign against American advertisers may have forced “free” TV to change its fall television schedule in 1981 to accommodate the complaints of the “religious right”. 

To counter the influence of these more conservative groups TV auteur Norman Lear organized the People for the American Way in 1984. Lear led his army into battle against conservative forces with a war chest of around 1 million to defend “freedom of speech” in the United States.

“Right wingers” weren’t the only critics of the idiot box. Marie Winn in her book Plug-in Drug (1977) was concerned less about television programming than with its impact on its young watchers. According to Winn television “blotted out” the real world children lived in and turned them into passive beings in the process. Television, according to Winn, had a negative impact on children’s neurological development (as falling SAT scores showed she claimed) and was destroying families (along with other factors like parental conflict, divorce, familial abuse, alcohol, and drugs). TV, she claims, exacerbates childhood problems like childhood immaturity, childhood and self-absorption thus playing an important role in the decline of the American family. Another critic of the idiot box from the “left” was Jerry Mander. Mander in his Four Arguments for the Elimination of Television (a title that pretty much says it all) from 1978 maintained that television separates us from and distorts reality, denies us choice, is autocratic, is used by the powers that be to further their elite agendas, and is a form of elite social control.

During the era more and more academics got into the TV analysis act. Between 1969 and 1979 Columbia Professor Erik Barnouw published his three volume history of broadcasting in America—A Tower in Babel: A History of Broadcasting in the United States To 1933, The Golden Web: A History of Broadcasting in the United States 1933-1953, and The Image Empire: A History of Broadcasting in the United States from 1953 all with Oxford University Press. His Tube of Plenty, a one volume history of TV in the United States, was published by the same press in 1976. 1978 saw the publication of Barnouw’s The Sponsor: Notes on a Modern Potentate.  

Barnouw was not the only academic writing on the so-called “boob tube” during the era. British cultural critic Raymond Williams published his Television: Technology and Cultural Form in 1973 arguing in it, that television is “planned flow” (both technologically and culturally) and that what lies behind this planned flow are conscious strategies on the part of the TV powers that be to keep viewers glued to a particular programme. For Williams writing in 1973 “flow” varied across national borders. University of Texas professor Horace Newcomb (he is now at the University of Georgia) published his Television: The Most Popular Art in 1975 argued that TV is an art form and the first edition of his popular and much used reader on the small screen Television: The Critical View (1976). The liberal non-profit Aspen Institute’s Program on Communications and Society published two volumes of essays on television from seminars it held on television in Aspen—Television as a Social Force and Television as a Cultural Force—in 1975 and 1976 respectively. 1978 saw the appearance of what is probably the zeneth of the social scientific approach to television Christopher Sterling’s and John Kitross’s Stay Tuned. E. Ann Kaplan edited a collection of essays on TV for the American Film Institute in 1983 entitled Regarding Television which utilization a host of theoretical perspectives prominent at the time in literary and film analysis—neo-marxist, feminist, psychoanalytic—to explore TV. 

One of the most prominent and influential perspectives on the media during the era emanated from the Centre for Contemporary Cultural Studies at the University of Birmingham in Great Britain. Members of the Centre wrote a number of stenciled papers, essays for edited collections, and books which reflected the Centre’s critical Gramscian perspective that the media were both propagators of dominant ideology and places of resistance to that ideology. The idea that the media was a purveyor of the ideas of rulers (hardly a novel perspective) led those at the Centre or those influenced by it to explore how TV news structured its “reports” around the perspective of “authorities” and to explore how ethnicity, race, nationality, and gender were represented in the media. The notion that media may be a site of resistance to dominant ideological paradigms provided an impetus for members of the Centre and their fellow travelers to explore how audiences used media texts and how they found pleasure in them, 

Nostalgia, perhaps, motivated two prominent critical publications of the era, Tim Brooks’s and Earl Marsh’s The Complete Guide to Prime Time Network TV Shows (1979) and Alex McNeil’s Total Television (1980). Both provided an enormous amount of production and broadcast information on shows broadcast televised on American television.
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Chapter 6

American Television 1985-1995
Contexts

1985-1995 saw the fall of the Berlin Wall, the end of the USSR, the end of the Cold War, the rise of the Western, especially American claim, that it won the Cold War. It saw economic liberalization in China, a war in the Gulf in 1991 when a coalition of forces led by George Bush, the pere, went into the Kuwait to drive out the Iraqi forces of Saddam Hussein. It saw genocide in Rwanda and more genocide in East Timor. Most of the world looked the other way during the first. Australian forces went into East Timor to curb the latter. It saw wars and terror in the Balkans as Serbs, Croatians, and Bosnians fought each other over territory. 

On the home front the era saw a continuation of “the Reagan Revolution” and the election of a Democrat, Bill Clinton in 1992. The Democrat triumph would be short lived, however, as Newt Gingrich’s Republican Revolution would take the House and the Senate in 1994. It saw the stock market began its rise—though there was a bust in 1989. It saw tax cuts, increases in defence spending, and a tremendous increase of the national debt. It saw a rise in personal incomes, particularly those of the wealthy—some executives made 10,000 times the wages of their entry level employees. While the rich were getting richer, the poor were getting poorer. The period saw an increase in the number of children living in poverty. 1985-1995 saw an increase in the number of people, especially black men, in prison, an increase in crack use, a rise in the crime rate, especially the violent crime rate, and an increase in calls for more law and order. It saw the advent of another “war on drugs”. It was as successful as the earlier wars. It saw an increase in the divorce rate, an increase in unmarrieds cohabiting with each other, an increase in single parent families, an increase in Brady Bunch style marriages—man and woman and children from each side being brought together by marriage. It saw America becoming an ever more diverse ethnically and culturally. There was a significant increase in America’s Hispanic population, a slight increase in America’s Black population, and a decrease in America’s White population. With diversity came debates over what kind of society America was and should be. Some continued to assert that the US was a melting pot and that every one should learn English. Others argued that America should be a mosaic or multicultural society and that multiculturalism should be celebrated not tarred and feathered. It saw the rise of anti-government militias, the Unimbomber, the conflagration at Mt. Carmel near Waco, the attack on the home of separatist Randy Weaver in Ruby Ridge in Northern Idaho, and the bombing of the federal building in Oklahoma City, Oklahoma. Finally, the period saw the rise of 24-7 cable news and the coverage of such events as the OJ Simpson’s chase along a freeway in LA. “The Juice” was a suspect in the death of his wife Nicole and her friend Ron Goldman. OJ’s acquittal made many happy, particularly many Blacks, and certainly says something about race relations and police treatment of minorities in the United States. Speaking of police treatment of minorities, the era saw the brutal beating of a Black man named Rodney King by the Los Angeles Police Department. What was different about this one was that it was caught on videotape by an onlooker with a videocam. Riots resulted when the police officers who beat King were acquitted by a mostly White jury. This should remind us that new technologies were changing the United States and the World forever.

Regulatory Contexts

1985-1995 saw the Reagan Revolution with its mantra of free market regulation continue throughout much of the period. In 1987 the FCC revoked the Fairness Doctrine in 1987 Supporters of this claimed that the market would give Americans a fair and balanced media. In 1995 the FCC repealed the Financial Interest and Syndication Rule (fin/syn). It suspended the Prime Time Access Rule in the same year. Finally, the FCC weakened regulations limiting ownership of TV, cable, and telecommunications industries.

Despite this spate of deregulation government regulation of the media didn’t end entirely. In 1990 Congress passed the Children’s Television Act which required all broadcast stations to provide “programming that furthered the positive development of children 16 years of age”. By 1996 stations were required to show three hours of children’s programmes per day. Advertising was also limited during children’s TV time—12 minutes on a weekday, 10.5 on weekends. Stations got around the act in interesting ways. The act allowed TV stations to count shows like The Jetsons and Leave it to Beaver as fulfilling the time requirement mandated by the 1996 revision. Fox brought The Magic Schoolbus and ABC Squigglevision to “free TV” to meet the requirement. 

Congress acted to regulate telecommunications again in 1992. In that year it passed the Cable Television Consumer Protection and Competition Act. This act limited the fees cable operators could charge. It was enacted because of the controversy and protest surrounding the deregulation of the industry in the 1980s. That deregulation resulted in rising cable bills for consumers. Cable bills rose between 10% and 20% throughout the late 1980s and 1990s. What the bill attempted to do was to break up cable monopolies across the country (you can read the bill here, http://www.caltelassn.com/Reports06/CommLaw/CableTVConsumerProtectionAct1992.pdf). The bill limited what a cable company could charge to 7.5% more than the local franchise charged and reinstated must carry regulations. It, in other words, mandated that local cable franchises carry local stations. This act, by the way, would be superseded by the Telecommunications Act of 1996.

What all of this deregulation resulted in more than anything else was further merger mania throughout the communications industries. Synergy—a fancy new name for an old practice, vertical and horizontal integration—was common in the communications industry as radio, TV, film, cable, satellite, publishers—magazine and book—record companies, advertising, and internet industries merged with each other to become production and distribution giants. 1965 saw Australian “captain of industry” Rupert Murdoch merge his Metromedia Group TV stations with his recently acquired Twentieth Century Fox Studio. In 1986 the network produced from this merger, Fox, went on the air. Murdoch would go on to acquire newspapers, publishers, magazines, a studio, TV stations, satellite capabilities, and even a baseball team—the LA Dodgers—during the period.

Murdoch was not the only one with megeritis. In 1995 Time, Inc. and Warner merged to form Time Warner. In 1995 Warner launched the WB, the Warner Brothers Network. In 1989 the Japanese Sony company purchased Columbia Pictures. In 1990 the Japanese company Matsushita purchased the recording giant MCA, the Music Corporation of America. In 1994 Viacom, the cable, TV, and syndication giant, purchased Paramount Studios and Blockbuster Video. By 1995 some 80% of Americans would have videotape machines in their homes and around half of Paramount’s sales would be in the home video market. In 1995 its TV network UPN—the United Paramount Network—hit the airwaves. In 1995 the Walt Disney Company purchased Capital Cities which owned the ABC network. Disney would move into TV, recording, home video, and sports entertainment. They purchased the Anaheim baseball team the Angels and got a franchise for a professional hockey team. They named the hockey team the Mighty Ducks after a film they made (talk about cross marketing and product placement). In the same year the industrial giant Westinghouse purchased CBS. Mergeritis was even something the little guys got. In 1993 the Reverend Pat Robertson and his International Family Entertainment and bought the independent production company MTM. News Corporation got it in as part of their purchase of Robertson’s Family Channel in 1998 and they folded it into Twentieth Century Fox.

In radio mergermania would give us conservative talk radio hosts like Rush Limbaugh and J. Gordon Liddy of Watergate fame. So much for fairness. It gave us shock jocks like Howard Stern and Don Imus. 80% of those who listened to both were male.

In advertising the era saw the advent of t-shirts with company logos on them, the individualized targeting of consumers, magazines produced for specific zip code markets, and market placement. Coca-Cola, for instance, would place its product more and more in a TV show or a movie. American product would continue to girdle the globe. Dallas and Baywatch would become the world’s most popular programmes in the 1980s and 1990s.

The TV Networks

As I mentioned earlier the 3 networks became 6 between 1985 and 1995 as Fox, the WB, and UPN joined the Big 3—CBS, NBC, and ABC—in the “free TV” marketplace. By 1987 the fledging Fox network would have 115 affiliates.

Fox moved into prime time very slowly. It was only in 1992 that the network went seven nights a week. One of Fox’s original target audiences was the Black urban market. By 1995 Blacks made up 25% of Fox’s audience thanks to shows like In Living Color (1990-1994). Another Fox target audience was 12 to 34 year olds. Shows like Stephen Cannell’s 21 Jump Street (1987-1991), a Mod Squad for the nineties and starring Johnny Depp and Holly Robinson,  The Tracey Ullman Show, Married…with Children (1987-1997), The Simpsons (1989-) (The Simpsons began as shorts on The Tracey Ullman Show), Beverly Hills 90210 (1990-2000), and Melrose Place (1992-1999). All of these helped the network reach this “demographic. 1993 proved to be a defining moment for Fox. In that year the decided to go after the coveted male demographic by spending millions to acquire the rights to National Football Conference games. By 1995 Fox’s adverting revenues began to rival those of the Big 3. 

UPN came on the air in 1995 with a female vice-president, Lucie Salhany, formerly of Fox. Salhaney was the first woman ever to run an American TV network. UPN targeted males between the ages of 18 and 49 via Paramount’s stable of Star Trek series especially Star Trek: Voyager (1995-2001).

The WB also hit the airwaves in 1995. It targeted males and females between 12 and 34 through shows like the Wayans Brothers (1995-1999), Parent’hood (1995-1999), and Happily Ever After (1995-1999). 

The growth of “free TV” and increasing competition from cable—more about this in a moment—had a negative impact on the Big 3 in terms of viewership. “Free TV” viewership declined from 91% of all viewers in the nineteen-seventies to 69% in 1995. The decline in viewership didn’t have a negative impact on the Big 3’s advertising revenues, however. These actually increased during these years. In 1995 ABC’s profits were up 84% over 1994. NBC’s went up by around 50%. Even Fox’s advertising revenues rose 22%. CBS was the odd network out. Its profits only increased by 5%. 

The era saw the big three diversify. NBC, which was taken over by General Electric in December of 1985 for $6.28 billion, brought its CNBC network to cable in 1989. It had financial interests in cable networks Bravo, A&E, and Court TV. Beyond America’s borders it had a financial interest in Mexico’s Azteca TV network. Beyond TV NBC made a deal with software giant Microsoft to bring MSNBC to cable and the World Wide Web in 1996. ABC and its parent company Disney were deeply involved in a host of communications arenas and beyond including cable. It owned the sports cable giant ESPN. It was also heavily involved in kids and Saturday morning programming on ABC and Disney Channel, toys, videos, and Disney stores. In the wake of staving off a hostile bid to take over the network by cable mogul CBS experienced a power in 1986 that saw Lawrence Tisch owner of the Loews Hotel chan, Lorillard Tobacco, CNA Financial, and Bulova Watches. Tisch instituted cutbacks at the network including its news division in order to try to save the Tiffany network. All of the networks were now corporate conglomerates.

Cable Television, 1985-1995

American cable TV was changing as well. 1985-1995 saw cable expand and grow as the number of cable TV networks grew thanks, in part, to the development of fibre optic networks which allowed the transmission of more information along its lines. By 1995 66.8% of American homes received cable TV.

The cable industry like the communications industry in general was dominated by the big boys, TCI, Time Warner, Cox, US West, and Comcast. These corporations controlled almost 50% of the cable market—up, by the way, from 1977 when it was 25%. The big boys, particularly TCI and Time Warner, owned outright or had financial interests in most of the cable TV networks. 

The era saw the introduction of several new cable channels. These included The Travel Channel (1987), E! (1987), the Family Channel (1988)—the new name for Pat Robertson’s CBN—The Comedy Channel (1989), Court TV (1991) (now truTV with a broader range of programming), Encore (1991), SciFi Channel (1992), Nightime on Noggin (later Nightime Network for Teens, Network for Teens, and The N) (1992), The Cartoon Network (1992), The Food Network (1993), and the Game Show Network (now GSN) (1994). 1994 saw the debut of four movie channels on cable—Turner Classic Movies, the Independent Film Channel, F/X, and Starz!. 

During the era ESPN grew to be cable’s most popular network. By 1990 it had 77 million subscribers, most of these in that hard to reach niche market of 18-34 year old males. ESPN was now broadcasting professional football, professional baseball, and college basketball.  In 1993 ESPN brought a second network to cable, ESPN 2. ESPN 2 broadcast, among other things, extreme sports. 

1995 saw a new kid on the block appear, satellite TV. Satellite TV was spurred by the introduction of small, high band satellite dishes which could be placed on the roofs, balconies, or window sills of American homes or apartments. The big cable boys, by the way, made sure they covered there bases. They put some of their money into Prime Star, one of the major satellite TV companies. The other, DirecTV, was owned by the Hughes Corporation.

American Television Programming, 1985-1995

Many see this era of American TV as fraught with contradictions. For some 1985-1995 was the best of times for American TV, a period when more and more “quality TV was making an appearance on the small screen. For others these years were the the worst of times for American television programming. They see it as a dumbed down era, an era dominated by the dumbest of dumb tv, trash and tabloid programmes.

Perhaps the most significant trend of the era was the increasing prominence of TV auteurs. 1985 to 1995 saw the rise of a host of TV auteurs or authors—show creators, show runners, writers, producers, and creative teams—who became prominent players in American TV programming thanks, in large part, because of support from Hollywood based production companies. There were, as we noted earlier, auteurs like Steven Bochko (Hill Street Blues, LA Law, Doogie Howser, MD, Cop Rock, and NYPD Blue), probably the “king” of the 80s auteurs, Michael Mann (Crime Story, Miami Vice, Robbery Homicide Division), Neal Marlens (Growing Pains, The Wonder Years, Ellen), Carol Black (The Wonder Years, Ellen), Marshall Herskowitz and Ed Zwick (thirtysomething, Dream Street, My So-Called Life, quarterlife), Stephen J. Cannell (The A-Team, 21 Jump Street, Wiseguy, Silk Stalkings), Linda Bloodworth-Thomason (Designing Women (CBS, 1986-1993), James Brooks, Matt Groening, and Sam Simon (The Simpsons), Jay Tarses (The Days and Nights of Molly Dodd), Annie Beatts (Square Pegs), Roseanne Barr (Roseanne), Bill Cosby (The Cosby Show), and Jerry Seinfeld (Seinfeld). 

The increasing prominence and growing celebrity of these auteurs allowed them to exercise a significant degree of creative control over the programmes they created, produced, ran, and wrote for. Many founded their own independent production companies and worked out distribution deals with major production companies or studios to distribute their shows. Some signed exclusive deals with one of the big networks allowing the network right of first refusal for shows they created, and, if they picked them up, committed them to the production a set number of episodes over a set number of years.
Genre shows continued to dominate American TV during the era. Dramedies, that mixture of drama and comedy we talked about previously, continued to show up in hour long and increasingly, half-hour formats during the era. Most of these dramedies were the creations of TV auteurs Steven Bochko, David Kelley, and Diane English. 

All kinds of dramedies began to appear during the era There were teen dramedies like Marlen’s and Black’s Wonder Years, which focused on a young boy (Kevin Arnold played by Fred Savage) coming of age during the turbulent late sixties and early seventies and Hersokovitz’s, Zwick’s, and Holtzman’s My So-Called Life (ABC, 1994-1995), a high school coming of age dramedy starring Claire Danes.

There were private eye dramedies like Moonlighting (ABC, 1985-1989), the tale of a private detective, played by Bruce Willis, and a former fashion model, played by Cybil Shepherd who, despite their distaste for one, another join forces—she provides the money, he provides the gumshoe—to form a detective agency, MacGyver (ABC, 1985-1992), a show which focused on a detective who used his wits rather than his fists or his gun to escape from difficult situations and to solve his cases. 

There were legal dramedies like Stephen Bochko’s and David E. Kelley’s LA Law (NBC, 1986-1994).There were sports dramedies like Slap Maxwell (ABC, 1987-1988). Slap Maxwell starred Dabney Coleman as a Midwestern sportscaster.  There were medical dramedies like Stephen Bochko’s Doogie Howser, MD (ABC, 1989-1993). Doogie starred Neil Patrick Harris (Doogie) as a teenage genius doctor who still wanted and was forced to live a life as a normal teenager

There were life in transition dramedies like Frank’s Place (ABC, 1987-1988), a show with a multiracial cast created by actor/producer Tim Reid and WKRP alumnus Hugh Wilson, which focused on a Boston University professor (Tim Reid) who moves back to his hometown of New Orleans to run a restaurant he inherits, Jay Tarses’ The Days and Nights of Molly Dodd (NBC, 1987-1988; Lifetime, 1989-1991), which focused on the little crises and small triumphs of the recently divorced and recently transplanted to New York career woman Molly Dodd (Blair Brown), Northern Exposure (CBS, 1990-1995) a show which followed an fish out of water New York doctor who is sent to a small town in Alaska full of eccentric characters to work off his student aid obligations to the government, Key West (FOX, 1993), an I want to be a writer like Hemingway so I moved to where Hemingway used to live dramedy, Party of Five (Fox, 1994-2000), starring Matthew Fox, Scott Wolf, Neave Campbell, and Jennifer Love Hewitt, a dramedy about a family trying to make it after after their father and mother suddenly die, and Time of Your Life (FOX, 1999-2000), a dramedy about a young woman who moves to New York to make it, starring the “it” girl of the moment Party of Five alum Jennifer Love Hewitt.

There were political dramedies like Tanner 88, (HBO, 1988), written by Gary Trudeau of Doonesbury fame and directed by famed film auteur Robert Altman. Tanner followed the exploits of a fictional presidential candidate on the real campaign trail in 1988.

There were action/adventure dramadies like Stephen J. Cannell’s The A-Team (NBC, 1983-1987), a show which centred on the Robin Hood like exploits of a group of ex-Vietnam Special Forces on the lam for a crime they didn’t commit. The A-Team, starred Mr. T, George Peppard, Dirk Benedict, and Dwight Schultz, and became a huge hit and set off a huge controversy. Critics accused of the show of celebrating violence (though only one person actually died during the course of the run of the show) and racism. Mr. T’s character B.A. Baracus, they claimed, was a racial stereotype of the first order.

There were Science Fiction dramedies like Quantum Leap (1989-1993) a show about a scientist (Scott Bakula) who invents a way to travel through time and space and inhabit the bodies of men and women from the past so he can change the past by making it better, Max Headroom (ABC, 1987-1988) a scifi cyberpunk dramedy about a cybernetic imprint of idealistic reporter’s (Carter Edison) memories (Max Headroom) who works to expose corruption and exploitation in a dystopian future characterized by harsh class chasms, predators hunting humans for their body parts, and powerful TV networks competing for viewers and advertising dollars. Max began life as the introducer of a TV movie made for Channel 4 in Great Britain called 20 Minutes into the Future (1985). 

READ AN ESSAY ON MAX HEADROOM HERE http://www.museum.tv/archives/etv/M/htmlM/maxheadroom/maxheadroom.htm
Most of these dramedies were more realistic than most of their genre specific predecessors. All were low key in their humour. All banned the previously onmiscient laugh track. Many of them were highly praised by the critics—especially Frank’s Place and My So-Called Life. Most of them were short lived.

Dramadies weren’t the only genre blenders to hit the airwaves between 1985 and 1995. Ron Koslow’s Beauty and the Beast (CBS, 1987-1990) mixed fantasy, romance, action-adventure, and soap in its tale of forbidden love between the Beast Vincent (Ron Perlman), who lived in an almost mediaeval world below the city of New York, and Beauty, Catherine (Linda Hamilton), an investigator working for the district attorney’s office of New York. David Lynch’s and Mark Frost’s Twin Peaks (ABC, 1990-1991) mixed mystery, surrealism, parody, and satire was a surrealist dramedy in its exploration of the strangeness that lurks beneath the surface of a seemingly all-American small town. Chris Carter’s X-Files (Fox, 1993-2002) mixed mystery, action-adventure, science-fiction, fantasy, horror, and humour in its exploration of the secrets that lurked under the surface of American life and American politics. “The Truth is Out There” became X-Files’s mantra as Mulder (David Duchovny) and Scully (Gillian Anderson) tried to unearth the truth during each episode and across the alien conspiracy arc of the series. 

Steven Bochko’s Cop Rock (ABC, 1990) mixed the musical and the policier a la Dennis Potter. (watch an excerpt here http://www.youtube.com/watch?v=CDkvWWh9H2c). Eerie, Indiana (NBC, 1991-1992) mixed scifi, horror, and mystery in its tale of the bizarre goings on in a small town in mid-American Indiana. Of these hybrids only X-Files lasted more than three years.

READ AN ESSAY ON TWIN PEAKS HERE http://www.museum.tv/archives/etv/T/htmlT/twinpeaks/twinpeaks.htm 

AND HERE http://davidlavery.net/writings/Television/50_Key_TV_Programmes/50_Key_Twin_Peaks.pdf
READ AN ESSAY ON X-FILES HERE http://davidlavery.net/writings/Television/50_Key_TV_Programmes/50_Key_X-Files.pdf 

1985 to 1995 wasn’t simply the age of hybrids. New old style TV shows reappeared and became prominent throughout the era as well. 

Dick Wolf’s Law and Order (NBC, 1990-), an updated and more technologically centred version of the police procedural Dragnet, became popular in the period as American TV went back to the future (watch the introduction from season three episode nine here http://www.youtube.com/watch?v=f4DqCtBn8lI). Wolf tried to honour the show that influenced him when he brought a darker version of the series back to the small screen (ABC, 2003. It lasted less than a year. David Simon’s Baltimore centred Homicide: Life on the Street (NBC, 1993-1999) followed a similar formula but lasted longer, six years. 

Another blast from the genre past was the modern western Dr. Quinn, Medicine Woman (CBS, 1993-1998). Dr. Quinn starred Jane Seymour (Quinn) as a female doctor who escapes the patriarchal East for the more egalitarian, at least for female doctors, Wild West. She eventually finds acceptance and love in the wilds of Colorado.

CBS’s Tour of Duty (CBS, 1987-1990). brought the war TV show back with it dramatic tales of the lives of an American infantry platoon in Vietnam. ABC’s China Beach (1988-1991) brought us the loves of soldiers and nurses stationed in South Vietnam during the Vietnam War but with a difference. It was the shows females rather than its males that the narrative of the show generally centred around. 

Highlander (syndicated, 1992-1998), adapted from the films of the same name, brought the adventure/fantasy back to the small screen in its tale of the lives of immortal warriors. James Parriott’s Canadian show Forever Knight (CBS, 1992-1996) brought horror and romance back to the small screen. Forever Knight told the tale of a vampire (Nick Knight) in search of redemption for his past villainies. Angel before Angel?
Straight dramas continued to show up on American television during the era. A drama about lifeguards in California, Baywatch (Syndicated, 1989-2001) with David Hasselhoff, Pamela Anderson, Donna D’Arico, and Carmen Electra, became the most popular TV show in the world during the period. Another drama, one that would conquer only America, came on the air in 1994. Touched by an Angel (CBS, 1994-2003), a kind of Highway to Heaven for the nineties, produced in Salt Lake City, Utah, focused on angels helping troubled Americans make their way through the difficulties of life. Freshman Dorm (CBS, 1992) starring Party of Five alumnus Matthew Fox, focused on the lives and loves of a group of freshman at a small American college. Life Goes On (ABC, 1989-1993), told the tale of a family with a Down’s syndrome child and a gifted child. Marshall Herskovitz’s and Ed Zwick’s thirtysomething (ABC, 1987-1991) explored the lives of a group of friends who had all reached the dreaded three o. Herskovitz’s and Zwick’s Dream Street (NBC, 1989) focused on a group of working class friends from New Jersey.
All kinds of traditional dramas remained popular on the small screen. There were crime dramas like Murder She Wrote (CBS, 1984-1997) starring the venerable actor Angela Lansbury as an American Miss Marple, Diagnosis Murder (CBS, 1993-2003) starring the equally venerable Dick Van Dyke as a crime solving physician, Steven Bochko’s NYPD Blue (ABC, 1993-2005) and Michael Mann’s Crime Story (NBC, 1986-1988). There were legal dramas like David E. Kelley’s Picket Fences (CBS, 1992-1996). There were medical dramas like David E. Kelley’s Chicago Hope (CBS, 1994-2000) and Michael Crichton’s, John Wells’s, and Jack Orman’s ER (NBC, 1994 ER, which focused on the trials, travails, lives, and loves of an ever changing array of ER doctors, nurses, and interns, would prove to be one of American’s most watched programmes. It would make George Clooney a star.

The sitcom remained one of the most popular genres on American TV between 1985 and 1995. NBC sitcoms included The Cosby Show spinoff A Different World (1987-1993), The Golden Girls (1985-1992), Larry David’s and Jerry Seinfeld’s mega-hit Seinfeld (NBC, 1989-1998), Blossom (1991-1995), The Fresh Prince of Belair (1990-1996), a Black rags to riches tale, Mad about You (1992-1999), and the megasuccessful Friends (1994-2004) which focused on a group of male and female friends and sometime lovers trying to make it in Manhattan.

CBS sitcoms included Diane English’s Foley Square (CBS, 1985-1986), My Sister Sam (CBS, 1986-1988), Double Rush (CBS, 1995), Murphy Brown (CBS, 1988-1998), Love and War (CBS, 1992-1995), and Fran Drescher’s The Nanny (CBS, 1993-1999).

ABC sitcoms included Neal Marlens Growing Pains (ABC, 1985-1992),

Full House (1987-1995) with the Olsen twins, the working class comedy Roseanne (1988-1987) starring Roseanne Barr, John Goodman, and Laurie Metcalfe, Coach (1989-1997), Jim Henson’s Dinosaurs (1991-1994), Step by Step starring sitcom veteran Suzanne Sommers and Dallas’s Bobby Ewing Patrick Duffy (1991-1997, CBS, 1997-1998), Tim Allen’s Home Improvement (1991-1999), Hangin’ with Mr. Cooper (1992-1997), Grace Under Fire (1993-1998) starring Brett Butler, and Ellen (1994-1998) with Ellen DeGeneres. 

Fox sitcoms included the Ferris Buhler clone Parker Lewis Can’t Loose (1990-1993), Martin (1992-1997) starring Martin Lawrence, Sinbad (1993-1994) starring Sinbad, and House of Buggin (1995) starring Hispanic comedian John Leguizamo.

WB sitcoms included the Married...with Children clone Unhappily Ever After (WB, 1995-1999), The Wayans Brothers (WB, 1995-1999), Parent’Hood (WB, 1995-1999), and Sister, Sister (ABC, 1994-1995, WB, 1995-1999). 

Finally, the Disney Channel and later TBS gave us the nostalgia sitcom Still the Beaver (later The New Leave it to Beaver) (Disney, 1985-1986/TBS, 1986-1987) still starring Barbara Billingsley (June Cleaver), Tony Dow (Wally Cleaver), Ken Osmond (Eddie Haskell) and Jerry Mathers as the Beaver. 

Sitcoms weren’t the only comedy on TV during the era. There was also that “hip” comedy variety show In Living Color (Fox, 1990-1994) starring the Wayans Brothers and Jim Carrey. The show made all of them stars. And there was David Lynch’s and Mark Frost’s On the Air (ABC, 1992).

SciFi superhero adventure tales continued to show up as well. In 1990 CBS brought us The Flash. It lasted until 1991. And then there were SF sitcoms. USA gave us Weird Science (USA, 1994-1998) an adaptation of the film of the same name.

The era saw the return of the prime time animated show. The biggest of them all was The Simpsons (1989-), the animated show created by James L. Brooks and cartoonist Matt Groening. The show focused on loveable but sometimes dysfunctional American family, the Simpson’s. The Simpsons genius perhaps lay in the fact that the young could watch the show for Bart’s antics while the older crowd could enjoy it for its many intertextual references to pop culture. The Simpsons would spawn a host of tie-ins—t-shirts, lunch boxes, comics, toys, and action figures. The success of The Simpsons spawned other teenage and adult animated comedies. MTV, in particular, found success with the new animated shows. One of their biggest successes was Mike Judges’s Beavis and Butthead (MTV, 1993-1997). The new animated shows were quite controversial Many critics saw Bart, Beavis, and Butthead as an unholy trinity leading an assault on America’s traditional values.
Fare for kids and adolescents remained important on the small screen between 1985 and 1995. There was the teen sitcom Saved by the Bell (NBC, 1989-1993), Ramona (CBC/PBS, 1988-1989) starring Sarah Polley as Ramona, Anne of Green Gables (CBC/PBS, 1985/1986) and Anne of Avonlea (CBC/PBS 1987) starring Megan Follows, and Pee Wee’s Playhouse (CBS, 1986-1991) starring Paul “Pee Wee” Reubens. Lassie would even make a return to TV in the form of The New Lassie (syndicated, 1989-1991).

As for variety shows the era saw the debut of one of the longest lasting of the form. With 1986 came Sabado Gigante (1986-) on Univision. The show, hosted by the Chilean Don Francisco (Mario Luis Kreutzberger Blumenfeld), was broadcast from Miami, and has become an institution in Spanish language television in the United States.   
The era saw HBO, Showtime, Lifetime, and USA move into the made for TV movie market with a vengeance. One of the most critically acclaimed was HBO’s The Positively True Adventures of the Alleged Texas Cheerleader-Murdering Mom from 1993 starring Oscar winner Holly Hunter. Another was HBO’s And the Band Played On (1993) a docu-drama about AIDS. As for “free TV it too continued to pump out telemovies like 1989’s Small Sacrifices starring Farrah Fawcett and mini-series such as Heroes of the Desert Storm (ABC, 1991) which celebrated America’s victory over Iraq. 

Nonfiction television became ever more prominent between 1985 and 1995. In the late night hours NBC’s Tonight Show remained the king. Joan Rivers and Dennis Miller tried to challenge Carson though without much success.

Talk shows exploded with Geraldo Rivera (syndicated, 1987-1998), Mort Downey (syndicated, 1987-1989), Jennie Jones (1991), Jerry Springer (1991-), Montel Williams (1991-), Maury Povich (1991-), and Ricki Lake (1993-2004) bringing their shows to the small screen. Politicians, like Bill Clinton who appeared playing a saxophone on The Arsenio Hall Show, increasingly turned up on talk shows during these years finding them a place where they could deliver their message without responding to hard journalistic questions as on Meet the Press and Face the Nation.

Tabloid or Trash TV exploded on the small screen as well. The era saw the debut of A Current Affair (Fox, 1986-1996), Inside Edition (syndicated, 1988-) which gave Bill O”Reilly his start, Hard Copy (Paramount, 1988-1999), The Reporters (Fox, 1988-1990), Extra (syndicated, 1994-), and The Insider (syndicated 2004-). An episode of The Simpsons in which Homer is accused of sexually molesting the babysitter wonderfully satirises these types of programmes (“Homer Bad Man”, 6:9 27 November 1994, Fox).

On the reality show front the era saw the debut of Mysteries (NBC, 1988), America’s Most Wanted (Fox, 1988-), Cops (Fox 1989-), Funniest Home Videos (ABC, 1989-), Rescue 911 (CBS, 1989-1996), Sightings (Fox, 1992-1993, syndicated, 1994-), and Real Stories of the Highway Patrol (syndicated, New World, 1993). Some of these “reality shows” such as Unsolved Mysteries and Sightings mixed “real” footage with dramatic recreations. Reality shows about cops and UFO’s weren’t the only one’s to make their appearance during the era. Bravo brought us Inside the Actor’s Studio (Bravo, 1994-) during which host James Tipton interviewed a host of mostly American and British actors. NBC, Fox, and the BBC brought us Michael Moore’s satiric TV Nation (NBC/Fox/BBC-2, 1994-1995). Finally, MTV brought us that foretaste of things to come, The Real World (1992-).

For some “tabloid journalism” and dramatic reality shows spelled the end of “objective journalism”. Critics claimed that both blurred the boundaries between hard news and entertainment, fact and fiction, and talk and drama with their sensationalized reporting style and recreations.

Faux shows weren’t the only non-fiction shows on the tube during the era. CBS’s 60 Minutes continued to be a ratings leader for that network, so much so that they they added two new news magazines to their schedule during the era, Eye to Eye (1992-1995) and 48 Hours (1988-).  NBC countered with Dateline (1992). ABC countered with 20/20. David Lynch brought the documentary back to TV with his American Chronicles (Fox, 1990-1991). PBS introduced the anthology documentary series P.O.V. (1988-) and gave us Ken Burns’s Huey Long (1988), Burns’ Thomas Hart Benton (1988), Burns’s 5 part 11 hour Civil War (23-27 September 1990) which proved to be both popular and a water cooler topic of conversation, and The Times of Harvey Milk (1986). 1987 saw the broadcast of PBS’s six part history of the Civil Rights Movement Eyes on the Prize: America’s Civil Rights years (1954-1965). The second installment Eyes on the Prize II: America at the Racial Crossroads (1965-1985) debuted in 1990. 1990 also saw the debut of  PBS’s science and natural history series Scientifc Frontiers (1990-2005). On the talk show front 1985 saw the debut of Larry King Live (1985-) on CNN.

As for sports the era continued to be the age of the NFL. By 1991 9 of the top 20 telecasts ever in terms of viewers were Super Bowl games. The Super Bowl averaged 80 to 90 million viewers every year. With rising numbers of viewers came, of course, rising ad prices. In 1978 a 30 second Super Bowl ad cost $185,000. By 1985 the cost of a 30 second Super Bowl ad rose to $500,000. In 1991 a 30 second ad cost around $800,000. Needless to say the networks really did compete for rights to the Super Bowl. Even cable was getting in on the NFL act as ABC owned ESPN began broadcasting games in 1987 and Turner owned TNT began broadcasting them in 1990.

Viewing:

Great Performances, Igor Stravinsky, “Le sacre du printemps” (Весна священная), Joffrey Ballet, Reconstruction of Original Ballet, PBS 1988

http://www.youtube.com/watch?v=bjX3oAwv_Fs
http://www.youtube.com/watch?v=vb8njeKBfqw
http://www.youtube.com/watch?v=mK64sTi4mKc
KBYU News, World Cup Story, 1992, Local PBS

http://www.youtube.com/watch?v=yDxZWiHvY6s
Oral Histories

watch an excerpt from an interview with creator/producer Stephen J. Cannell on the A-Team, Hunter, and 21 Jump Street from the Archive of American Television here

http://www.youtube.com/watch?v=NehVWLeGADU
watch excerpts from an interview with creator/writer/producer Steven Bochko from the Archive of American Television here

http://www.youtube.com/watch?v=lL1K9Qa2pHk (on LA Law)

http://www.youtube.com/watch?v=ZoFf-Be31-M (on LA Law and Doogie Howser)
http://www.youtube.com/watch?v=qVHz63uo6_s (on Doogie Howser, Cop Rock, and NYPD Blue)

http://www.youtube.com/watch?v=cGZwxJB__Ts (on Doogie Howser, Cop Rock, and NYPD Blue)
http://www.youtube.com/watch?v=pmHG0bns-vg (on NYPD Blue)
http://www.youtube.com/watch?v=QiM_kYJ0G-g (on TV, music)

watch an interview with creator/producer/writer Rick Berman of Star Trek fame from the Archive of American Television here

http://www.emmytvlegends.org/interviews/people/rick-berman
watch excerpts from an interview with creator/writer/producer/director James L. Brooks from the Archive of American Television on The Simpsons here 

http://www.youtube.com/watch?v=ztM_sJnpurU
http://www.youtube.com/watch?v=brpNOTEtayA (producing Simpsons episodes)

http://www.youtube.com/watch?v=6tY6KT1haj4 (on Gracie Films)
Charlie Rose, interview with James L. Brooks and Matt Groening on The Simpsons, PBS

http://www.youtube.com/watch?v=oEIvJMi1iyI
watch excerpts from an interview with creator/producer/writer Dick Wolf from the Archive of American Television here

http://www.youtube.com/watch?v=fS9G4LyirI8 (on Law and Order)

http://www.youtube.com/watch?v=495XcDoMaxM (on producing TV and on the Law and Order franchise)
http://www.youtube.com/watch?v=ld_VNrePUZs (on Twin Towers and the Law and Order franchise)

Chris Carter, Creator of the X-Files, 1996 Interview

http://www.youtube.com/watch?v=FXHcoHPZhGI
http://www.youtube.com/watch?v=oHu_bW7WpJs
Television Criticism, 1985-1995
As usual American TV proved to be controversial between the years 1985 and 1995. There were a number of complaints about the “jiggle shows” of the era like Charlie’s Angels and Three’s Company from those concerned about what TV viewing was doing to American children and adults. The National Federation of Decency headed by Donald Wildman complained to the FCC about Howard Stern’s radio programme and his employer, Infinity Broadcasting, Inc. Infinity ended up paying millions in FCC fines for Stern’s on the air antics. Popularity and advertising revenues apparently breed a contentment with fines. 

Once again television was not the punching bag only for the “right”. On the “left” Neil Postman in his Amusing Ourselves to Death (1985) draws on the dystopian work of Aldous Huxley and George Orwell to argue that television reduces us to passive children, hides reality from us while giving us instead with a ton of irrelevant information and trivia.

Individual television shows continued to prove controversial during the era. Perhaps the most famous controversy of the period involved Diane English’s show Murphy Brown (CBS, 1988-1998). Murphy Brown became embroiled in a moral culture war with the powers that be after former Vice President Dan Quayle criticized the show for violating “family values” in the summer of 1992. Quayle’s concern stemmed from the show’s portrayal of Murphy giving birth to out of wedlock in the 1991-92 season finale. Quayle believed the show portrayed a single parent giving birth in too positive a light and, as a result, was delivering a negative message about unmarried preganancies to America’s young women and men. English responded to Quayle’s criticism by noting that the show was simply reflecting social realities of the time. English added fuel to the fire with the 1992 season premier, “I Say Potatoe, You Say Potato”, a reference to the Vice-President's much-publicized “misspelling” of the word during an impromptu spelling bee session. The Simpsons would also take a pot shot at the vice-president when Bart, in one of his blackboard moments at the beginning of the show, is shown writing “It’s potato, not potatoe”, on the board.

Speaking of The Simpsons that show came in for heavy criticism particularly when Fox scheduled it opposite The Cosby Show. Bart, in particular, came in for criticism from educators and conservative groups for being an, as one critic put it “underachiever and proud of it”. Even Bill Cosby joined the chorus of criticism when he claimed in an interview in 1991 that Bart was a “bad role model for children”. Some critics seemed to think that Bart Simpson would single handedly destroy education in the United States by becoming a role model for underachievement.

The Simpsons was not the only animated series to come in for criticism during the era. An episode of Ralph Bakshi’s Mighty Mouse: The New Adventures (CBS, 1987-1988), claimed conservative evangelical Reverend Donald Wildmon of the American Family Association (originally the National Federation for Decency founded in 1977), portrayed Mighty Mouse snorting cocaine. Bakshi vehemently denied the accusation claiming instead that Mighty Mouse was smelling flowers that had been given him by another character in the show Polly Pineblossom. Bakshi had a background, however. He had made the X-rated cartoon Fritz the Cat in 1972 which was saturated with sex and drugs. When Bakshi pulled the offending image from the episode Wildmon took it as an acknowledgment of sin. Bakshi says otherwise and continues to deny that Mighty Mouse was snorting “coke” but you be the judge (http://en.wikipedia.org/wiki/File:Mighty_Mouse_flower.jpg).

TV continued to be a controversial topic of conversation in the academy as well. Quantitative behavioural research on the impacts of TV continued, of course. Qualitative research was making its presence felt as well. A number of academics expressed an increased interest in how audiences read TV texts during these years. Henry Jenkins (Textual Poachers: Television Fans and Participatory Culture, 1992), John Tulloch (Science Fiction Audiences with Henry Jenkins, 1995), Camille Bacon-Smith (Enterprising Women), and Lisa Lewis (her edited collection, The Adoring Audience 1992), to name a few, explored how men and women, straight and gay, “read” Star Trek and Doctor Who and other TV programmes. This increasing academic interest in TV can perhaps best be seen on the conference circuit. Increasingly presentations on TV could be heard at the Modern Language Association, Speech Communication Association (now the National Communication Association), the Popular Culture Association, the American Studies Association, and the Society for Cinema Studies 

TV Studies was also gaining recognition in wider intellectual culture and academe. The Museum of Television and Radio in both New York City and Los Angeles began sponsoring lectures, panel discussions, and forums on TV in the era.

READINGS:

Acting
Ian Shuttleworth, “They Always Mistake Me for the Character I Play! Transformation, Identity, and Role-Play in the Buffyverse (and a defence of fine acting” in Reading the Vampire Slayer, pp. 233-276

Gwyn Symonds; “Playing More Soul than Written: James Marsters’ Performance of Spike and the Ambiguity of Evil in Sunnydale”, Slayage 16 (March 2005)

http://slayageonline.com/essays/slayage16/Symonds.htm
DOCUMENTARY MATERIAL: JAMES MARSTERS SPEAKS
READ ONLY AFTER READING SHUTTLEWORTH AND SYMONDS
James Marsters Interview, The New Scotsman.com, excerpts

"Like every really good show, the writers are in control. If you go back through the television history of all the shows that really made an impact, you'll find - if you look at the power structure - that the writers were in charge, not the actors. "When an actor tells you what he wants, he'll come up with some brilliant idea, very complex, but what it really comes down to is kissing more chicks and beating up more guys. They want to be the tough, sexy guy, and they'll guise it that way. But if we left it to the actors, it would be that every day. I'm an actor, so I can say that." And this actor can only come up with one downside of playing Spike when pressed for an answer.

-------------------------------------------------------

James Marsters interview, Zap2it.com, excerpts

Despite Marsters' experience, he and Buffy creator Joss Whedon had to come to an understanding on the set. "I feel like I'm a broken record about this, it really is true that the script is going to do it for you, if you just let it, if you just get out of its way. Joss and I have finally agreed on what good acting is. It's not messing up good words."

Was there disagreement? "Oh, yeah, because he always appreciates good acting, while I tend to slough it off, frankly, and not want to talk about it, not want to acknowledge it, really, don't want to get too precious."

"If he loves a moment in a scene or something, it's almost hard to talk about because you don't want to become too aware of it when you're doing it. You just want to show up to work and surprise yourself," Marsters said. "But we finally agreed that good acting is not messing up good words, knowing that when you have good words, you don't need to fix them, you don't need to help them, you just need to give yourself over to them. So in that way, a lot of work is being done by the script. But to my credit, I realize that and let it do that."

-------------------------------------------

Marsters Inteview from TV Scene, excerpts

"Chekhov, man, it's all the same thing. Chekhov and Buffy the Vampire Slayer - it's all about beautiful losers".

"It's strange. The more Joss Whedon (Buffy series creator and scriptwriting genius) finds out about my past, the closer the writing gets to me."

While he's scarily talented, Marsters has no real urge to move on. "Why would I? This is the best television, maybe the best ever made. What I really want to do is my job. And my job is to try to get what's on the page on screen."

----------------------------------------------

Michelle Tractenberg and James Marsters Interview, ContactMusic, excerpts

TRACHTENBERG

It’s almost as if no one really wanted to go out there and make a female a positive, strong lead before someone else did it. The second Joss Whedon put out the fact that there is this great show that has quality writing. A lot of the writing, it’s a collaborative effort, basically, when it comes down to BUFFY. Not only is it the idea of just females can take charge (no offense, honey), the writing is great, we have a really great ensemble cast. I know I’m using the word, “Great.” like 30 times, but I mean it is what it is.

MARSTERS

I mean, everybody. The sound department is the best in the business. I’m serious. Right now, everyone’s fighting for them. Now the pressure’s on the rest of Hollywood wanting these departments are starting to take hold. But frankly, when everyone was hired around here, all across the board, they hired people who were just about to become known as really great in their profession, but were still cheap. They did that over and over again in every department.

TRACHTENBERG

It’s great. It’s true. Every single detail.

MARSTERS

Both weird and exciting….

TRACHTENBERG

Here’s where my agreement with Joss was, I said that I would dance, I would not sing. Apparently that didn’t go very well. I ended up singing.

MARSTERS

If you guys are mad, it’s because Joss wants you to be mad.

TRACHTENBERG

Be mad but watch.

MARSTERS

He’s trying to piss you off, guys, but sometimes he really does want you to be aggravated.

TRACHTENBERG

Be mad but tune in.

---------------------------------------------

James Marsters, Interview, Starburst, excerpts

Why does Buffy The Vampire Slayer work so well?

The metaphor of demons and vampires has come to represent the troubles we all go through in our lives as we try to become our best selves. We use that for more adult themes. At the same time Joss Whedon is letting (producer) Marti Noxon come more into the fore with this story. And her crucible of experience – one she'll always go back to as a writer – is in issues that relate to people in their mid-twenties. It's brilliant that although Joss is still very much in charge of the show, there's another voice that's coming in, using the metaphor to her own ends.

-----------------------------------------

James Marsters, interview, X-Pose, excerpt

"It's such a good move and it's not one that you readily expect. Joss almost wants to tease you. He gives you something that you want, and you halfway think it's going to happen, and then he'll deny it so you keep tuning in thinking maybe you're going to see it."

-------------------------------------------------

Somewhat silly Tony Head and James Marsters video interview from Australian TV

http://www.fanpop.com/spots/buffy-the-vampire-slayer/videos/1138763
-----------------------------------------

Marsters interview in the Modesto Bee…

Note the sentence “It takes three hours on the set to produce one minute of film.”

http://www.jamesmarsters-justmagic.com/Modestos_Vampire.html
Discussion: Compare and contrast what Marsters says with what Shuttleworth and Symonds write.

Chapter 7

American Television 1995-2005
Contexts

1995-2005 saw the economic downturn and the collapse in the real estate market in Japan, the heating up (once again) of the seemingly never ending Israeli-Palestinian conflict, the dot.com crash, the British return of Hong Kong to China, the advent of the Euro, the Clinton-Lewinsky scandal, the impeachment of Clinton, the “election” of George W. Bush in 2000 (the looser, Al Gore, got more votes than the winner, George Bush), 9/11, the PATRIOT Act, the war in Afghanistan, the Anglo-American invasion of Iraq and the downfall of Saddam Hussein, corporate moves from higher cost to lower cost labour markets, protests against the World Trade Organisation (WTO), the World Bank, and NAFTA (the North American Free Trade Agreement), genetically modified food (GMO’s), protests against GMO’s, the expansion of the internet, the world wide web, the creation and wide dissemination of cell phones, ipods, and digital TV’s, the ever increasing presence of corporations online, and the proliferation of pornography on the Web.

Technological Contexts

1995-2005 was an era in many ways dominated by technological change. The era saw the development of a new generation of satellites, the appearance of fibre optic cables which could carry much more information along its lines, the expansion of the World Wide Web, the appearance and growing popularity of DVD’s, (Digital Versitle Discs), the appearance of Digital Audio Techology (DAT), Digital Video Recorders (DVR), HDTV (High Definition Television), and TiVo, a Digital Video Recording system that customers could buy to record television programmes.

DVD players and the sale of DVD’s particularly came into their own during this period. By 2004 around 80% of American homes had at least one DVD player. Media companies, of course, responded to this growing market by producing more and more DVD’s of film and televison product. By 2005 60% of studio revenues were coming from the DVD market. 15% of these were sales of TV shows.

Speaking of DVD’s, their development tells us a lot about corporations during the era. The companies that produced them established time specifications for DVD’s much as they had done for CD’s before (i.e., they limited the amount of information contained on the discs). For many this is a clear example of a cartel at work

Regulatory Contexts

1995 to 2005 saw America’s media regulators rewrite most of America’s media legislation on a grand scale for the first time in some 60 years. The Telecommunications Act of 1996, in particular, would change everything in the mediaverse. 

The Telecommunications Act of 1996 facilitated media mergers on a grand scale. Disney bought ABC in 1996. NBC merged with Vivendi/Universal in 2004. Viacom bought CBS in 1999. Soon around 6 Fortune 500 media conglomerates—AOL, Time-Warner, News Corporation, Disney, Viacom, and Sony—owned and controlled most of the newspapers, book companies, film studios, and TV companies in the United States. These six megagiants companies were not only engaged in vertical and horizontal integration. They also bought up independent film, record, cable, satellite, and print media all across the country and the world. 

The Telecommunications Act of 1996 not only facilitated mergers it allowed the companies that media mergers made to own more of the media in specific media markets. It allowed a single corporation to own 35% of the media in a single market rather than the 25% that had been the standard before—the industry actually pushed for a 45% cap and the FCC supported them but an unfavourable ruling by a circuit court on this issue and the refusal of the Supreme Court to hear the case the FCC backed away from this proposal. The Act allowed the bigger media corporations such as CBS, NBC, ABC, and Fox to own smaller ones like the WB and UPN. 

In the radio marketplace megacorporations like Clear Channel and Infinity soon came to dominate the American radio marketplace leaving many localities without local programming since Clear Channel and Infinity produced programmes centrally and then disseminated them to their various stations across the US.  By 2004 Clear Channel owned around 1200 radio stations or 12% of commercial radio outlets while Infinity owned around 180 or about 1.5% of the market. Competition?

To give you a sense of magnitude of this synergy, this vertical and horizontal integration syndrome that grips America today, let’s look at CBS-Viacom’s TV related holdings—they also had substantial internet, book, radio, billboard, and film holdings in the era as well. As of 2005 CBS owned the CBS Television Network, the UPN Network (until it merged with CW—see below), Showtime Networks, Inc. (SNI), the parent company of the cable network Showtime, Showtime Too, Showtime Showcase, Showtime Extreme, Showtime Beyond, Showtime Next, Showtime Women, Showtime Familyzone, Showtime HD, Showtime on Demand, Showtime PPV, The Movie Channel, TMC XTRA, The Movie Channel HD, Flix, the Sundance Channel (SNI owns 30% of this), CBS Entertainment, CBS News, CBS Sports, CSTV Networks, Inc., The Early Show, 60 Minutes, 48 Hours, Face the Nation, the CW Network (CBS owned 50% of this, Time-Warner the other 50%), CBS Paramount TV, Spelling Television, King World (a distribution company), MTV, MTV2, MTV U, LOGO, MTV World, MTV Films, MTV Network Europe, MTV base, MTV Productions, MTV Desi, MTV Chi, MTV Tr3s, MTV Jams, VH1 Classic, VH1no, VH1 Soul, VH1 Country, MTV Mandarin, Nickelodeon, Nick at Nite, Nickelodeon Movies, Nick Jr. Australia, Nickelodeon Brasil, TV Land, VH1, Spike TV, CMT (Country Music Television), Comedy Central, Paramount Comedy, The Box, Game One, Viva, TMF (The Music Factory), BET, BET Jazz, BET Gospel, BET Hip, BET Event Production, Noggin, Nick Gas, Turbo Nick, Nicktoons Network, The Daily Show, and The Colbert Report. 

Watch Desilu/Paramount/CBS Paramount end logos from 1966-2006 here http://www.youtube.com/watch?v=rbA1o5cm_wU
Here is another example of mergeritis. Time Warner AOL, created by a merger between Time-Warner and America Online (AOL) in 2001, owned Warner Brothers, Time, AOL, New Line Cinema—the producer of the Lord of the Rings trilogy—HBO, TBS, TNT, CNN, and Warner Records. 

And another. General Electric (GE) owned GE, RCA, NBC, USA, Bravo, the Spanish language network Telemundo, MSNBC, and CNBC.

Syndication rights became ever more important for the networks during the era. By 2000 each of the major networks either owned or had financial interest in over 50% of prime time programming. Network ownership and financial interest ranged from the high of 71% of Fox to the 44% of ABC and NBC. 

What merger mania did with respect to syndication was increase network syndication holdings. CBS, for example, acquired the independent production giant King World Productions which syndicated Oprah, Wheel of Fortune, and Jeopardy among others. Needless to say syndication rights proved a financial boon to the networks. 

Speaking of ownership, media companies during the era began to move aggressively against internet sites in order, they claimed, to protect their product. Napster, a music downloading fight faced the ire of the corporate media companies for allowing users to download music files for free. When Napster ended up in court across the table from the media giants it lost and had a bevy of fines levied against it.

Mergers and the increased domance of fewer and fewer corporations within media markets were not the only things the Telecommunication Act of 1996 allowed and seemed to promote. It also overturned ownership caps that had existed in law for years. The demise of these caps allowed megacorporations to engage in cross-ownership of media. Telephone companies were allowed to offer cable and internet service. Cable services were allowed to offer telephone and internet service in areas where they provided cable TV service. TV stations were allowed to own cable franchises in the tio 50 media markets and while cable franchises were allowed to won TV stations in these markets. TV stations were allowed to own any number of radio stations in the largest media markets across the country. Local telephone companies were allowed to offer long distance service. In the minds of proponents these changes were meant to increase competition. For critics it meant increased corporate power, a media which reflected corporate interests, and a media interested in advertising revenue rather that artistic creativity. It also meant a reduction in ideological, racial, ethnic, gender, and age diversity in the media.

Another major change brought about by the Telecommunications Act of 1996 had to do with licensing. The Act mandated renewal of licenses every eight instead of every five years and its “streamlined” the renewal process. It barred competitive applications for broadcast licenses unless the existing license holder failed to obtain a renewal due to violations of their license agreement.

The Act had other important aspects as well. It mandated assignment of additional UHF frequencies to existing license holders to be used for digital transmission, it allowed the FCC to assume jurisdiction over digital broadcast satellites, and it eliminated the Cable Act of 1992 undermining, in the process, the ability of governmental entities to regulate cable rates.

Deregulation wasn’t the only thing going on in the Telecommunications Act. Regulation, the regulation of speech and content in particular, was another major component of the Act. A subpart of the Telecommunications Act, the Communications Decency Act, attempted to establish tighter control over media content, specifically, “obscene, lewd, lascivious, filthy, or indecent” material that “annoy[ed], abuse[d], threaten[ed], or harass[ed] another person” that might be transmitted over the airwaves, cable, or the internet. It established a ratings system that specified which programmes were violent and which had sexual content and it mandated that all TV’s have v-chips in them which allowed parents to screen out this violent or sexual content in TV programmes. It mandated that cable operators provide lock boxes that could scramble signals that were “unsuitable for children”. And it allowed local cable systems right to resfuse broadcast of shows or films that contained “obscenity” and were “indecent”. This part of the act never went into effect because it was overturned by the US Supreme Court shortly after the passage of the Act.  

For the text of the Telecommunication Act of 1996 go here http://www.fcc.gov/telecom.html
The Telecommunications Act of 1996 was not the end of federal legislation relating to media. In 1998 President Bill Clinton signed the Digital Millennium Copyright Act (DMCA) (http://www.copyright.gov/legislation/dmca.pdf). This act made it illegal to break copyright protection on chips and codes that media companies had implanted in their digital products and to sell devices to break these codes. The European Union soon adopted similar provisions (http://ec.europa.eu/internal_market/copyright/documents/documents_en.htm). Globally the United Nations’s World Intellectual Property Organisation (WIPO), founded in 1967, was given the power to enforce these legal standards worldwide.

Clinton was not done. 1998 saw Clinton sign the Copyright Term Extension Act, also known as, the Sonny Bono Act (Bono was a former rock and roll singer and songwriter from California who had been elected to the House of Representatives) (http://www.copyright.gov/title17/92chap3.html). This act extended the years a given work could be protected by copyright law from 50 years after the death of the author to the author’s life plus 75 years. It also protected corporate workers for hire property for 95 years after publication or 125 years from the creation of the work whichever was shorter. Needless to say large corporations like Disney (who, critics pointed out, had made tons of money from stories they mined from public domain) were strongly in favour of the Act.

Finally 1999 saw the passage of the Satellite Home Viewer Improvement Act (SHVA), an act which points up the growing importance of satellite TV in American viewing life. This act gave satellite companies permission to carry local network affiliates and required them to do so by 2002 (http://www.fcc.gov/mb/shva/shvia.pdf). 

Industrial Contexts

Free TV

Though there was a fear that the Telecommunications Act of 1996 was bringing about concentration and mediocrity in America’s media marketplace it is not clear, as some critics have noted, that this was really the case. There was, for instance an increase in the number of TV stations from around 800 in 1970 to 1500 in 2000. There was an increase in the number of educational television stations from around 185 in 1970 to 373 in 2000. Radio stations increased from 6889 to 12,615. Educational radio stations from 413 to 2066 during the same period. The number of TV channels consumers could receive also increased from the 1970s to 2000. In 1972 20% of US homes received more than ten channels. By 1999 the number of households which could receive more than ten channels rose to 52%. 

The audience the big networks normally reached continued to decline during the period. In 1998 prime time TV programming was watched by around 58% percent of American viewers. By 2003 the five major networks garnered only around 51% of prime time viewers. 

Despite this audience decline advertising revenues for the networks remained high. Product placement—including the placement of music in TV shows—helped the networks increase revenue. In 1999 product placement in TV programmes rose by 21%. Between 2004 and 2005 it rose a further 46%.

Perhaps the biggest change of the era was the appearance of two new terrestrial television networks, the WB, owned by Time-Warner, and UPN, owned by Paramount which was, in turn, owned by Viacom, owner of CBS. Both followed a strategy similar to Fox before them. The WB tried to hit the youth demographic with youth oriented shows like Buffy the Vampire Slayer (1997-2005) (in reality the mean age of the Buffy viewer, over the course of the show, was 29), Dawson’s Creek (1998-2002), Felicity (1998-2002), and Charmed (1998-2006). And it worked. In 1998 alone the WB’s under 30 youth demographic rose 19% in it’s under 30. UPN, owned by Paramount which owned Desilu which owned the Star Trek franchise, founded its hopes on Star Trek—Star Trek Voyager (1995-2001) and Enterprise (2001-2005). When that strategy didn’t produce the expected audience numbers UPN quickly followed the same hit the black and male demographic strategy that Fox had before it. UPN shows like Moesha (1996-2001), Girlfriends (2000-2007-), One on One (2000-2006), and WWF Smackdown/WWE Smackdown (1999-) helped the UPN raise its ratings and hence its advertising revenue. Just how important the Black demographic was to the WB and UPN can be seen in the numbers. By 1997 the WB and UPN had 10 Black centred shows while Fox, CBS, NBC, and ABC together had 7. 

The WB and UPN weren’t the only “netlets” that came on the air during the era. There was also PAX. PAX, owned by a devout Christian businessman, was intended to be obscenity free and offer family oriented programming. In 2005 the network changed its name to I, ION television.

It wasn’t only English language stations that were becoming prominent during the era. The era saw the rise in importance of Spanish language TV in the United States both on “free TV” and on cable. There were two major Spanish language networks broadcasting in the US—Univision and Telemundo. 

As a network, Univision’s roots go back to the 1950s and the 1960s when the first Spanish language stations began appearing across the United States. In 1961 the Spanish International Network (SIN) hit the airwaves. It was owned by Televisa one of the major Mexican networks which also produced most of the network’s programming. In 1986 the FCC found SIN in violation of American law because of its Mexican ownership—US law prohibited foreign ownership of American media. At this juncture the network was purchased by Hallmark Cards and renamed Univision. Televisa produced shows continued to provide about half of Univisions’s programming—telenovelas, variety shows, sports, and movies—but, importantly—the other half of Univision shows were made in the United States particularly in Miami. Not everything was coming up roses for Hallmark, however, so in 1992 it sold Univision to the Perenchino Group, which itself was owned by Televisa and Venevision, one of Venezuela’s major TV networks. With the change Univision began to turn again to Televisa for most of its programming. This devastated its production operations in Miami. The strategy, however, worked. Univisions ratings rose some 241% between the 1990s and 2000s. By 2005 Univision was the fifth largest network in the United States and its percentage of Latino/Latina prime time viewers was around 30%.

Telemundo began broadcasting in 1986 with TV stations in Los Angeles, California, Miami, Florida, New York City, New York, and Puerto Rico. Between 1988 and 1991 the network expanded its station and affiliate holdings into the Houston, Dallas/Ft.Worth, McAllen/Brownsville, El Paso, Lubbock, and San Antonio, Texas, Albuquerque, New Mexico Tucson and Phoenix, Arizona, and Yakima, Washington markets. It also began expanding into news, telenovelas, talk shows, and cooking shows. By 1991 Telemundo was producing 54% of its own programming in the US. Expansion, however, had its downside and by 1993 it was in financial straits and filed for bankruptcy. Reoganisation in the late 1990s brought financial stability to the network. In 1998 the network was purchased by Sony and soon opened its own production facilities in Hollywood. It also cut a deal with the Mexican television network Azteca and the Brasilian TV network Globo to broadcast telenovelas owned by these networks. In 2002 NBC purchased Telemundo. By 2005 its percentage of American Latino/Latina prime time audience was around 8%. By 2005 most of its telenovelas were being produced in Miami.

Finally the era saw the big networks try to keep everything in house. In 1998 30% of ABC’s programming was done inhouse by Disney, owner of ABC. By 2001 it was up to 50%. It wasn’t the old networks who were trying to keep every thing to themselves. In 1998 45% of Fox’s TV programmes were made by Fox’s studio, Twentieth Century Fox. By 2001 it was 62%.

Cable Television

Cable continued to expand throughout the era. ESPN continued to be cable’s behemoth. In 1996 ESPN moved into publishing with its sports magazine ESPN: The Magazine. In 2003 the network moved into fiction programming with its sport soap, The Playmakers. Soon it also began broadcasting game shows and made for ESPN movies. In 2006 the network got the rights ABC’s old standby Monday Night Football. 

ESPN was not unchallenged in cable sports, however. In 1998 Fox Sports Net came to cable. It wasn’t only fiction and sports that was thriving on cable. 

Nonfiction TV and sport TV were not the only things thriving on cable.  Public affairs channels like C-Span 1 and C-Span 2 and local public affairs programmes on local access channels all across the country were picking up viewers as well. 

Speaking of cable, the era was characterized by increasing numbers of American households wired for cable. By the 1990s 75% of US households were wired for cable. 

Nowhere was ethnic, sexual preference, religious, and racial and ethnic diversity and nice marketing thriving more than on US cable TV. 1996 saw the appearance of the Sundance Channel, the Fox News Network which would become the highest rated news network on cable and satellite TV in America thanks in part to its Conservative branding and Republican bias, and MSNBC, a joint project of Microsoft and NBC news. 2000 saw the appearance of the Soap Opera Network, SoapNet, owned by Disney/ABC, and Oxygen, a channel for women (now owned by Universal NBC). 2001 saw the appearance of the National Geographic Channel, owned by the National Geographic Society and Fox News Corporation. 2003 saw the appearance of Viacom’s Spike TV for men (in reality half of its audience is women). 2005 saw the appearance of Viacom’s Logo for gays, lesbians, and bi-sexuals. 1995 saw the appearance of The History Channel for history buffs. 2004 saw the appearance of the Wine Channel or wine connoisseurs and wine connoisseur wannabes. 

On the programming front a number of cable networks continued to produce original programming most of this was more frank and direct than anything on “free TV”. Presumably this was one of the reasons more and more Americans were watching cable. Cable TV’s fiction series like Sex and the City Oz, The Soprano’s The Sopranos, Queer as Folk, and The L Word were beginning to attract the attention America’s TV viewers as well as the attention of America’s quality television advocates. Sex and the City and The Sopranos would win several Emmy’s during their runs. 

Not everything was coming up roses for cable. Cable TV came under fire from telephone companies when they started offering cable services to consumers. The cable companies returned the favour by moving into the telephone market and the internet provider market.

Satellite Television
The era saw the appearance of satellite radio and satellite networks like XM and Sirius. It also saw the appearance of the Satellite TV services DirecTV and the DISH. Both continued to make inroads into the US TV market during the era. 

American Television Programming, 1995-2005
Sitcoms remained a staple of American TV life. Why do you think sitcoms are so popular with the viewing public?

ABC sitcoms included Drew Carey’s The Drew Carey Show (ABC, 1995-2004), Sabrina the Teenage Witch (ABC, 1996-2000, WB, 2000-2003) a sitcom centred around the wacky adventures of a high school and later college witch, Dharma and Greg (ABC, 1997-2002) a sitcom about opposites, the staightlaced Greg and the hippie chick Dhama (Jenna Elfman), attracting and marrying, Aaron Sorkin’s Sports Night (ABC, 1998-2000), Jim Belushi’s According to Jim (ABC, 2001-2009), George Lopez’s George Lopez (ABC, 2002-), and Hope and Faith (ABC, 2003-2006) starring Kelly Ripa as Faith, an ex-soap star down on her luck, and Faith Ford as Hope, the sister she moves in with. 

NBC sitcoms included Bonnie and Terry Turner’s 3rd Rock From the Sun (NBC, 1996-2001) a sitcom centred around a group of aliens from outer space who come to earth to observe its bizarre goings on all the while not realizing how bizarre their behaviour is, Suddenly Susan (NBC, 1996-2000) with Brooke Shields, the gender bending and sometimes down and dirty Will and Grace (NBC, 1998-2006), and Bill Lawrence’s Scrubs (NBC, 2001-2008, ABC, 2008-2010).

CBS sitcoms included Ray Romano’s Everybody Loves Raymond (CBS, 1996-2005), the working class and Honeymoon like stylings of The King of Queens (1998-2007), Becker (CBS, 1998-2004), and Two and a Half Men (CBS, 2003-) starring Charlie Sheen 

WB sitcoms included Darren Star’s Grosse Pointe (WB, 2000-2001), a satiric sitcom set in the world of TV, What I like about You (WB, 2001-2006) with Amanda Bynes and Beverly Hills 90210 alumnus Jennie Garth, Reba (WB, 2001-2007) starring country superstar Reba McEntire,  and The Jamie Foxx Show (WB, 1996-2001) starring Jamie Foxx. 

UPN sitcoms included Moesha (UPN, 1996-2001) starring pop star Brandy as an LA high school student and Girlfriends (UPN/CW 2000-) a sitcom focused on the lives, loves, and travails of four friends. Both were aimed at the African-American market.

Fox sitcoms included Bonnie and Terry Turner’s That 70s Show (Fox, 1998-2006), 

Todd Hollands’s dysfunctional family sitcom Malcolm in the Middle (Fox, 2000-2006), Bernie Mac’s Bernie Mac (Fox, 2001-2006), and Arrested Development (Fox, 2003-2006), a show which garnered critical praise but not enough of an audience (apparently) for Fox to stick with it.

Sitcoms weren’t the only comedies on American TV during the era. Fox brought us Mad TV (1995-) a late night skit comedy to compete with SNL. Comedy central broadcast Dave Chappelle’s Chappelle’s Show beginning in 2003. It would last until 2006. 

Dramas of all types remained prominent on American television screens. There were medical profiler/forensic dramas. NBC brought us Tim Kring’s Crossing Jordan (NBC, 2001-2007) starring Jill Hennesy as the emotionally scarred Boston medical examiner Jordan Cavanaugh. Fox gave us House (Fox, 2004-) starring the British actor Hugh Laurie (House) as a crusty, disabled, pill popping, emotionally scarred genius of a doctor who can solve medical mysteries no one else can.

There were forensic profiler dramas. NBC brought us the aptly named Profiler (NBC, 1996-2000) which centred around the work of a female profiler, Samantha (Sam) Waters (Ally Walker), working for the fictional Violent Crimes Task Force. The twist was that in addition to her normal VCTF work she was searching for the serial killer who murdered her husband. 

There were forensic police dramas. CBS brought us Jerry Bruckheimers CSI (CBS, 

2000-), CSI Miami (CBS, 2002-), and CSI-New York (CBS, 2004-). CSI  proved to be a ratings monster. The original CSI set in Las Vegas became the top rated programme in the US and one of the most popular programmes around the globe. On the aesthetic level, as Sue Turnbull notes in her superb article on the show, the CSI franchise has a strong realist aspect to it with its forensic specialist as consultant and its emphasis on science as the guarantor of truth. It also has a strong cinematic quality with its colour variations for the different plots strands of the episodes, specifically it’s off kilter flashbacks, it’s often less than truthful flashbacks, and its spectacular CGI based forensic scenes. Jack Webb’s Dragnet, of course, was been a major influence on the series.

There were police dramas. F/X brought us the Shawn Ryan’s The Shield (F/X, 2002-2008) with Michael Chiklis (Vick Mackey) as the good/bad cop you couldn’t help but root for. NBC gave us Dick Wolf’s Law and Order franchise: Law and Order Special Victims Unit (NBC, 1999-), Law and Order: Criminal Intent (NBC, 2001-), Law and Order: Trial by Jury (NBC, 2005), and Crime and Punishment (NBC, 2002-2004). CBS brought us Michael Mann’s Robbery Homicide Division (CBS, 2002-2003), Stephen J. Cannell’s Wiseguy (CBS, 1987-1990), Without a Trace (CBS, 2002-), and Jerry Bruckheimer’s Cold Case (CBS, 2003-), which focuses on a police unit which investigates cold cases, unsolved crimes, usually murders, from the past. HBO gave us David Simon’s critically acclaimed The Wire (HBO, 2002-), which explored the multiple impacts of drugs on Baltimore, Maryland.

There were prison dramas. HBO brought us Oz (HBO, 1997-2003).

There were detective dramas. ABC brought us Karen Sisco (ABC, 2003) an adaptation of Elmore Leonard’s tale about the life and loves of a female marshal. Sisco had shown up on the big screen in the film Out of Sight (1998) directed by Steven Soderburgh and starring George Clooney and Jennifer Lopez. USA broadcast Stephen J. Cannell’s Silk Stalkings (USA, 1991-1999).

There were spy dramas. USA gave us La Femme Nikita (USA, 1997-2001), the tale of a woman recruited into a mysterious secret spy organization. The show was based on the Luc Besson French film of the same title and its American remake Point of No Return. ABC gave us J.J. Abrams’s Alias (ABC, 2001-2006), which made Jennifer Garner a star, a show where the spy show meet mystery show meet scifi.

There were mafia family dramas. HBO brought us Rockford alumnus David Chase’s highly praised The Sopranos (HBO, 1999-2007). The show was shot for around $2 million dollars per episode on location in New Jersey.

READ AN ESSAY ON THE SOPRANO’S HERE http://davidlavery.net/writings/Television/50_Key_TV_Programmes/50_Key_Sopranos.pdf
There were legal dramas. ABC gave us David E. Kelley’s The Practice (ABC, 1997-2004). CBS brought us Judging Amy (1999-2005) starring Amy Brenneman as a divorced family court judge. The show was based on the life of star Amy Brenneman’s mother and focused extensively on Amy’s relationship with her daughter and her her social work mother (Tyne Daly).

There were vengeance dramas. Fox gave us John McNamera’s Profit (Fox, 1996). ABC gave us McNamera’s Vengeance Unlimited (ABC, 1998-1999).

There were political dramas. NBC gave us Aaron Sorkin’s West Wing (NBC, 1999-2006).

There were femme dramas. Lifetime gave us Any Day Now (1998-2002). This show, set in Alabama during the 1960s, starred Desiging Women alumnus Annie Potts and Lorraine Toussaint whose friendship crossed racial lines during those racist times.

And there were teen dramas. J.J. Abrams’s Felicity (Fox, 1998-2000) a show which tanked at about the time the star of the show (Keri Russell) cut her hair. The WB, which was fast becoming the teen network, brought us Kevin Williamson’s Dawson’s Creek (WB, 1998-2003), Greg Berlanti’s Everwood (WB, 2002-2006), and Jack and Bobby (WB, 2004-2005).

Dramedies of all kinds continued to find a place on American TV. There were femme melodramadies. ABC gave us Marshall Herskovits’s and Ed Zwick’s Once and Again (1999-2002), Marc Cherry’s Desperate Housewives (ABC, 2004-), a show which became a megahit for the network (Argentinian, Columbian, and Univision versions of Housewives, Amas de Casa Desesperadas, began in 2006, 2007, and 2008 respectively), and Men in Trees (2006-) starring Anne Heche as a female version of Northern Exposure’s Joel Fleischman (Rob Morrow). 

There were fairy tale femme dramedies. HBO brought us Darren Starr’s Sex and the City (HBO, 1998-2004). Sex, based on Candace Bushnell’s collection of columns of the same name written for the New York Observer, focused, in frank terms, on the romantic, sexual escapades, and friendships of four middle aged Manhattanites—Carrie (Sarah Jessica Parker), Samantha (Kim Catrall), Miranda (Cynthia Nixon), and Charlotte (Kristen Davis). One of the joys of the series for many was its sense of place. New York City, well Manhattan, was a major character in the series.

There were romantic dramedies. ABC gave us Rob Thomas’s Cupid (CBS, 1998) starring Jeremy Piven (Trevor Hale). The show focused on a man (played by Piven) who believes he is the Greek god Cupid.

There were family dramedies. CBS brought us David E. Kelley’s The Brotherhood of Poland, N.H. (CBS, 2003). 

There were Hollywood dramadies. HBO gave us Entourage (HBO, 2004-), a show that follows a young actor and his friends as they negotiate the weirdness that is Hollywood.

There were police with fast car male buddy dramedies. Fox gave us McG’s Fastlane (Fox, 2002-2003) starring Tiffany Thiessen (the girl thrown into the mix). It’s “style” and “substance” was a mirror image of McG’s Charlie’s Angels movies. It had lots of “hot” guys, lots of “hot” chicks with ample cleavage, some faux lesbianism to stimulate the guys, lots of “hot” cars, lots of attitude, lots of quick jump cut editing, and lots of hard driven music.

There were detective dramaedies. USA gave us Monk (USA, 2002-) starring Tony Shalhoub as the eccentric germophobic private detective Adrian Monk.

There were femme dramedy noirs. UPN and the CW gave us Veronica Mars (UPN/CW, 2004-2007) a show that one critic described, fairly accurately, as Bogart (film noir darkness) meets Buffy (high school dramedy with wit). Veronica was one of the darkest and most class sensitive shows ever to hit America’s television airwaves.

There were black dramedies. HBO brought us Alan Ball’s Six Feet Under (HBO, 2001-2005).

There were gay dramdies. Showtime gave us an American version of Russell Davies’s British gay dramedy Queer as Folk (Showtime, 2000-2005) and the lesbian dramedy The L Word (Showtime, 2000-2005). 

There were teen dramedies. Fox gave us The Opposite Sex (Fox, 2000), a show which followed several male students matriculating at Evergreen Academy, a former all girls’ school, David E. Kelley’s Boston Public (Fox, 2000-2005), and Josh Scwartz’s The O.C. (Fox, 2003-2007). The O.C. came out of the ratings gate fast but faded just as fast. NBC brought us Paul Feig’s Freaks and Geeks (NBC, 1999-2000). The WB brought us Popular (WB, 1999-2001) a dramedy about the class and status structure of a high school and One Tree Hill (WB/CW, 2003-).

There were forensic crime dramedies. Fox gave us Bones (Fox, 2005-). Bones, based ostensibly on the real life experiences of forensic anthropologist Kathy Reichs, starred Emily Deschanel as Temperance “Bones” Brennen and Angel alum David Boreanaz as her policeman colleague Agent Seeley Booth.

There were magical semi-realist dramadies. Showtime gave us Bryan Fuller’s Dead Like Me (2003-2004) starring as Ellen Muth as Mandy Patinkin as grim reapers plying their trade in Seattle. Fox gave us David E. Kelley’s Ally McBeal (Fox, 1997-2000) and Bryan Fuller’s and Todd Holland’s Wonderfalls (Fox, 2004). Ally drew both praise and condemation from critics. Many feminists criticized the show for the (perceived?) incompentence of female lawyer Ally McBeal. Ally, they claimed, seemed more interested in finding a man to marry than in prosecuting her cases. Controversy over the show increased when series star Calista Flockhart dropped weight leading some to conclude that she was yet another media induced anorexic. 

There were screwball dramedies. The WB brought us Amy Sherman-Palladino’s

Gilmore Girls (WB, 2000-2006, CW, 2006-2007).

There were spy dramedies. ABC gave us David E. Kelley’s spy dramedy Snoops (ABC,

1999)

There were legal dramedies. ABC brought us David E. Kelley’s Boston Legal (ABC, 2004-2008) starring James Spader and William Shatner. The show reminded some of a cross between Kelley’s The Practice and Ally McBeal.

There were medical dramadies. F/X gave us Nip/Tuck, a dramedy that centred on the lives of south Florida plastic surgeons(2003-).

On the adventure fantasy front there was Hercules: The Legendary Journeys (syndicated, 1995-1999), Xena; Warrior Princess (both made in New Zealand), Buffy the Vampire Slayer (WB, 1997-2001, UPN, 2001-2003), and Charmed (WB, 1998-2006). Hercules centred on the adventures of Hercules. Xena focused on the adventures of the warrior princess Xena (Syndicated, 1995-2000). Xena proved to be a cult hit particularly with female fans. Buffy, another cult hit, was a genre hybrid that is almost impossible to summarise. Perhaps it is best described as an existentialist bildungsroman about growing up.  Charmed focused on three sisters, all “charmed ones” or witches, and their attempts to find sisterly love and romance in San Francisco. One critic described it, fairly accurately, as Buffy light. Fox gave us 24 (2001-) a secret agent action adventure drama that takes place in “real” 24 hour time in the life of agent Jack Bauer.

READ AN ESSAY ON BUFFY HERE http://davidlavery.net/writings/Television/50_Key_TV_Programmes/50_Key_Buffy.pdf 

On the Science Fiction front ABC gave us Prey (1998) a show focusing on a being living on earth dedicated to the annihilation of the human species starring Debra Messing, 

Miracles (2003), and Lost (ABC, 2004-). Lost, the tale of a group of plane crash victims lost on a mysterious island with groups of equally mysterious others, mixed drama, tragedy, science fiction and fantasy, becoming, in the process, a megahit. Lost writer (and Buffy/Angel alum) David Fury has hinted in an interview that as Lost got more scifiey ABC executives got more stressed and responded by interfering more and more with the show. 

Fox brought us Glen Morgan’s and James Wong’s Space, Above and Beyond (Fox, 1995-1996), Chris Carter’s Millennium (Fox, 1996-1999), Chris Carter’s Harsh Realm (Fox, 1999-2000), Chris Carter’s hybrid comedy/drama/horror/conspiracy noir The Lone Gunmen (Fox, 2001), Sliders (Fox 1995-1997, SciFi, 1998-2000), a show about a professor, a student, and their acquaintances who travel through time usually ending up in some alternative history of their own, Brimstone (1998-1999) a show about a police office consigned to hell who, after he  escapes, is given a second chance at life if he captures 113 other spirits who have escaped the underworld along with him, Dark Angel (2000-2002), James Cameron’s tale of 21st century humans genetically engineered to be soldiers who are now renegades trying to avoid detection and detention, and Joss Whedon’s dystopian Firefly (2002) which follows the joys and struggles of a group of outsiders on the fringes of the “civilized” worlds. Firefly, shown (disastrously) out of order on Fox in the dreaded Friday night time slot, lasted a brief 12 episodes.

NBC gave us The Pretender (1996-2000), a show about the sinister Centre and one of its experiments. The experiment, Jarod (Michael Weiss), escapes and, because of his training at the Centre, is able to take on variety of different roles in society avoiding recapture by the Centre in the process. Like Alias later on The Pretender was as much about the tortured family relations as anything else.  In the case of The Preternder the tortured family relations centred on Jarrod and his relationship with the person who was chasing him Miss Parker (Andrea Parker), Jarrod’s half sister. 

CBS brought us Early Edition (CBS, 1996-2000), a show about an individual who gets tomorrow’s news today and tries to keep the news he gets from happening. 

Showtime and auteur Michael Straczynski brought us Jeremiah (2002-2004), a SF show set in a post-apocalyptic US starring Luke Perry and Malcolm-Jamal Warner. The SciFi Channel gave us that some consider one the best shows recently on TV, the new Battlestar Galactica (2003-2009).

UPN brought us Brannon Braga’s and Rick Berman’s Star Trek: Voyager (UPN, 1995-2001) and Enterprise (UPN, 2001-2005). Both helped the struggling netlet reach the male audience they targeted.
On the superhero front the WB gave us the comic book Smallville (WB/CW, 2001-) centred on the pre-Daily Planet years of Clark Kent and Birds of Prey (WB, 2002-2003), a tale about the post-Batman years of an injured Batgirl, her superhero daughter Huntress, and her superhero friend Oracle. Birds of Prey followed hot on the heels of Smallville hoping to repeat its success. It, however, lasted only a year. UPN gave us Jake 2.0 (2003). Fox brought us a live version of Ben Edlund’s comic book parody of the superhero genre, The Tick (Fox, 2001-2002). 

Speaking of genre blasts from the past, HBO first broadcast a new more down and dirty western in 2004, Deadwood. Created by David Milch of NYPD Blue fame, the show set in the legendary Dakota town that had been home to Wyatt Earp and “Wild” Bill Hickock, startled viewers with its foul language, mud, bawdyness, and violence and made the show one of the most realistic western to hit American TV screens. 

Some of the smaller over the air networks began broadcasting original programming during the era. PAX brought us Doc (2001-2007) starring country superstar Billy Ray Cyrus and Sue Thomas, FBEye (2002-2005), a tale about a blind woman who works for the FBI. 

TV movies continued to show up on the small screen during the era. Epics like The Odyssey directed by Soviet and Russian filmmaker Andrei Konchalovsky and Franc Roddam’s Cleopatra were broadcast in 1997 and 1999 respectively. 

Miniseries remained popular as well. TNT gave us Mists of Avalon, a feminist version of the Arthurian legend in 2001. HBO gave us John Adams (2008) starring noted actor Laura Linney as Adams wife Abagail.

Syndicated shows continued to show up on the tube to fill non-network airspace or to fill space on independent TV stations. There was Gene Rodenberry’s scifi Earth: Final Conflict (1997-2002) and his scifi Andromeda (2000-2005). There was Brad Wright’s Stargate SG-1 (broadcast in Canada, Australia, the US, Japan, 1997-2007), Brad Wright’s and Robert Cooper’s Stargate Atlantis (syndicated, 2004-), Rockne O’Bannon’s Farscape (syndicated, 1999-2003), and Brannon Braga’s and Rick Berman’s Star Trek: Deep Space Nine (syndicated, 1993-1999). There was The Lost World (1999-2002). There was Jack of All Trades (2000). There was Cleopatra 2525 (2000-2001. 

There was Marvel Studios TV version of their X-men comic book franchise, Mutant X (2001-2004). And finally, there was the campy V.I.P. (1998-2002) starring Pamela Anderson as a once fast food retailer fashionista now fronting a private eye agency. Several of these shows were co-productions between creative forces in Canada, Australia, New Zealand, and the US showing how TV, like film, was becoming less and less national and more and more global.

Thanks in part to The Simpsons animated TV programmes hit the big time between 1995 and 2005. Seth MacFarlane brought us Family Guy (Fox, 1999-2002, 2005-) and American Dad (2005-). Mike Judge and Greg Daniels gave us King of the Hill (Fox, 1997-2007). Matt Groening and David Cohen brought us Futurama (Fox, 1999-2003). Trey Parker and Matt Stone gave us the popular and controversial South Park (Comedy Central, 1997. MTV brought us the cynical Daria (MTV, 1997-2002). 

Animation on the tube wasn’t only about being in with the new and out with the old. The classics came back to the small screen as well when the Turner owned Cartoon Network began broadcasting “oldies” but “goodies” like Looney Tunes and Tom and Jerry. The old wasn’t in very long, however. Today the Cartoon Network broadcasts mostly original cartoons like Dexter’s Laboratory (1996-2003), and the Powderpuff Girls (1998-2005). 

On the “nonfiction front” one of the most popular TV form in the era, one made on the cheap, was the latest incarnation of reality show. Many of these reality shows were really, to use that hip academic term of the moment, hybrids. 

There were reality/knowledge/game shows like Who Wants to be a Millionaire (ABC, 1999-2002, syndication 2002-) and The Weakest Link (NBC, 2001-2003) (both versions of shows that originated in the UK). 

There were reality/strategy/game shows like Survivor (CBS, 2000), Big Brother (CBS, 2000-), Fear Factor (NBC, 2001-2006), The Apprentice (2004), American Idol (Fox, 2002) (another clone of a British show), and The Amazing Race. 

There were reality/game/finding your true love shows like The Bachelor (ABC, 2002-), and Joe Millionaire (Fox, 2003). 

There were celebrity reality shows like The Simple Life (Fox, 2003-2005, E, 2006-) starring the omnipresent heiress Paris Hilton and her (then?) gal pal Nicole Richie, The Surreal Life (WB, 2003-2005, VH1, 2006-), and Newlyweds: Jessica and Nick (MTV, 2003-2005) which followed the adventures of the newly married (and now divorced) Jessica Simpson and Nick Lachey (watch the famous. 

There were reality/career shows like Last Comic Standing (NBC, 2003-) and America’s Next Top Model (UPN/CW, 2003-) presided over by supermodel Tyra Banks. 

There were reality/makeover shows like Trading Spaces (TLC, 2000-; also on NBC Discovery Kids), Extreme Makeover: Home Edition (ABC, 2002-)—both a kind of This Old House (PBS, 1980) meets game gift show—The Biggest Loser (NBC, 2004), and Wife Swap (ABC, 2004). 

There were reality detective shows. The syndicated Cheaters (2000-) follows the Cheaters Detective Agency as they covertly watch men and women suspected of cheating by their significant others. 

And finally there were the historical reality shows. PBS brought us 1900 House (1999, with Channel 4), Frontier House (2002), and Colonial House (2004). 

“Reality shows” involved everything from facing ones fears to dance competitions to racing around the world, to surviving group life and competition in an isolated location to surviving group life and group competition in an isolated house to finding a man or woman to marry to surviving a competition that involved loosing weight to asking and receiving help with family problems to becoming America’s next top model. Several of these, American Idol in particular, became ratings behemoths and thus ever more omnipresent on the tube. Viewers apparently enjoyed the “unscripted” yet narrative qualities of the shows along with the interactivity show websites cultivated. 

Many “reality shows”, as I noted, were imports from Europe and Japan. Who Wants to be a Millionaire and The Weakest Link, for instance, were originally British programmes, the former an ITV show (1998-), the latter a BBC show (2000-). Survivor originated in Sweden as Expedition: Robinson. Big Brother was the brainchild of the Dutch company Endemol and mixed game show, soap, Orwellian social experiment, sex, and multi-platform interactivity. CBS paid $20 million dollars to Endemol for the concept. The low cost of reality/game shows was as important to Europe’s commercial and public broadcasters as to American commercial broadcasters by the late 1990s.

Talk shows continued to appear during the era. One of the most prominent was El Show de Cristina/The Cristina Show (Univision, 1997-) hosted by Cuban-American journalist Cristina Saralegui. Another was The View (ABC, 1997-). Another was Politically Incorrect (Comedy Central, 1993-1997, ABC, 1997-2002) hosted by Bill Maher. Politically Incorrect brought together celebrities, pundits, talk show hosts, and others for conversation on topical issues. The show was cancelled after Maher compared the “cowardness” of Americans with the courage of the 9/11 “terrorists” in the wake of 9/11.
On the news and semi-news front the era saw the debut, as I noted earlier, of the Fox News Channel and it’s most famous and popular show The O’Reilly Report (later the O’Reilly Factor) in 1996. Fox with its “fair and balanced” “conservative” bias would overtake CNN and MSNBC, to become the most watched cable news network. 1996 would also see the debut of The Daily Report on Comedy Central. Hosted by Craig Kilborn The Daily Report’s ratings would really take off when Jon Stewart replaced Kilborn as host of the show.

The television news event of the decade in the US was, of course, 9/11. On 11 September 2001 19 men hijacked four planes flying two into the twin towers of the World Trade Center in Manhattan and one into the Pentagon in Washington, DC. Another crashed near Shanksville, Pennsylvania after passengers made a concerted effort to recapture the plane. As they had during Kennedy’s funeral millions of Americans (and millions around the world) sat glued in front of their TV screens watching 24/7 coverage of the disaster on the networks and on cable TV. Many Amerians remember in detail what they were doing when they first heard the news of the disaster. 

As is often the case TV resorted to formulaic narratives in its coverage of the story. There were the evil Al-Queda hijackers and their sinister leader Osama ben Laden who attacked America for little discernable reason other than that they hated the United States, its citizens, and its freedom. There was the melodrama associated with those trapped in the towers of the World Trade Center and who couldn’t get out. There was the tragedy of those trapped in the towers who were forced to choose between dying inside or jumping to their deaths (an eerie replay of the Triangle Shirtwaist disaster of the Progressive Era). There were the heroic police personnel and firefighters. There was the constant replay of the Twin Towers falling that recalled the replays used to cover sporting events. There was the drama and melodrama of those who had relatives in the World Trade Center on 9/11 as they fantically searching for their them by putting up posters and Xeroxes and asking anyone who they thought might know if they knew what happened to their loved ones. There was the adulation for politicians like President Bush and New York City mayor Rudolph Guiuliani. For many it was simultaneously moving, touching, and horrific. It strengthened American nationalism in its wake as American flags seemed to be flying everwhere throughout the United States on homes, on cars, and in shop windows. Professional baseball teams took to playing “God Bless America” during the seventh inning stretch at their games. It seemed like everyone everywhere around the world was angry at the perpetrators for what they did on that September day. 

Television’s coverage of the event lasted for four days and was, as I noted, wall to wall and formulaic. CNN called their coverage “Attack on America”. CBS, NBC, ABC, and Fox went largely commercial free and even shared footage of the event with one another. Soon news anchors were wearing lapel pins and tearfully breaking down, as Dan Rather did, as they read the news to viewers. This show of media patriotism wasn’t enough for the Bush administration, however. Bush refused interviews just after 9/11with Dan Rather of CBS and Peter Jennings of ABC opting instead to give them to Brit Hume of Fox, Tom Brokow of NBC, Scott Pelly of CBS, and Diane Sawyer of ABC. 

Pundits commenting on the event were as formulaic as the news media and as nationalistic. Many compared the attack on America to 9/11 to the dastardly attack on America by the Japanese on 7 December 1941 at Pearl Harbor. Many said that just as we did in 1941 and 1942 we needed to rally our sleeping nation and take revenge upon those who perpetrated this treacherous deed.

Dissent, as often happens during times of war, was marginalized. When Bill Maher host of the ABC late night discussion show Poltically Incorrect was politically incorrect enough to agree with conservative commentator Dinesh D’Souza and say on 17 September 2001 that the “terrorists” were hardly cowardly, that they were instead “warriors”, and that those who dropped bombs from the safety of planes were actually cowardly, several ABC affiliates pulled the show from from the air and several sponsors pulled their ads for several episodes (Sears and FedEx) or entirely (General Motors and Schering-Plough). Four days later on 21 September 2001 a suitably cowed Maher made a public apology on The Tonight Show with Jay Leno. Maher’s mea culpa didn’t put an end to the controversy, however. The White House criticized Maher on 26 September. In June of 2002 ABC cancelled Politically Incorrect for being politically incorrect. Freedom of speech always suffers during wartime. By 2003 Maher was back on the air as host of a very similar show to Politially Incorrect, Real Time with Bill Maher (HBO, 2003-).

TV got in on the patriotic act as well. Jokes disappeared from the late night talk shows as their practicioners deemed them inappropriate after the tragedy of 9/11. All the networks and many cable stations broadcast America: A Tribute to Heroes on 21 September 2001. Tribute raised $150 million dollars for the relatives of those lost in the Twin Towers on September 11th.In October of 2001 The Concert for America brought together Hollywood stars, rock stars, Hollywood filmmakers, and local and national politicians on the tube to raise money for the families of firefighters and police men and women killed during 9/11. It raised $30 million dollars. NBC’s police, firefighter, and paramedic drama Third Watch (1999-2005) incorporated 9/11 into its storyline in season three (2001). In November 2001 CBS cancelled an episode of its new CIA centred show The Agency (2001-2003) because it dealt with an anthrax scare. The episode didn’t, the CBS power that be claimed, seem appropriate in an America undergoing a real life anthrax scare at that very moment. Hollywood was even concerned that any sort of shot of the Twin Towers might be too traumatic for many viewers. In 2003 Showtime gave us conservative producer’s Lionel Chetwyn’s docudrama 9/11: A Time of Crisis.

As the United States geared up for war to punish Al-Queda and those who, they claimed, harboured them, TV was there. The war in Afghanistan began on 7 October 2001. Bush announced its beginning on prime time TV. As the military moved in so did 775 reporters and photojournalists “embedded” with them. The US military had learned the media lessons of Vietnam well. They who control the media control dissemination of information about the war particularly if you wave the carrot of controlled access in front of them.

TV was also there when the US went to war against Iraq in March of 2003. An average audience of 7 million (five million more than usual) watched the “shock and awe” bombings that began the war on CNN, MSNBC, and Fox News Channel and the herky jerky reports on the invasion broadcast on network and cable news programmes. This time 600 embedded journalists accompanied the troops as they began their attack that would end in the overthrow of the regime of Iran leader Saddam Husseim. 

TV was also there in the wake of the war from the famous stagemanaged to perfection May of 2003 announcement by President Bush from the deck of the aircraft carrier Abraham Lincoln that America’s mission in Iraq was “mission accomplished” to the increasing violence that helped undermine Bush’s post-9/11 popularity in 2004 and 2005.

As more Americans became critical of the war so did TV. A few reporters such as CNN’s Christianne Amanpour and Dan Rather admitted that they had been intimidated by the Bush administration and the nationalist bullying tactics of Fox News and as a result pulled back on more critical reporting on Bush administration claims about weapons of mass destruction. Intimidation had, however, its limits. TV was there when no weapons of mass destruction that the Bush administration claimed Saddam Hussein had were found. NBC and ABC were there when US soldier and former POW Jessica Lynch questioned the “Rambo” makeover the US government and the Pentagon had given her. CBS’s 60 Minutes II was there on 28 April 2004 to provide photographic evidence of prisoner abuse by US personnel at Abu Gharaib prison in Baghdad. As they had in Vietnam the media began to count the increasing number of American dead as they happened. 

“Terrorist” attacks, rumours of wars, and wars were not the only important news of the era. TV was there 24/7 as the problems and controversies associated with the 7 November presidential election of 2000 between George Walker Bush and Al Gore unfolded. Florida was the epicenter of the crisis. NBC, CBS, ABC, and CNN called the state for Gore early on election, retracted their call of the state for Gore later in the evening, and then gave it to Bush early in the morning hours of 8 November the morning. Gore conceded then retracted his concession and called for a recount of votes in several Democrat dominated counties in the state where it was claimed there were significant voting irregularities. It was not until 12 Decmeber that a controversial US Supreme Court ruling decided the election effectively in favour of Bush.

Documentaries continued to show up on the small screen during the era up particularly on PBS. PBS gave us the new anthology documentary series Independent Lens (1999-) to showcase independently produced and made documentaries. On its P.O.V. anthology series PBS broadcast the noted documentary The Education of Shelby Knox (21 June 2005). The Education of Shelby Knox followed a Lubbock, Texas High School student as she worked to promote sex education and gay and lesbian rights in that conservative West Texas city.

On the sports TV front HBO gave us a kind of 60 Minutes of sports news during the decade. The cable network gave us Real Sports with Bryant Gumbel (1995-) and On the Record with Bob Costas (2001-2004). Both dug beyond the usual white washed verities of sports news to give us the dark side of sports as a business and a “game”.

As for children’s television, Discovery Kids and Disney began to make their presence felt on American “free TV” and cable. Discovery Kids and NBC, for instance, gave us the Canadian produced school/mystery/comedy/SciFi Strange Days at Blake Holsey High (2002-2006). Disney and ABC gave us That’s so Raven (Disney/ABC, 2003-2006) starring Cosby Show alumnus Raven-Symone, Lizzie McGuire (Disney/ABC, 2003-), starring Hillary Duff as a teenage girl struggling with teenage issues, and Phil of the Future (Disney/ABC, 2004-2006) co-starring Alyson Michalka better known perhaps today as the Aly half of Aly and AJ. In a sign of the times both Aly and AJ have achieved the modern trifecta of tween dreams, they sing in a pop band, they act, and they model.

Viewing:
Real Life, Bettie Paige interview, 1997, NBC (1996-1997)

http://www.youtube.com/watch?v=j0Ynlp7sxZs&feature=related
Buffy the Vampire Slayer, Pilot, 1996

http://www.youtube.com/watch?v=fAyO67Zf3Ws
http://www.youtube.com/watch?v=kSHmvpH3qcg
http://www.youtube.com/watch?v=hwSlkqZZmhE
pilots are made to sell a TV show to network executives and advertisers

Network coverage of the 2000 election

http://www.youtube.com/watch?v=peCtKJ4l4-g
http://www.youtube.com/watch?v=-xIDdsYVjtk
http://www.youtube.com/watch?v=sNn8eiEBZpw
Frontline, “Merchants of Cool”, 27 February 2001, PBS

http://www.pbs.org/wgbh/pages/frontline/shows/cool/view/
http://www.youtube.com/watch?v=X98ge5qXhkU
Nova, “Hunt for the Supertwister”, 31:7, 30 May 2004, PBS

http://www.hulu.com/watch/23346/nova-hunt-for-the-supertwister#x-0,vepisode,1
Wonderfalls, Unaired Pilot, 2004

http://www.youtube.com/watch?v=y8_bmzRhfag
pilots are made to sell a programme to TV networks and advertisers.

Oral Histories
Charlie Rose, Trey Stone and Matt Parker interview, 26 September 2005, PBS

http://www.youtube.com/watch?v=VqtLudQtIGs
Succubus Club archives

You can find analysis of Buffy and Angel and interviews with Buffy and Angel writers at the bottom of the page here

http://www.thesuccubusclub.com/
Listen to a roundtable discussion on Buffy from the UK

http://russelldavies.typepad.com/planning/2006/09/buffy_1.html
Joss Whedon; Interview, The Onion AV Club
http://www.avclub.com/content/node/24240
Joss Whedon Interview, IGN, 23 June 2003

http://movies.ign.com/articles/425/425492p1.html
Joss Whedon Interview, Fresh Air, 8 November 2002, NPR

http://www.npr.org/templates/story/story.php?storyId=835108
Joss Whedon, Serenity Q and A (Sydney, 2006)

http://www.youtube.com/watch?v=MxEITdMPPVg 

http://www.youtube.com/watch?v=Zc0vCQSFJDU 

http://www.youtube.com/watch?v=t30DNnM6uHI 

http://www.youtube.com/watch?v=lOLAbZeQG9g
http://www.youtube.com/watch?v=kjw_wTVy7UQ
http://www.youtube.com/watch?v=sTQwxOPbMIA
Joss Whedon’s Equality Now Speech, 15 May 2006

http://www.youtube.com/watch?v=cYaczoJMRhs
Interview with Firefly’s Morena Baccharin http://www.youtube.com/watch?v=9TUQ0dTicQE
David Chase Interview, Fresh Air, 2 March 2004, NPR

http://www.npr.org/templates/story/story.php?storyId=1741153
Watch a Living TV (now Living)—the British cable TV network—celebration of Charmed here. Living TV broadcast broadcast the show on UK cable

http://www.youtube.com/watch?v=BCqN-sAVfXg
http://www.youtube.com/watch?v=lThl-YqqzF4
http://www.youtube.com/watch?v=Btn5ZKRJXBw 

http://www.youtube.com/watch?v=4irwqfmE6t8 

http://www.youtube.com/watch?v=hn1_SqjlmjY
http://www.youtube.com/watch?v=wzCq_PWfwDE
http://www.youtube.com/watch?v=gazcK_g0xUY 

this celebration reveals quite a bit about American TV  
Watch a Living TV interview with Rose McGowan about her role in Charmed
http://www.youtube.com/watch?v=Mw17JkKjuiw
Watch an ET (syndicated, 1981-) interview with Shannon Doherty on why she left Charmed
http://www.youtube.com/watch?v=VeXsQIO7wiQ
Television Criticism, 1995-2005
Television between 1995 and 2005 saw, as in earlier decades, a healthy amount of controversy come its way. Many continued to maintain that TV was hazardous to the mental and moral health of children. The Parents Television Council founded in 1995 (http://www.parentstv.org/) offered reviews and ratings of TV shows from a conservative evangelical Christian perspective. Needless to say Buffy, Angel, The Simpsons, Boston Public, and a host of others didn’t fare well in their ratings guide. 

Children’s television continued to be controversial throughout the era. The British television show Teletubbies (BBC, 1997-2001) broadcast in the US on PBS was condemned for being aimed at the pre-literate children’s population. In the United States Teletubies was accussed by Baptist preacher and Moral Majority founder Jerry Falwell in a February 1999 article in the evangelical Christian journal National Liberty Journal of trying to mainstream homosexual lifestyles via its purple and triangle toped character Tinky. According to Falwell Tinky’s behaviour was gay andTinky’s triangle was a gay symbol.

Controversy also struck another animated import to the United States, the Japanese anime series Pokemon (syndication, 1998-1990, WB 1999-2006, Boomerang, 2005-, Cartoon Network, 2006-). Several episodes of the show, which was based on a Japanese video game, were banned for being too “Japanese” and too “gay”. Perhaps most famously the episode “Denno Senshi Porigon” (“Electronic Hero Porygon”) was banned after a bright pulsating light in it made 600 plus children ill sending several to the hospital. You can watch the offending segment on youtube.

The controversies surrounding children’s television were such that in 1998 a World Summit on Television for Children met in London to discuss concerns over children’s television. The Summit managed to issue a charter expressing concern over the ever increasing presence of televisions, computers, and computer games in homes and in the lives of children. It argued that all three promoted anti-social behaviours and were undermining family life. 

On the representation front the era saw the increasing prominence of women, mostly white women, on American TV shows. The Profiler’s Samantha, The Pretender’s Miss Parker, Buffy the Vampire Slayer’s Buffy, and Alias’s Sydney, brought strong, sympathetic, and sometimes ass kicking women to the small screen. For some these strong women were just window dressing, girly girls masquerading as female heroes and superheros. For others they were evidence of a real change in the portrayal of women on American TV.

The era also saw the increasing appearance of gays and lesbians—more gays than lesbians—on American TV. Homosexuals had shown up on the small screen as far back as 1972 when a gay character named Peter Panama was a fixture in the TV show The Corner Bar (ABC, 1972-1973) and Jodie Dallas (Billy Crystal) was a major character on Soap while an episode of M*A*S*H* called “George” (2:22, 16 February 1974) featured a gung ho gay soldier (George Weston played by Richard Ely) who had been beaten by his fellow soldiers and who was threatened with dishonourable discharge by M*A*S*H*s resident self-righteous Christian hypocrite Frank Burns (Larry Linville). The 1980s saw gay characters show up on Dynasty (Steve Carrington), As the World Turns (Hank Elliot), and Brothers (Showtime, 1984-1989) (Cliff Waters and his gay friend Donald Maltby) and a lesbian character, Dr. Lynn Carlson (Donna Pescow), show up on All My Children. By the 1990s the gay and lesbian trickle had become a flow as 20 some prime time TV shows had gay and lesbian characters. There was CJ Lamb, played by Brit Amanda Donohoe) on LA Law. There was Nancy Bartlett (Sandra Bernhard), Sharon (Mariel Hemmingway), Leon Carp (Martin Mull, and Scott (Fred Willard) on Rosanne. There were Michael (Marcus D'Amico), Mona (Chloe Webb), and the transsexual Mrs. Madrigal (Olympia Dukakis) on the groundbreaking Tales of the City. There were Debbie (Robin Bartlett) and Joan (Suzie Plakson) on Mad about You. There was Enrique “Rickie” Vazquez (gay actor Wilson Cruz) one of the three central characters on My So-Called Life. There was Matt Fielding (Doug Savant) on Melrose Place. There was Ross Werkman (Mitchell Anderson) on Party of Five. There was the major character John Irvin (Bill Botchtrup) on NYPD Blue. There were Susan Bunch (Jessica Hecht) and Carol Wylick (Candace Gingrich and later Jane Sibbett) on Friends. There was Kerry Weaver (Laura Innes) on ER. There was Will Truman (Eric McCormack) and Jack McFarland (Sean Hayes) on Will and Grace. There was Joely (Nicki Lynn Aycox) on The Opposite Sex. There was Willow Rosenberg (Allyson Hannigan), Tara Maclay (Amber Benson) and Larry Blaisdell (Larry Bagby III) on Joss Whedon’s Buffy the Vampire Slayer. The Willow/Tara relationship  brought Buffy several GLAAD Media Award nominations. There was (perhaps) Lorne (Andy Hallett) from Angel. There was Kevin (Matthew Rhys) on Brothers and Sisters. There was the gay Black cop Julien Lowe (Michael Jace) on The Shield. There may be Bonnie Somerville (Caitlin Dowd) on Cashmere Mafia (ABC, 2008).

Speaking of lesbianism or at least faux lesbianism, there have been a host of faux lesbian kisses on American television since the 1980s. So many that one has to wonder why—to titillate the audience? to stimulate sagging ratings? There was a kind of lesbian kiss in Party of Five between Julia Salinger (Neve Campbell) and her lesbian boss Perry Marks (Oliva d’Abo) in the episode “I’ll Show You Mine” (5 May 1999, 5:23) There was the kind of faux lesbian “I’m not interested in women but I am interested in you” kiss between Ally (Calista Flockhart) and Ling (Lucy Liu) on Ally McBeal (“Buried Pleasures”, 1 November 1999, 3:2). There was the faux lesbian kiss between Wilhemina “Billie” Chambers (Tiffany-Amber Thiessen) and (Jamie Presley) in McG’s-—James McGinty Nichol—Fastlane. There was the faux lesbian kiss between Marissa Cooper (Mischa Barton) and Alex (Olivia Wilde) on The O.C. (“The Lonely Hearts Club”, 9 February 2005). There was the faux—or was it half—lesbian kiss between Neela (Parminder Nagra) and Mae Lee Park (Julia Ling) on ER (“I Don’t”, 13:21, 3 May 2007). And there was the faux lesbian kiss on One Tree Hill ( “I Will Dare”, 19 October 2004, 2:5).

The increasing number of homosexual portrayals on the tube proved controversial for some and produced one of the major controversies of the era—the coming out of Ellen DeGeneress’s character on the sitcom Ellen. On 30 April 1997 in a special one hour episode of the series guest starring Oprah Winfrey, k.d. lang, Dwight Yoakam, Billy Bob Thornton, Demi Moore, and Melissa Etheridge, series star Ellen DeGeneress decided to out her sitcom character Ellen Morgan. 

Controversy over the outing of “Ellen” began even before the episode aired. Long time guardian of TV morality Rev. Donald Wildmon, head of the American Family Association, threatened to organize an advertiser boycott if “Ellen” came out. The Moral Majority’s Rev Jerry Falwell urged those attending a conference who were concerned about gays on the small screen to write letters of complaint to General Motors, Chrysler, and Johnson & Johnson’s—the shows sponsors—urging them not to continue to sponsor the programme. 

The forces of “moral outrage” were having an effect. On 13 April the American Family Association, a conservative media watchdog organization, issued an “Action Alert” bulletin announcing that Jerry Heilman, president and general manager of WBMA, Birmingham, Alabama’s ABC affiliate, had agreed not to air the offending episode. 
But Ellen had its supporters as well. Chastity Bono—the daughter of Sonny and Cher—and spokesperson for the Gay & Lesbian Alliance against Defamation, remarked that she thought “Ellen’s” coming out of the closet would “be a very positive event for the gay and lesbian community”. Kim Mills of the Human Rights Campaign urged viewers to make their own decisions about whether to watch the show or not. Ellen herself took to Time and ABC’s own newsmagazine show 20/20—shameless cross promotion?—to defend the episode and to talk about her real life relationship with fellow actress Anne Heche. Ellen even appeared on an episode of the HBO faux talk show, The Larry Sanders Show—“Ellen or Isn’t She”—playing up the controversy. When the programme aired ABC warned parents that it might not be suitable for some viewers. That didn’t stop more people from watching Ellen then had ever watched the before. The Ellen episode “The Puppy Episode” (4:23, 30 April 1997) garnered a 26.5 rating and a 37 share. Controversy works? Just a year later with ratings sinking ABC took Ellen off the air.

Race was another hot button issue during the era. Race or rather the lack of racial diversity on American TV, was a problem for many. During the era the National Association for the Advancement of Coloured People (NAACP) claimed, given the presence of large numbers of Whites on TV and few blacks, that the major networks were engaged in “whitewhashing” After discussions with Black leaders the networks promised to bring more Blacks to the small screen. CBS even brought a medical drama to the tube whose cast was almost totally minorities, the medical drama City of Angels (2000). City of Angels starred Vivica A. Fox, Blair Underwood, and Michael Warren. It lasted only a few months (from January to December).
Last but not least there was the controversy surrounding the (perhaps) unscheduled appearance of Janet Jackson’s breast at the Super Bowl in Houston, Texas in 2004, an appearance which apparently traumatized millions of American viewers (http://www.youtube.com/watch?v=MiSUDwgmjQg). After receiving more than 500,000 complaints about the show the FCC and its head, Bush appointee and son of Colin Powell, Michael Powell, levied fines against Viacom and several CBS stations. This, by the way, wasn’t the first instance of FCC action against and fines for “obscenity”. Previously the government watchdog had fined the company that broadcast Howard Stern’s radio show, Infinity, for his obscene on air language. FCC fines for obscentity had an impact on “free TV”, sometimes in rather odd ways. Fear of fines for “obscene” language led a number of ABC stations to pull a broadcast of Stephen Spielberg’s WWII film “Saving Private Ryan” for fear of being fined for its language.

On the critical and academic side of the ledger, TV gained respectability from both if limitedly. In an article in The New York Times in 1995, Times critic Charles McGrath

(http://query.nytimes.com/gst/fullpage.html?res=9E05E3D81139F931A15753C1A963958260) asserted that prime time TV was becoming more and more novel like as it became more and more of a writer’s medium. McGrath was particularly generous in his praise for shows like ER, My So Called Life, Law and Order, and NYPD Blue, praising their writing, their creativity their complex characterisations, their intricate plots, their intricate detail, and their social daring. In all of these, he claimed, fiction TV had surpassed theatre and film.  Syracuse University Media Studies professor Robert Thompson took a similar perspective in 1996 when he enunciated the characteristics of quality TV. For Thompson a quality TV show was one which had a quality pedigree, had to fight against “profit making networks and non-appreciative audiences” to stay on the air, had a large ensemble cast, had a memory, mixed genres, had a literary, often novelistic quality, was writer centred, was reflexive, and aspired to realism. 
The late 1990s saw academic interest in TV snowball. It would be the academic response to the show Buffy the Vampire Slayer that would, more than anything else, really stimulate renewed academic interest in television programming as “art”. As far as I can ascertain the beginnings of academic Buffy Studies began with an essay written by with Yale anthropologist David Graeber’s for the leftist magazine In These Times in 1998 (“Rebel without a God”, http://members.tripod.com/~MikeHolt/buffy.html). Today there is an academic website devoted to Buffy, Slayage Online (www.slayageonline.com), an undergraduate journal of Buffy Studies, Watcher, Junior (http://www.watcherjunior.tv/), and over 400 academic articles and a dozen or so academic books on Buffy, and to a lesser extent Angel and Firefly (Academic Buffy Bibliography, http://www.alysa316.com/Buffyology/).
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Case Study: Buffy the Vampire Slayer and Gender

Buffy, Feminism or Femininity?
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Chapter Eight

American TV 2005-2015

Contexts

2005-2015 saw the Iraq war go bad, Bush’s performance numbers go south, the Democrats take the House and Senate back from the Republicans as a result, an explosion in blogs, yet another explosion in celebrity journalism (lots of coverage of Britney Spears, Lindsay Lohan, Paris Hilton, Amy Winehouse, Brad Pitt and Angelina Jolie among them), a presidential election campaign that saw the first viable woman candidate, the nomination of an African American for president, the election of a Black (well a son of a Black Kenyan father and a White Kansas mother) as president of the United States, and yet another economic bust, this one perhaps the worst since the Great Depression. It was also the age of Youtube the rise of which would raise issues akin to those Napster raised earlier—copyright and control—and hulu.

Industrial Contexts

“Free” TV, 2005-2015
Between 2005 and today the big boys continued to gobble up the little guys in the media (and beyond) marketplace. Warner Brothers and CBS merged their netlets the WB and UPN creating the CW. 

The demise of the WB and UPN resulted in a continuing decline of niche marketing on “free TV”. The show Drive is instructive here. Fox advertised the show with great fanfare prior to its debut in April of 2007. It lasted for only four episodes when it failed to capture the advertising revenue Fox expected. In such an environment, shows like X-Files and Buffy the Vampire Slayer would likely never get on or survive on “free TV” airwaves these days. The survival of the highly praised but little watched Friday Night Lights, by the way is not an exception to the rule. It proves this rule. The show survives because DirecTV has shared the cost of the show with NBC since the third season. More importantly (perhaps) the show survives because it regularly reaches a much treasured (by advertisers) demographic. FNL is one of the most watched shows by the “affluent”.

The Fox owned My Network TV debuted in 2006 (its stations covered 96% of the nation) with prime time telenovelas running six nights a week stocked with eye candy for the guys and beefcake for the gals—Desire (2006), Fashion House (2006)—starring Bo Derek and Morgan Fairchild—Wicked, Wicked Games (2007)—starring Tatum O’Neill—and Watch Over Me (2007). These telenovelas failed to live up to expectations the network had, howeer, so they began to run telenovelas one night a week and fill remaining airtime with IFL, International Fight League, martial arts team contests, WWE Smackdown (UPN, 1999-2006, CW, 2006-2008, MyNetworkTV, 2008-), movies, “reality shows” (Jail, 2007-, Street Patrol, 2008-), “reality” game shows (Paradise Hotel, 2007- and Meet my Folks, 2007-), specials on Anna Nicole Smith, Britney Spears, and Paris Hilton (Celebrity Expose, 2007-), and contests like that to find the sexiest Hooter’s Girl. These new male oriented shows have apparently helped the network boost its ratings. The moral? Sex sells—but you didn’t need me to tell you this did you? There are limits to what it can sell, however. In 2009 New Corporation (which owns Fox) basically pulled the plug on MyNetworkTV turning it into a service that offered WWE Wrestling and reruns of Law and Order: Criminal Intent to TV stations that were once a part of the network.

In another “experiment” the CW turned its Saturday Night lineup over to the private corporation Media Rights Capital. Media Rights Capital brought the reality show In Harm’s Way (2008), the sitcom Surviving Suburbia (2008) and the dramedies Valentine (CW, 2008) and Easy Money (2008) to the new CW Saturday night. All failed miserably as did Media Rights Capital itself. That company went bankrupt.

On the ownership front cable TV and internet service provider giant Comcast bought a controlling stake in NBC Universal from General Electric and Vivendi for $13 billlion dollars in 2009. Comcast had long wanted a studio and with this purchase they got one, Universal. They also got the USA network, Bravo, SyFy (formerly SciFi), CNBC, and MSNBC. Some were concerned about what the purchase meant for the future of broadcast television. Others wondered whether the purchase would put a kink in the increasing presence of television, “free” and cable, on the web.

Cable Television, 2005-2015
New cable channels continued to emerge in these years. 2005 saw the appearance of Fox Reality, The Fashion Channel, and MTV Tempo. 2006 saw the appearance of the NBC-Universal owned mystery channel, Sleuth, the Jewish Shalom TV, and The Sundance Channel. 2007 saw the debut of The Jewish Channel.
The Continuing Battle Between “Free TV” and Cable TV

The battle between cable and “free TV” didn’t end in the 1970s and 1980s.  Cable companies like Comcast, Cablevision, Time Warner, and Sinclair broadcast  local “free TV” affiliates paying an average of .25 cents and .50 cents for the right. “Free TV”, however, wanted more.  The battle between the corporate giants really heated up in 2009 and 2010. In 2009 News Corp, Fox’s parent company, demanded a $1 fee per Time Warner customer for retransmission of its programming. Time Warner balked at the fee increase claiming that the $1 dollar per customer fee Fox wanted for “retransmission” was too high. Time Warner Cable claimed that they already paid more than $3 billion in licensing fees to the networks and that this was up 7% from the the previous year. When talks broke down both sides began to air commercials accusing the other side of was being unreasonable. Fox eventually played its trump card and threatened to pull Fox stations and American Idol and NFL Football from Time Warner in specific markets. A settlement between the two was reached in early 2010

The battle between Fox and Time Warner was not the end of the cold war between the “free TV” networks and the cable giants. In March ABC briefly took its stations off of Cablevision in New York City during the Oscars. ABC apparently wanted more than the $.25 cent per customer fee the cable service offered ABC. In August Cablevision revenue fell by 30% despite an increase in customers. In the same month CBS reached an agreement with Comcast in which the cable service agreed to pay CBS a reported .$50 cents per customer for the right to retransmit CBS programmes. This agreement gave CBS millions of dollars that weren’t dependent on advertising revenue which ebbed and flowed with the economy (and remember the economy took a dive in 2007) and with programme ratings.

Digital Television, 2005-2015

In June of 2009 the United States officially switched from analogue to higher quality digital television (DTV). Digital stations, however, began appearing before 2009. In 2005  the digital PBS World debuted in New York City and Boston. By 2007 it reached around 25% of the homes in the United States. RTN (Retro TV) with its lineup of TV shows from the American past came on the air in 2005. Universal Sports (owned by Universal NBC) hit the digital airwaves in 2008. Some local stations did not wait for the official start of the digital revolution. In Albany, New York, for instance, the local CBS (6.1, 6.2 (Universal Sports)), ABC (WTEN, channels 10.1, 10.2, 10.3 (RTN) and 19.1, 19.2, 19.3 (RTN), PBS (17.1, 17.2, 17.3 (PBS World), Fox (23.1, 23.2), and CW (14.1) affiliates had digital channels on the air by 2008.

Web Television

The era saw the debut and expansion of a new type of television, web television. 2007 saw the debut of Michael Eisner’s Prom Queen (at MySpace TV, youtube, Veoh, and the Prom Queen website), of Buffy alumni Felicia Day’s The Guild in July, Marshall Herskovitz’s and Ed Zwick’s quarterlife in November, of MyDamnChannel.com with its Wainy Days (2007) and Pilot Season with Sara Silverman coming in 2009 in June of 2007, and of the Suave and Sprint funded (note the product placement) In the Motherhood (2007-2009). In an attempt to make a connection with viewers and potential viewers Motherhood’s makers urged watchers to send to their experiences of motherhood to the show via the internet telling them that these experiences might make it into the show. Some did. 2009 saw ABC pick up Motherhood and transform it into a thirty minute sitcom. Casting changes were made. And, because of agreements with the Writer’s Guild, viewers were told that their solicited experiences would no longer make it into the show but might “inspire” episodes of it. 

Watch webisodes of In the Motherhood here: http://video.google.com/videosearch?client=firefox-a&rls=org.mozilla:en-US:official&channel=s&hl=en&q=in+the+motherhood&um=1&ie=UTF-8&ei=IG7LSY_5KOrulQeq2bTtCQ&sa=X&oi=video_result_group&resnum=4&ct=title# and http://www.youtube.com/watch?v=UkewJlZRKPo).

2008 saw the debut of Squeegees and a web broadcasting event—the debut of Joss Whedon’s Dr. Horrible’s Sing-a-long Blog. Dr Horrible had so many hits in its first online hours that its web site collapsed. Later that year an entire network began to broadcast web series when the WB returned to broadcasting in September of that year. WB webshows include Children’s Hospital, Sorority Forever, and Josh Schwartz’s Rockville, CA (2009) (http://www.thewb.com/shows/). 2008 saw the debut of the webshow Web Therapy (2008), created by and starring Friends alumnus Lisa Kudrow and Ally Sheedy’s Puppy Love at lstudio.com (http://lstudio.lexus.com/#vid1204), and of Illeana Douglas’s webshow about an Ikea employee in Burbank, California, Easy to Assemble (http://www.easytoassemble.tv/). Not surprisingly the webshow was funded by Ikea. 2008 brought us the web network portal Next New Networks (http://www.nextnewnetworks.com/) It’s “networks” include, Barely Political, which gave us the faux video Obama Girl, VOD Cars with its Fast Lane Daily, Channel Frederator a cartoon network, Pulp Secret, a comic book network, and TMI, which the New York Times described as a web The View. 2009 saw the appearance of Crackle (formerly the video sharing platform Grouper) now administered by Sony (http://crackle.com/shows/?c=46). It came on the air with webshows such as Star-ving (2009), the creation of Married…with Children’s Bud Bundy (David Faustino). It starred Faustino in a fictional and comic take on Faustino’s life since Married…with Children. Married alumae Ed O’Neill, Katey Sagal, Christina Applegate and “Buck” made appearances on the show. Crackle also brought us Ed Brubaker’s Angel of Death, and The Hustler. 2009 also saw one of the big boys, CBS, move into web programming. CBS.com brought us original webshows like Heckle U, Clark and Michael, and The Other Side III. 

American Television Programming, 2005-2015
The era saw ever increasing numbers of “reality” shows on the tube. Many of these were of the “reality” meets game show variety. 

The WB gave was us Beauty and the Geek (WB 2005-2006, CW, 2007-). The CW brought us The Pussycat Dolls Present (CW, 2007-) and Farmer Wants a Wife (CW, 2008). Farmer began life on UK TV in 2001. 

Fox brought us Nanny 911 (Fox, 2005-), Hell’s Kitchen (Fox, 2005-), another British transplant, So You Think You Can Dance (Fox, 2005-), another British import, and Secret Millionaire (Fox 2008), another British adaption which follows millionaires as they go undercover into the haunts of America’s poor.
CBS, presumably jumping on the Pirates of the Caribbean craze, gave us Pirate Master (CBS, 2007). In 2007 CBS brought us perhaps the most controversial “reality” show yet when it broadcast Kid Nation, a show in which 40 8 to 15 year old kids are given the task of creating a working society in a ghost town in the wilds of New Mexico. Some accused CBS and the producers of violating child safety and labour laws and of abusing the kids of kid nation. The kids of kid nation and their parents, according to a report in the New York Times, had to sign a 22-page in which they agreed not to hold the producers and CBS responsible if their children died or were injured, if they received inadequate medical care, or if their housing was unsafe and caused injury.
ABC brought us Super Nanny (Channel 4, 2004, ABC, 2005), Dancing with the Stars (ABC, 2005-), a show which began life in the UK as Strictly Come Dancing on the BBC,  American Inventor (ABC, 2006-2007) (an American version of the British show Dragon’s Den),  America’s Got Talent (ABC, 2006-), Fast Cars and Superstars (ABC, 2007), Here Come the Newlyweds (ABC, 2008), and Oprah’s Big Give (ABC, 2008) which brought a philanthropic vibe to reality game shows with Oprah playing the role, as one critic noted, of fairy godmother. 

NBC brought back an old “favourite” with the Hulk Hogan and Laila Ali hosted American Gladiators (NBC, 2008), and also gave us My Dad is Better than Your Dad (NBC, 2008), and The Baby Borrowers (NBC, 2008), a show in which youths in their late teens were given babies to take care of. 

A&E gave us the forensic verite Crime 360 (A&E, 2008-). Bravo brought us the “real” soap/consumer opera of The Real Housewives of Orange County, New York City, and New Jersey (Bravo, 2007-) and yet another dance competition show Step Up and Dance (2008). The Women’s Entertainment Network (the WE formerly the Romance Classics Network) brought us High School Confidential (WE, 2008-) which followed a group of suburban Kansas high schoolers through their triumphs, trials, and travails, and Cheerleader U (WE, 2008-) which followed the cheerleaders of the University of Central Florida through their triumphs, trials, and travails. 

VH1 gave us Flavor of Love (2006-2008) with the rapper Flavor Flav of Public Enemy, I Love New York (2007-2008), Rock of Love with Brett Michaels, he of the rock group Poison (2007-2008), and I Love Money (2008) a “reality show” which brought back “stars” from Flavor of Love, I Love New York, and Rock of Love with Brett Michaels to compete for $250,000 in cash. MTV gave A Shot at Love with Tila Tequila (MTV, 2007-) which gave men and women a shot at love with the model and singer, Thien Thanh Thi Nguyen and The Paper (MTV, 2008) which followed the editors of a high school newspaper in Weston, Florida through their highs and lows. 

Lifetime gave us another “philanthropic” show (an another adaptation of a British show), How to Look Good Naked (2008-). The N gave us Queen Bees (2008) which followed the trials and travails of bioche Queen Bees who are forced to become less self-involved and self-centred. TVLand brought us She’s Got the Look (2008) a model competition with a twist—all the contestants are 35 or older. The Discovery Channel (and later TLC) gave us Jon & Kate and 8 (Discovery Channel, 2007-2008, TLC, 2008-). Jon and Kate became a cause célèbre when the couple’s marriage began to fall apart thanks to rumours of Jon’s infidelity. The differences between this show and An American Family perhaps sum up the differences between reality TV then and “reality” TV now.

On the celebrity “reality” show front UPN gave us Britney and Kevin: Chaotic (2005), a show that followed the adventures of the newly married Britney Spears and Kevin Federline.

Realer “reality” shows could also be found on the small screen. The History Channel brought us The Ax Men (HC, 2008-) a reality show about lumbering men. PBS gave us Texas Ranch House (PBS, 2006).

As for “real” reality shows these continued to show up on the tube during the era. In 2008 ESPN brought us Black Magic a documentary on basketball at Black colleges during the Jim Crow era over two night. In 2008 ABC brought us Hopkins, a documentary/drama set in one of the world’s great research and teaching hospitals. The TV Guide Network gave us a documentary about a local news station in Midland/Odessa, Texas,  Making News: Texas Style, TV Guide Network, 11 June to 23 September 2007 (see episodes here
http://www.hulu.com/making-news-texas-style).

More traditional game shows continued to be prominent during the decade. NBC gave us Deal or No Deal (NBC, 2005-) and The Singing Bee (2007), an American version of the Australian show of the same name. Fox brought us Are You Smarter than a Fifth Grader (Fox, 2007) and Don’t Forget the Lyrics (2007-). ABC brought us the Japanese inspired game shows Wipeout (2008-) and the aptly named I Survived a Japanese Game Show (2008). The CW brought us Crowned: The Mother of All Pageants in which mother-daughter teams competed for cash and tiaras. Fox gave us the most controversial game show of the era, Moment of Truth (2008-). That show featured guests who are asked private questions about their private lives while wired to a lie detector. Adding drama to the show were the close friends or relatives sitting nearby waiting for the answers. Correct answers by the contestant, of course, bring ever greater amounts of monetary reward. The networks were not the only ones in the game show craze contest. Syndicated game shows like Merv Griffin’s Crosswords (2007-) and Temptation (2007-) continued to show up in the morning and afternoon hours. 

For some reality shows and prime time game shows, along with mergermania and the expectations of greater advertising revenues, spelled the death of “quality free TV”. How can more expensive narrative TV compete with the cheaply produced reality and game show fare some asked? 

Genres shows, of course, remained prominent on the schedules of each and every TV network and TV channel. Horror/Fantasy, in particular, seemed to come out of the shadows. The WB and the CW gave us Supernatural (WB, 2005-), the tale of two brothers and sons of a demon hunting father who travel across the US fighting all varieties of supernatural evil while simultaneously dealing with family issues. CBS brought us Ghost Whisperer (2005-) starring former “it girl” Jennifer Love Hewett—who also serves as producer—as antiques dealer Melinda Gordon who can see and hear ghosts whose unfinished business on earth keeps them from crossing over. And she does it all while looking like someone who just spent several weeks in Paris buying significant quantities of the most recent fashions. It gave us Moonlight (CBS, 2007), a tale of a vampire who struggles with life and love and is working toward for redemption (can you say Forever Knight and Angel?). NBC brought us Medium (2005-) with Patricia Arquette as a housewife juggling work, wifehood, and motherhood who sees the future in her dreams and nightmares, Journeyman (2007-2008), the tale of a man who travels into the past to make things right, Jericho (2006-2008), a kind of primetime serial version of the 1980s TV film The Day After (ABC, 1983), in which a town deals with the aftermath of a nuclear war, and the anthology series Fear Itself (2008-). Sci Fi gave us the quirky Eureka (2006-), a tale about a secret government town in the Pacific Northwest  populated by America’s best and brightest scientists. ABC gave us Eli Stone (2008-2009) a show, according to co-creater Greg Berlanti, about “a thirty-something attorney” who “begins having larger-than-life visions that compel him to do out-of-the-ordinary things.”  If looks aren’t deceiveing Eli appears to be a reworking of David Kelley’s Ally McBeal with George Michael instead of Barry White and Al Green, and Touched by an Angel. Fox brought us New Amsterdam (2008), a drama about a Dutch soldier who is made immortal by a Indian woman whose life he saves and who will only become mortal once more after he finds true love, J.J. Abrams’s Fringe (Fox, 2008), and Joss Whedon’s Dollhouse (Fox, 2009) starring Buffy and Angel alumnus Eliza Dushku.

On the scifi front NBC brought us Heroes (NBC, 2006-), the tale of a group of individuals with superpowers (can you say X-Men?) which mixes science fiction, drama, and tragedy. Like Lost, Heroes became a megahit and almost single handedly saved NBC from a schedule dominated by little other than reality and game shows. Fox gave us yet another film to TV transfer, The Sarah Connor Chronicles (2008-). This show focuses on the life of Sara and John Connors and their sexy female android protectress (Firefly alumni Summer Glau) post-Terminator 2. ABC brought us the anthology series Masters of Science Fiction (2007) and an adaptation of the British cop SF Life on Mars (2008-2009). SciFi gave us The Dresden Files (2007).

Dramas, of course, continued to be a mainstay of American TV. The CW gave us Josh Schwartz’s and Stephanie Savage’s Gossip Girl (2007-), adapted from a book by Cecily von Ziegesar, about a group of wealthy upper east side Manhattan elites attending an elite private school and their struggles with a host of teenage issues like sex and drugs and backstabbing?. It is a, to some extent, a TV version of the film Cruel Intentions itself adapted from the eighteenth century French epistolary novel Les liaisons dangereuses by Laclos. 

NBC (and later DirecTV) and Peter Berg, Brian Grazer, and David Nevins gave us the critically acclaimed Friday Night Lights (2006-) an exploration of the trials and travails of adult and teenager alike in a small Texas town where football is king and where king football provides the metaphor for life. The show began life as a book and then a film. FNL, despite ratings only in the 5 to 6 million range has managed to stay on the air thanks to critical acclaim and, perhaps even more importantly, because of its appeal to a an audience of affluent viewers. 

CBS gave us an ethnic version of Dallas called Cane (2007) about the internal struggles of a Cuban-American family running a successful sugar and rum business. It stars TV veteran Jimmy Smits.  It gave us the controversial Swingtown (2008) a drama about the swinging life of a group of individuals living during the swinging 70s. And it gave us The Mentalist (CBS, 2008-), a drama starring Simon Baker as a consultant to the Californa Bureau of Intelligence who is a cross between Sherlock Holmes and Allison DuBois (sound a bit like Medium?)

The wealthy elite also showed up in ABC’s Dirty Sexy Money (2007-2008). This show focused on the Paris Hilton like behaviour of the megawealthy Darling clan and the idealistic lawyer who has to get them out of the troubles they get themselves into. ABC also brought us J.J. Abrams’s What about Brian (ABC, 2006-2007), J.J.Abrams’s Six Degrees (ABC, 2006), and Greg Berlanti’s Brothers and Sisters (ABC, 2006-). 

ABC Family gave us a drama about college life, Greek (2007-) and Brenda Hampton’s (creator of 7th Heaven) drama about teenagers, Secret Life of an American Teenager (2008). HBO, the BBC, and RAI gave us Rome (2005-2007). 

Fox brought us Tim Minear’s road drama Drive (Fox, 2007) and the forensic drama Lie to Me (2009-) about a group of analysts who can tell if someone is lying through their facial expressions and body language. The WB gave us the Jerry Bruckheimer’s legal drama Just Legal (WB, 2005) and college drama The Bedford Diaries (2006). The Bedford Diaries followed the exploits of six Bedford College students from a variety of different backgrounds enrolled in a class on sexuality. A central part of the show was the video diaries the students were required to do for the class. 

Lifetime brought us Army Wives (2007-), a drama exploring the lives of the wives left behind by their husbands who are off fighting in Afghanistan and Iraq. AMC gave us Mad Men (AMC, 2007-) a show which focuses on the life of a high level advertising executive in the 1960s.

As for sitcoms they remained a prominent part of the American TV schedule during the era. NBC brought us the cracker comedy My Name is Earl (2005-2009), the American version of the BBC show The Office (2005-), Tina Fey’s parodic (lightly so) 30 Rock (2006-), Greg Daniels’s Parks and Recreation (2009-) starring Amy Poehler, and an adapation of the successful Australian sitcom Kath and Kim (2008). 

ABC gave us the Geico commercial come to sitcom life Caveman (2007), Samantha Who? (2007-2009) starring Married…with Children alumnus Christina Applegate as a woman who wakes from a coma to find that she has amnesia, and Carpoolers (2007-2008) with Jerry McConnell. Samantha Who was one of the few new shows to break into the top 20 during 2007.  It’s ratings honeymoon didn’t last long, however.

The CW gave us Aliens in America (2007-2008) a sitcom about a Wisconsin high school outsider and the Pakistani foreign exchange student who comes to live with them. Fox brought us the Farrelly Brothers quickly cancelled Unhitched (2008). CBS brought us How I Met Your Mother (CBS, 2005-) with Neil Patrick Harris’s (Barney) and the return of Seinfeld alumnus Julia Louis-Dreyfus to the tube in The New Adventures of Old Christine (CBS, 2006-). UPN and the CW gave us Chris Rock’s Everybody Hates Chris (UPN/CW, 2005-).

On the comedy front F/X gave us the black comedy It’s Always Sunny in Philadelphia (2005-). Spike brought us its first original programme, Factory (2008). The CW gave us Reaper (2007-), a comedy about a down on his luck live at home son whose parents sell his soul to the devil and who whose job it now is he is to track down corrupted souls who have escaped from hell (a comedic Brimstone?). HBO brought us an adaptation of the British sketch comedy hit Little Britain, USA (2008) and it gave us the screwball comedy Hung (HBO, 2009-). Hung centred on a Detroit teacher (played by Thomas Jane) and coach with one rather obvious asset (look at the title again) which, after some prompting from his poet/teacher/pimp (Jane Adams) he decides to use for financial gain. Starz gave us Party Down (2009-).
Dramedies continued to be popular on American TV. ABC gave the short lived Emily’s Reasons Why Not (2006) with Heather Graham. It lasted for one episode. It brought us the married male version of Sex and the City, Big Shots (2007-2008). It gave us a business woman’s version of Sex and the City Cashmere Mafia starring Lucy Liu and was produced by Darren Star productions, the production company of the man who gave us SaTC (2008). It brought us the SciFi/fairy tale dramedy Pushing Daisies (2007-). Daisies centred on a man (Ned) who can bring the dead back to life—but with consequences. Ned, working with a private detective, uses his gift to bring the murdered back to life— briefly—to find out who killed them so he and his co-workers can collect the reward. It gave us the hospital dramedy megahit about the sex life of its doctors and interns, Shonda Rhimes’s Grey’s Anatomy (2005-). It brought us the Grey’s spinoff Private Practice (2007-). 

CBS gave us The Ex-List (CBS, 2008), an adaptation of an Israeli show which lasted a brief five episodes. NBC brought us Aaron Sorkin’s behind the scenes of a TV sketch comedy show Studio 60 on the Sunset Strip (NBC, 2006-2007).  It gave us Chuck (2007-) a McG—James McGinty Nichol—Josh Schwartz (he of The O.C. and Gossip Girl), and Chris Fedak show. The show centred on Chuck, an employee of a Best Buy like megaelectronics store called Buy More who accidentally gets involved with America’s intelligence apparatus. Chuck presents us with a world in which nerds are nerds, and female secret agents are well supermodels. In other words, it is kind of a fictionalised version of the reality/game show Beauty and the Geek. It will return for a third season on the network thanks to a deal with Subway. 

Fox gave us Amy Sherman-Palladino’s The Return of Jezebel James (2008) and David E. Kelley’s The Wedding Bells (Fox, 2007). The Wedding Bells started out strong in the ratings but like so many others in recent years faded rapidly and was rewarded with cancellation. 

Lifetime gave us State of Mind (2007), a dramedy about the stresses of a psychologist with a cheating husband. It stared Lily Taylor. 

Showtime gave us Californication (2007-) starring X-Files alumnus David Duchovny as a novelist having a midlife crisis , Stephen Spielberg’s and Cody Diablo’s United States of Tara (Showtime, 2008), and the ITV show Secret Diary of a Call Girl (2008-). Secret Diary starred one of Britain’s TV darlings of the era Billie Piper. It was based on the blog of one of Britain’s highest priced hookers “Belle de jour”.

HBO brought us Mark Olsen’s and Will Scheffer’s critically praised tale of a Mormon polygamous family, Big Love (2006-). It gave us Weeds (2005-) a show that centred around a widowed mother of two making ends meet by selling pot. 

AMC gave us Breaking Bad (2008), a tale about a high school chemistry teacher who turns to making methamphetamine to support his struggling family. It was created by X-Files veteran Vince Gilligan. USA brought us Psych (2006-) and In Plain Sight (2008-)

Detective shows were not absent from the small screen during the decade. CBS brought us Jerry Bruckheimer’s, and Ridley and Tony Scott’s Numbers (CBS, 2005-), Bruckhemer’s Close to Home (CBS, 2005), Shark (CBS, 2006-2008), a show about prosecuting attorneys who helps uncover the truth about a variety of crime cases, and the US Canadian co-production Flashpoint (CTV/CBS, 2008-). NBC gave us a show about an eccentric zen spouting cop who has just been released from prison after being wrongly convicted, Life (2007-)—can you say House meets policier? Fox gave us Mental (Fox 2009-) a show New York Times critic Alessandra Stanley referred to as House in a mental institution. Fox gave us K-Ville (2007) a policier set in New Orleans in the post-Katrina period and Tim Minear’s The Inside (Fox, 2005-2006). ABC gave us Angel alums Elizabeth Craft’s and Sara Fain’s adaptation of James Patterson policier novels with a “feminist” twist, Women’s Murder Club (2007-). TNT brought us The Closer (2005-). Showtime gave us Dexter (2006-) a show about a cop forensics expert who also happens to be a serial killer cop. HBO brought us an adaptation of Alexander McCall Smith’s The No. 1 Ladies Detective Agency (2009).

The end of West Wing in 2006 did not mean the end of political drama on TV. Rod Lurie brought his tale of the first woman president of the United States to ABC in 2005, Commander in Chief. The show, starring Geena Davis, started out strong in the ratings but burned out quickly.

The era saw the return of something old. The musical drama—of all things—made its return to TV in this period in the form of Viva Laughlin (CBS, 2007). Viva was based on the British series Blackpool. Viva Laughlin and focused on the trials and travails of a small time businessman whose dream is to run a casino in Laughlin, Nevada. Hugh Jackman and Melanie Griffith played recurring characters in the show. It lasted two episodes in the States, one in the land of Aus. 

The war genre amade a reappearance in the era thanks (undoubtedly) to the second Gulf War. HBO gave us Generation Kill (2008) created by The Wire alumni David Simon and Ed Burns.
On the legal drama front Steven Bochko made his return to television with TNT’s Raising the Bar (2008).

Action adventure drama made its reappearance with Prison Break. Prison Break (Fox, 2005-) brought us a drama about two brothers, one of whom had been wrongly imprisoned for murder, and the other who got arrested and imprisoned so he could rescue his brother from prison. Prison Break was supposed to end after the second season but success meant that the show wasn’t allowed to end.
As for children’s programming, Discovery Kids and NBC gave us Flight 29 Down (Discovery/NBC, 2005-2007) and the New Zealand/Canadian import Jane and the Dragon (2005-). Disney/ABC gave us The Suite Life of Zack and Cody (2005-) starring the brothers Sprouse, Hannah Montana (Disney/ABC, 2006-) starring Mily Cyrus and her country singer Dad Billy Ray Cyrus, and the Romeo and Juliet inspired High School Musical (1, 2006 and 2, 2007). High School Musical went on to became the highest rated programme ever on the Disney Channel and a cultural phenomenon spawning an album, a tour, and sequels in its wake.

On the animation front George Lucas and the Cartoon Network gave us Star Wars: The Clone Wars (2008). ABC brought us Mike Judge’s show about a politically correct family The Goode Family (ABC, 2009-). Fox gave us an animated version of the Australian live action show Sit Down, Shut Up (Fox, 2009-).
Mini-series continued to pop up on the tube during his era. USA gave us Starter Wife (2007) a mini-series about a wife (Debra Messing) of a Hollywood mogul who is dumped for a younger woman. The success of the mini-series spawned a network show. CBS gave us yet another adaptation of a Larry McMurtry western novel, Comanche Moon (2008). NBC brought us Robinson Crusoe (NBC, 2008). Starz gave us Crash (2008), a mini-series based on the Oscar winning film of the same title.

Syndicated shows continued to make their appearance during the era. Disney, ABC, and Sam Rami (of Hercules, Xena, and Spiderman fame) gave us the fantasy series Legend of the Seeker (Syndication, 2008). The series was based on the books of fantasy writer Terry Goodkind.

Late night television saw a seismic shift in the era. 2009 saw Jay Leno retire from The Tonight Show for the prime time The Jay Leno Show (NBC, 2004-). Conan O’Brian left late late night to take Leno’s place on The Tonight Show.

An important development during the era was the rise of web based TV programmes. The Web brought us Marshall Herskovitz’s and Ed Zwick’s quarterlife (2007-). Webcast in 36 eight minute episodes quarterlife, about a group of twentysomething roommates, came and went from the NBC lineup in 2008 after one episode. quarterlife was not the only show developed for the web. Buffy alum Felicia Day (she played the Potential Vi) wrote and produced The Guild (2007-) a web based show about an online gaming community. Handsome Donkey and Disney brought us Squeegees (2008-). It was webcast on ABC.Com and Youtube. Joss Whedon brought us the SciFi web musical Dr. Horrible’s Sing-a-long Blog (web, 2008) starring Neil Patrick Harris (Dr. Horrible), Nathan Fillion (Captain Hammer), and Felicia Day (Penny) as villain and hero and mutual love interest with a twist. The “evil” Dr. Horrible is a much more thoughtful and conflicted character than the shallow superhero Captain Hammer.

On the “news” front, 2005 saw the debut of The Colbert Report a spinoff of The Daily Show hosted by Steve Colbert. The Colbert Report and The Daily Show apparently became one of the, if not the, major sources of news for the X generation. Succes bred clones. 2008 saw the debut of Comedy Central’s faux news Chocolate News (2008-) with David Alan Grier, and CNN’s faux news D.L. Hughley Breaks the News (2008-2009). 2008 also saw the debut of an old style hard news programme, WLIW’s and WNET’s (both PBS stations in the greater New York area) international news programe Worldfocus (PBS, 2008-).

TV, of course, was there for most of the biggest stories of the era. It was there in August of 2005 when Hurricane Katrina devastated the historic city of New Orleans, Louisiana. The images of stranded residents on rooftops, at the Super Bowl, and at the Convention Center undermined, along with the Iraq War, President Bush’s approval numbers and his administration. It was there in November of 2008 when the first Black man was elected president of the United States, Barack Obama. It was there in January of 2009 when Obama took the oath of office becoming the 44th president of the United States. It was there in June of 2009 when many Iranians took to the streets protesting an election they thought had been rigged. It was there when Michael Jackson died on 25 June 2009. Some idea about the global impact of Jackson and his music may be glimpsed by the fact that I watched wall to wall live coverage of Jackson being rushed to the hospital—no one knew whether he was alive or not at this point—on the BBC.
Documentaries continued to show up on TV mostly on PBS. Frontline gave us “Inside the Meltdown” (17 February 2009), “Breaking the Bank” (16 June 2009), and “Ten Trillion and Counting” (24 March 2009) all of which dealt with the economic collaspe in the spring of 2009. Frontline also gave us a four hour documentary on the background to the decision of the Bush administration to invade Iraq, “Bush’s War” (24 and 25 March 2008). The Iraq War was also the subject of “Bad Voodoo’s War” (2 April 2008) which followed a group of soldiers as the protected Iraq’s roadways for private enterprise. Finally PBS gave us Carrier (27 April to 1 May 2008), a ten part documentary about life on board the aircraft carrier the USS Nimitz. 

Public affairs programming remained important on PBS during the era. 2007 saw Bill Moyers revive Bill Moyers Journal (1972-1981, 2007-). The show mixed talk, investigative journalism, commentaries, and documentaries dealing with subjects ranging from the mortgage crisis to the media’s coverage of the Iraq War to the work of David Simon.
Viewing:
Frontline, “Cheney’s Law”, 16 October 2007, PBS, 1983-http://www.pbs.org/wgbh/pages/frontline/cheney/view/
Frontline, “Bush’s War”, 24 and 25 March 2008, PBS, 1983-
http://www.pbs.org/wgbh/pages/frontline/bushswar/
Frontline, “Bad Voodoo’s War, 2 April 2008, PBS

http://www.pbs.org/wgbh/pages/frontline/badvoodoo/
Frontline, “Sick Around the World”, 15 April 2008, PBS

http://www.pbs.org/wgbh/pages/frontline/sickaroundtheworld/
Frontline, “Inside the Meltdown”, 17 February 2009, PBS

http://www.pbs.org/wgbh/pages/frontline/meltdown/view/
Frontline, “Breaking the Bank”, 16 June 2009, PBS

http://www.pbs.org/wgbh/pages/frontline/breakingthebank/view/
Frontline, “Ten Trillion and Counting”, 24 March 2009, PBS

http://www.pbs.org/wgbh/pages/frontline/tentrillion/view/
Bill Moyers Journal, “Buying the War”, 25 April 2007

http://www.youtube.com/watch?v=EP3gYH9TYxU
http://www.youtube.com/watch?v=lb9UNtTORAM
http://www.youtube.com/watch?v=2idAx8jmdJU
http://www.youtube.com/watch?v=pw4NFBO5JMk
http://www.youtube.com/watch?v=hiH_8DhWhBI
http://www.youtube.com/watch?v=YJtsIkVii_A
http://www.youtube.com/watch?v=3UXrQocNuMo
http://www.youtube.com/watch?v=FJ389FLFE6U
http://www.youtube.com/watch?v=kxYbQmw5Fhs
http://www.youtube.com/watch?v=9P2XhltU394
http://www.youtube.com/watch?v=zlROKA-xf1E
Bill Moyers Journal, 11 July 2008, PBS

Moyers, Mickey Edwards, and Ross Douthat discuss contemporary US conservativism

http://www.pbs.org/moyers/journal/07112008/watch.html
Bill Moyers Journal, The Impact of the Mortgage Crisis on Cleveland, Ohio and Bill Moyers and William Greider talk about the crisis, 18 July 2008 http://www.pbs.org/moyers/journal/07182008/watch.html http://www.pbs.org/moyers/journal/07182008/watch2.html
Bill Moyers Journal, Moyers and Wendell Potter talk about health care in the US, 31 July 2009

http://www.pbs.org/moyers/journal/07312009/watch.html
Independent Lens, “The Creek Runs Red”, 9:6, 20 November 2007, PBS

http://www.hulu.com/watch/53867/independent-lens-the-creek-runs-red#x-0,vepisode,1
Independent Lens, “A Dream in Doubt”, 9:22, 20 February 2008, PBS

http://www.hulu.com/watch/53866/independent-lens-a-dream-in-doubt#x-0,vepisode,1
quarterlife (2007-)

http://www.youtube.com/user/quarterlife 

The Guild, Youtube, (2007-)

http://www.watchtheguild.com/
Squeegees, broadcast on ABC.Com and Youtube, (2008-) 

http://www.youtube.com/results?search_query=sgueegees
Carrier, 27 April to 1 May 2008, PBS

http://www.pbs.org/weta/carrier/full_episodes.htm
Carrier, 27 “All Hands” and “Controlled Chaos”, April 2008, PBS

http://www.hulu.com/watch/23364/carrier-all-hands#x-0,vepisode,1
http://www.hulu.com/watch/23339/carrier-controlled-chaos#x-0,vepisode,1
POV, “9 Star Hotel”, 22 July 2008, PBS

http://www.pbs.org/pov/pov2008/9starhotel/fullfilm.html
POV, ‘The Campaign”, 29 July 2008, PBS

http://www.pbs.org/pov/pov2008/campaign/fullfilm.html
ABC News projects an Obama victory, 4 November 2008

http://www.youtube.com/watch?v=1BtBRwUM2yg
The Election Map of 2008
http://elections.nytimes.com/2008/results/president/map.html
NY Times

Nova, “The Incredible Journey of the Butterflies”, 27 January 2009, PBS

http://www.pbs.org/wgbh/nova/butterflies/program.html
Nova, “Rat Attack”, 12 February 2009

http://www.pbs.org/wgbh/nova/rats/program.html
Nova, “Extreme Ice”, 24 March 2009

http://www.pbs.org/wgbh/nova/extremeice/program.html
The Ascent of Money, July 2009, Channel 4/PBS

http://www.pbs.org/wnet/ascentofmoney/
Wide Angle, "Contestant No. 2", 28 July 2009, PBS

http://www.pbs.org/wnet/wideangle/episodes/contestant-no-2/introduction/5002/
Justice: What’s the Right Thing to Do?, PBS

http://wgbh.org/programs/ProgramDetail.cfm?programID=429#
This Old House, PBS

http://www.thisoldhouse.com/toh/
Click and Clack’s As the Wrench Turns, PBS

http://www.pbs.org/wrenchturns/
Motorweek, PBS

http://video.pbs.org/program/1215243671/
Religion and Ethics Newsweekly, PBS

http://www.pbs.org/wnet/religionandethics/
Nightly Business Report, PBS

http://www.pbs.org/nbr/
Washington Week, PBS

http://www.pbs.org/weta/washingtonweek/
NOW, 24 July 2009, PBS

http://www.pbs.org/now/shows/530/index.html
Expose, PBS

http://www.pbs.org/wnet/expose/episodes/?episodes
The News Hour, PBS

http://video.pbs.org/program/979359630
World Focus, PBS

http://worldfocus.org/
Foreign Exchange, PBS, 2003-2009

http://www.foreignexchange.tv/
Maria Hinojosa: One on One, PBS

http://www.wgbh.org/programs/programDetail.cfm?programid=12
CBN News, 2008

excerpts

http://www.youtube.com/watch?v=zBz7Js_TP-o
CBN News, 27 May 2009

http://www.youtube.com/watch?v=RP-qDBYHlgo
700 Club, 10 June 2009, CBN

http://www.youtube.com/watch?v=uVG1xqeuuUQ
WGN News, Chicago

http://www.youtube.com/user/wgn?blend=1&ob=4
WTNH, New Haven, Connecticut

http://www.youtube.com/user/WTNH
Oral Histories

Listen to an interview with producer, creator, and writer Marshall Herskovitz (thirtysomething, My So-Called Life, quarterlife) on NPR’s Fresh Air here

http://www.npr.org/templates/story/story.php?storyId=17207240
Read an interview with writer Sara Fein (Angel, Women’s Murder Club) about what it is like to be a female writer in Hollywood here

http://womenandhollywood.blogspot.com/2007/12/december-11-2007.html
Joss Whedon Audio Interview, Mother Jones, 2008

http://www.motherjones.com/news/featurex/2008/11/joss-whedon.html
Joss Whedon on Dollhouse, 8 February 2009, NPR
http://www.npr.org/templates/player/mediaPlayer.html?action=1&t=1&islist=false&id=100350780&m=100397764
Bill Moyers Journal, David Simon Interview, 17 April 2009, PBS

http://www.pbs.org/moyers/journal/04172009/watch.html
Vern Gilligan on Breaking Bad
http://www.nytimes.com/2009/03/01/arts/television/01Itzk.html?_r=1&ref=television
Charlie Rose, Peter Chernin ex of New Corporation and Fox, 2008, PBS

http://www.charlierose.com/view/interview/9200 
Actress Connie Britton talks about Friday Night Lights
http://www.npr.org/templates/story/story.php?storyId=128007009 
Actor Kyle Chandler talks about Friday Night Lights
http://www.npr.org/templates/story/story.php?storyId=89762425&ps=rs
Creator Peter Berg talks about Friday Night Lights
http://www.npr.org/templates/story/story.php?storyId=9515506&ps=rs
Clear Eyes, Full Hearts, Couldn’t Lose: An Oral History of Friday Night Lights

http://www.grantland.com/story/_/id/6766070/clear-eyes-full-hearts-lose
Television Criticism, 2005-2015
For TV and Film historian Thomas Doherty television during its short existence has transformed the American family, American friendship culture, American leisure activities, American literary patterns, American consumer habits, American memories, freedom of speech in the United States, and expanded America’s conceptions of human difference making Americans more tolerant in the process. Perhaps all of these are some of the reasons why television has been so controversial during its short life. 

Speaking of controversy, controversy continued to surround American television between 2005 and 2015. The latest TV show to draw the ire of “watchdog” groups was Swingtown, a CBS drama about swingers living in the swinging 70's. Before the show even aired the conservative American Family Association urged its members to write letters to the CBS complaining about it. The always vocal Parents Television Council tried to get concerned citizens to boycott the show and organized (unsuccessfully it turned out) to convince CBS affiliates to not broadcast Swingtown. The boycott did have some impact in several places acrss the US. Shortly after the show premiered on the CBS affiliate KNOE in Monroe, Louisiana the station was hit by a barrage of complaints from viewers claiming that the show went against Biblical doctrine. 

2009 saw controversy arise as a result of American Idol finalist Adam Lambert’s performance of his latest single “For Your Entertainment” on the American Music Awards on ABC. During the performance Lambert, who is gay, grabbed his crotch, simulated sex, and kissed one of the male members of his band. When some viewers complained about about the sexual explicitness of the performance, Lambert wondered whether the complaints were founded on a double standard. Where were the complaints about Lada Gaga’s whiskey bottle smashing and Janet Jackson’s crotch grabbing on the show that same evening? Were the complaints aimed at him because he was gay?

2009 also saw controversies erupt over the MTV “reality” show Jersey Shore. Jersey Shore followed the exploits of eight self proclaimed “guidos” and “guidettes” spending their summer on the New Jersey shore. The show raised some of the same questions and concerns that HBO’s The Sopranos did before it. Critics like the National Italian American Foundation, the Order of the Sons of Italy in America, and the Jersey Shore Convention and Visitors Bureau argued that the show trafficked in Italian American stereotypes and caricatures and urged sponsors to pull their ads from the show. MTV defended the show saying that it was simply another one of the networks exploration of the rites of passage of an American youth subculture. One of the “stars” of the show, Nicole “Snooki” Polizzi, defended calling herself a guidette by pointing out that younger Italians had no problem calling themselves guido and guidette. It was only “older” Italian Americans, she claimed, who didn’t “get” this.
Academic writing on TV, especially TV programmes, really came into its own after 2000. The success of publications on Buffy has led to a boon in academic publishing on TV from publishing houses like Wayne State University Press,

the British Film Institute (BFI), I.B. Tauris, McFarland, and Benbella Books.
Much of the criticism that appeared in these publications was deeply influenced by what had been going on in Literary, Film, and Cultural Studies since the 1970s. There was Feminist oriented critiscism. There was criticism that explored issues of national, ethnic, and racial representation. There was criticism that focused on the white dominance of American TV. There was critism that explored the colonialist and ethnocentric aspects of American TV. All of this, of course, derived from the smorgasboard of theoretical plates that had dominated academic literary and film criticism since the 1970s—Marxism, Freudian and Lacanian psychoanalysis, semiotics, women’s studies, postcolonial studies. Whether this criticism tells us about the literary works, films, and TV programmes it purports to analyse or more about the influences on the academy and the obsessions of its academics is, at least for me, an open question.

One of the major controversies underlining much of this analysis regardless of theoretical grounding was the question of whether the media was repressive or liberatory. For many literary, film, and TV texts were repressive—dominated by whiteness, masculinity, bourgeiosness, and ethnocentrism. This position, of course, is not that far afield from the position of many of the Frankfurt School theorists we talked about earlier. Unlike many of the Frankfurt theorists, however, who found no communist rainbow at the end of mass enculturated society, but who did, to some extent, find some hope in the ability of avant garde art, music, and literature to lead the masses out of the wilderness of late capitalism, many contemporary critics found hope of liberation in the mas media.  Many contemporary theorists of popular culture—they prefer this more positive term to the derogatory mass culture—assert that popular culture reveals the tensions of “bourgeois” society—gender tensions, racial tensions, ideological tensions—in its “texts”. And they celebrate those far to few—from their point of view—progressive gender, race, and ideological eruptions in the dominant bourgeois discourses that dominate western media and western society. 

Value judgements, ideological and political judgements, then lie at the very heart of contemporary academic criticism. Contemporary film and TV theorists since the 1970s tend to praise films and TV programmes that disrupt dominant ethnic, racial, gender, economic, political, and cultural discourses, praise directors who consistently do all of these, and damn those who don’t to some non-progressive purgatory or hell. Ideological rather than aesthetic judgment had, in other words, become the name of the analytical game.
Despite the tsunami of academic publications on television, TV remains, for many intellectuals and academics the epitome of low culture. That many of those who make such claims should know better—some forty and fifty years before the same stereotypes and caricatures were directed at film from many in the Ivory Tower—seems not to have caused them pause. 

As for me, I would like to do what Stephen Johnson, in the essay we will read at the very end of this class (and his book on the same subject, Everything Bad is Good for You) does. I want to turn this kneejerk academic rhetoric upside down. I want to (strenuously) argue TV with its novelistic shows that are narratively and character wise quite intricate and complex, are aesthetically (I do recognize that aesthetics are social, cultural, and personal) far more interesting and innovative than contemporary American film at present. This may seem like a backhanded complement but I don’t mean it that way. TV, or at least a small portion of it (Scenes from a Marriage, Fanny and Alexander, Fawlty Towers, Pennies from Heaven, The Singing Detective, Dekalog, Ally McBeal, Buffy, Firefly) is art, high art. 

The rise of more qualitative analyses of television did not mean that more qualitative analyses had disappeared. In 2009 the Council for Excellence for Research released the latest report on how much time Americans spend in front of screens be these television screens, computer screens, cell phone screens, or gps device screens. The study found that American adults average 8.5 hours per day in front of these screens. Demographic breakdowns of screen watching were as fascinating as these general numbers. Americans in their 20s, 30s, 40s, and early 50s tended to screen multitask—they work or play in front of several screens at the same time. Over 55ers were the least likely to screen multitask. Though several commentators have predicted the demise of television the study found that 99% of Americans still watched videos on television. These high numbers were still found in the18 to 24 year old demographic— 98% of 18 to 24s still watched videos on television sets. 18 to 24 year olds also did the most text messaging. As for the web, the study found that 35 to 44 year olds spent the most time online. 25 to 34s spend the most time watching DVDs or VCRs. 45-54 year olds spend the most time emailing.

These numbers are a reminder that television today faces challenges from a number of media that it didn’t have to contend with ten years ago. So whither television? Only time will tell. 

READINGS:

History

Dominic Alessio; “'Things are Different Now'?: A Postcolonial Analysis of Buffy the

Vampire Slayer”, The European Legacy 6.6 (2001): 731-40 

This article can be accessed and printed online via UAlbany Library, journals

Politics

Jeff Pasley; “You Can’t Pin a Good Slayer Down: The Politics, If Any, of Buffy the

Vampire Slayer.” The Politics of the Buffyverse: Radical, Conservative, and Liberal

Tendencies in Buffy the Vampire Slayer and Angel”

http://jeff.pasleybrothers.com/writings/buffy.htm
Part Three: Global Television
Chapter Nine:

Introduction to World Television History
I have concentrated primarily on the history of American TV up to this point. I now want to explore much more briefly the history of TV outside of the United States.

As we noted earlier global television really took off in the 1930s. By 1936 America’s RCA, Britain’s EMI, and Germany’s Telefunken all had operating all-electric TV system. The Germans would use their system to broadcast the Olympics from Berlin in 1936. The British would use theirs to broadcast the Coronation of Edward VIII in 1937. 

With television broadcasts came television prgrammes. London Television Service (LTS) began broadcasting game shows, musical numbers, and sporting events. Few were watching, however, since only around 20,000 TV sets were sold in the UK before the war.

World War Two, as we noted earlier, changed everything. With war TV broadcasting was shut down in both Europe and the United States. It was after the war that TV broadcasting really began to take off.  In the UK the state owned British Broadcasting Corporation (BBC, the Beeb), a public TV system funded through license fees rather than advertising, began broadcasting in 1946. By 1952 there were some three million TV sets in use in the UK. 

1950 saw the beginning of TV service in Brasil, Mexico, and Cuba. In 1952 the German Northern Network, the Canadian Broadcasting Corporation (CBC), and the French public television began broadcasting. Shortly afterwards television went on the air in Japan, the USSR, Australia, New Zealand, South America, and the Middle East. By 1954 commercial broadcasting began in the United Kingdom. In 1951 1 million TV sets were in use outside the US. By 1956 there were 105 million in use. What viewers were watching was a variety of fiction and non-fiction programming. 

Terrestrial or “free TV” was not the only player in the TV market globally. Cable cable systems began to come into existence in Britain, Luxembourg, the Netherlands, and Canada in the 1950s. As in the United States cable sought to make television available to areas without it—areas with high rise buildings and mountainous areas. By 1990 cable TV stretched around the globe. It reached 80% of homes in Canada, 92% in Belgium, and 87% in the Netherlands, 98% of the homes in the “developed world”. 

It was in the period after 1990 that global television really came into its own thanks to technologies we have spoken about before—satellites, satellite TV systems, and cable TV systems. News satellite channels led the way. 1985 saw the debut of CNN International—CNN now has European, Middle Eastern, and African offices in London, Asia Pacific and South Asia offices offices in Hong Kong, and North and Latin American offices in Atlanta, Georgia. 1991 saw the debut of BBC World Television transmited from London, Deutsche Velle World, and the Hisbollah station Al-Maner. 1996 saw the debut of Al-Jazeera which broadcasts from Qatar and is owned by the Emir of Qatar—it now has sports, English language, documentary, children’s, and political affairs stations. 1997 saw the advent of CNN Espanol transmitted from Atlanta debut. 2003 saw the debut of Al-Arabiya which broadcasts from Dubai in the United Arab Emirates. 2005 saw the debut of Russia Today an English language satellite channel owned by the Russian state conglomerate TV Novosti and TeleSur, a station funded by Venezuela, Brasil, Argentina, and Cuba. 2006 saw the debut of the state funded France 24 debut—it now broadcasts in French, English, and Arabic.

Fiction programming was not absent from satellite cable systems. Rupert Murdoch’s satellite STAR TV carried a number of stations worldwide that broadcast narrative TV programmes in a variety of genres and languages.

This proliferation of satellite TV channels and inexpensive satellites to pick up these channels has led to a concern on the part of some that global satellite television and cable TV is killing TV localism. Others, however, praise the diversity satellite and cable TV has brought and note that satellite transmission of national and regional programmes beyond national boundaries helps maintain local, regional, and national identities in all sorts of diasporas around the globe. A measure of this can be grasped by looking at satellite TV in Great Britain where there are Greek, Pakistani, Hindu, and Bengali channels, to name a few, on the air and the presence of Chinese language “free TV” channels in Auckland, New Zealand.

A measure of the popularity of television globally can be seen in the numbers. In 2003, according to the CIA World Factbook, the countries with the largest numbers of TV sets per 1000 people were Bermuda (1010 per thousand), Monaco (771), the US (741), Malta (703), and Japan (679). TV sets are not distributed equally across the globe, however. The nations with the fewest TV sets per 1000 included Eritrea (0.2), Chad (1.0), Comoros (105), Tanzania (208), and The Gambia (3.1). That this variability in distribution reflects, by and large, economic global realities should come as no surprise.

Though television and TV watching is a global phenomenon not all national television systems are equal when it comes to population, market size, or the amount of television programming. The United States, the United Kingdom, Brasil, Japan, Canada, and Australia are the leading makers of television programmes in that order. They are also the leading exporters of television programmes. For most countries, most of them small in population, market size, or language base, the costs of making indigenous TV programmes is prohibitively expensive.

READING:

Sinclair and Turner (eds.); Contemporary World Television pp.1-34 and 38-60
Chapter Ten

Television in Canada
Canada
For an online guide to CBC programmes see http://www.film.queensu.ca/CBC/Index.html#Top
Here is a link to the CBC Digital Archive

http://archives.cbc.ca/
CBC Online

http://www.cbc.ca/coronation/
You will have to manipulate your computer so that the site thinks you are living in the Great White North

Global TV

http://www.canada.com/globaltv/index.html
CTV

http://www.ctv.ca/
READINGS:

Marc Raboy “Canada”, Encyclopedia of Television
http://www.museum.tv/archives/etv/C/htmlC/canada/canada.htm
Sinclair and Turner (eds.); Contemporary World Television pp. 61-63
Mary Jane Miller, “Canadian Television Programming in English”, Encyclopedia of Television
http://www.museum.tv/archives/etv/C/htmlC/canadianproge/canadianproge.htm
Manon Lamontagne, “Canadian Television Programming in French”, Encyclopedia of Television
http://www.museum.tv/archives/etv/C/htmlC/canadianprogf/canadianprogf.htm
Martin Allor, “The National and the Journal”, Encyclopedia of Television
http://www.museum.tv/archives/etv/N/htmlN/nationalthe/nationalthe.htm
Greg Elmer, “The Fifth Estate”, Encyclopedia of Television

http://www.museum.tv/archives/etv/F/htmlF/fifthestate/fifthestate.htm
P. David Marshall, “Canadian Morning Television”, Encyclopedia of Television
http://www.museum.tv/archives/etv/C/htmlC/canadianmorn/canadianmorn.htm
Peter Orlik, “Hockey Night in Canada”, Encyclopedia of Television
http://www.museum.tv/archives/etv/H/htmlH/hockeynight/hockeynight.htm
Viewing:
Hockey Night in Canada, CBC, 1952-

CBC site

http://www.cbc.ca/sports/hockey/hockeynightincanada/
CBC, The National, news

http://www.cbc.ca/national/latestbroadcast.html
CTV, The National News

http://www.ctv.ca/nationalnews/
CBC News, Sunday Report, Tiananmen Square

http://archives.cbc.ca/politics/international_politics/clip/2049-12823/
National Leaders Debate, 9 June 1968, CBC and CTV

http://archives.cbc.ca/politics/parties_leaders/clips/15755/
Canadian French and English Language Debate, 1 and 2 October 2008, CBC

http://www.cbc.ca/news/canadavotes/story/2008/09/11/f-tvradiosched.html
CBC promos

1987

CBC Winnepeg

http://www.youtube.com/watch?v=sB4iQj6HCUw
1988

http://www.youtube.com/watch?v=TQPdPQsJfBU
http://www.youtube.com/watch?v=Q0eL5GD-je8
1989

http://www.youtube.com/watch?v=9cWmlRB8gQY
http://www.youtube.com/watch?v=BPoFS80PowY
CBC Ident 1982

http://www.youtube.com/watch?v=gd_NEnBjYpI
CBC Radio Canada Ident 1982

http://www.youtube.com/watch?v=HWRyx-VN9Lw
CTV Promo

http://www.youtube.com/watch?v=HQmlOzxGtqc
CTV Ident

http://www.youtube.com/watch?v=EMXQgYfkxTk
CBC sign off, O Canada

http://www.youtube.com/watch?v=B0jhJA1Hjxk
READ AN ESSAY ON WOJECK HERE
http://www.museum.tv/archives/etv/W/htmlW/wojeck/wojeck.htm
READ AN ESSAY ON THE DEGRASSI SHOWS HERE http://www.museum.tv/archives/etv/D/htmlD/degrassi/degrassi.htm
Oral Histories and Archival Materials

watch excerpts from an interview with newsperson Morley Safer from the Archive of American Television here

http://www.youtube.com/watch?v=KujSbuQVK8c (background, his work in print journalism, working with Reuters)

http://www.youtube.com/watch?v=9gX1y1k5DOQ (on working at CBC TV and the Beeb)
http://www.youtube.com/watch?v=z3YgvaZxECo (working in independent TV news in Canada, working in the London bureau of the CBC, working in the London bureau of CBS, covering the war in Vietnam for CBS)

Linda Schuyler talks about Degrassi on CBC radio

http://archives.cbc.ca/arts_entertainment/television/topics/1403-8806/
Find interviews and other materials on Slings and Arrows here

http://www.canadianshakespeares.ca/slings_spotlight/multimedia.cfm
Here is a British ITV-3 documentary on Due South
http://www.youtube.com/watch?v=v7ygPglKDEI 
http://www.youtube.com/watch?v=m7YNRA1eZYU
http://www.youtube.com/watch?v=kSZSarUSw6g
http://www.youtube.com/watch?v=m0e1nnZ2Rt0
http://www.youtube.com/watch?v=u-0a5maDbX0&NR=1
http://www.youtube.com/watch?v=FBQbP9S9xCs
CBC interview with Zarqa Nawaz, creator of Little Mosque on the Prairie
http://www.cbc.ca/arts/tv/little_mosque.html
Commercials

Canadian Safety in the Workplace PSA spots

http://www.youtube.com/watch?v=lh4WnpZhsA4
Chapter Eleven

TV Broadcasting in Europe
Introduction

By the 1950s TV stations in France, the UK, and the USSR were running regularly scheduled nonfiction and fiction programmes on a regular basis. Europe and the UK, as I noted before, had long had a more prominent public broadcasting sector than the United States. Europe and Great Britain has also had a stronger media regulatory environment than the United States particularly after the “Reagan Revolution” in the 1980s.

One of the things European and British TV stations have long been concerned about, given the dominance of the US in the TV marketplace (and the marketplace in general—sometimes size does matter), is the percentage of American TV product in their respective marketplace. European countries, given their much smaller populations and their more limited financial resources relative to the US, simply cannot compete monetarily or programming wise with the much larger and wealthier American market. Many European countries as well as Great Britain have therefore limited the amount of American films, TV, and music broadcast within their boundaries—news, sports, and game shows, by the way, were exempted from the limitations throughout most of Europe and in the UK. This has not changed despite the recent mania for free trade around the globe. There are cultural exemptions in most of the free trade agreements that have been negotiated between the US and European nations and between the US and the EU. A few examples: In the Netherlands American product is limited to 50% of broadcast time. In France it is limited to 60%. In Britain it was limited to 14% though by 2005 the percentage of American programming on the British commercial giant ITV was up to 50%. Regulations stipulate that 85% of prime time TV in the UK has to be domestic product. Such protectionism given the variations in market size and funding for programming is the only way to protect domestic film and television industries in Europe and the UK in the era of globalization. Currently efforts to establish European wide film and television production are underway in the European Union. Such a strategy may allow Europe to be able finally to compete—within Europe anyway—with United States media. They may also prove important in the creation of a European wide identity.

READINGS:

Sinclair and Turner (eds.); Contemporary World Television pp.67-70 and 35-38

Europe
Viewing:

Eurovision Song Contest, various channels across Europe, 1974

Excerpts from Sweden’s Abba’s victory

http://www.youtube.com/watch?v=yjIt6D1E-lU 

Germany’s Lena’s 2010 Victory on the BBC

http://www.youtube.com/watch?v=UmOeISUYXuI
READ AN ESSAY ON THE EUROVISION SONG CONTEST HERE

http://www.museum.tv/eotvsection.php?entrycode=eurovisionso 

Great Britain
BBC One

http://www.bbc.co.uk/bbcone/
BBC Two

http://www.bbc.co.uk/bbctwo/
BBC Three

http://www.bbc.co.uk/bbcthree/
BBC Four

http://www.bbc.co.uk/bbcfour/
BBC iPlayer

http://www.bbc.co.uk/iplayer/
Channel 4

http://www.channel4.com/4od/index.html
http://www.youtube.com/user/channel4?blend=1&ob=4#p/u
ITV One

http://www.itv.com/Channels/ITV1/default.html
ITV Two

http://www.itv.com/Channels/ITV2/default.html
ITV Three

http://www.itv.com/Channels/ITV3/default.html
ITV Four

http://www.itv.com/Channels/ITV4/default.html
BBC News

http://news.bbc.co.uk/
ITN News,

http://www.joost.com/1570001/t/ITN-News
ITN News

http://itn.co.uk/ 

ITV News

http://www.itv.com/News/default.html
Channel 4 News

http://www.channel4.com/news/
READINGS:

“British Television”

http://www.museum.tv/archives/etv/B/htmlB/britishtelev/britishtelev.htm
“ITV”

http://www.screenonline.org.uk/tv/id/1139047/index.html
Channel 4

http://www.museum.tv/archives/etv/C/htmlC/channelfour/channelfour.htm
“British Programming”

http://www.museum.tv/archives/etv/B/htmlB/britishprogra/britishprogra.htm
“Children’s Television”

http://www.screenonline.org.uk/tv/id/445547/index.html
“TV Sleuths”

http://www.screenonline.org.uk/tv/id/986395/index.html
“TV Police Drama”

http://www.screenonline.org.uk/tv/id/445716/index.html
“Conspiracy Drama”

http://www.screenonline.org.uk/tv/id/524081/index.html
“Sitcom”

http://www.screenonline.org.uk/tv/id/445368/
“The Sitcom Family”

http://www.screenonline.org.uk/tv/id/1368302/index.html
“Race and the Sitcom”

http://www.screenonline.org.uk/tv/id/1108234/index.html
“TV Satire”

http://www.screenonline.org.uk/tv/id/946719/index.html
“TV Sci-Fi”

http://www.screenonline.org.uk/tv/id/445256/index.html
“Ghost Stories”

http://www.screenonline.org.uk/tv/id/1154975/index.html
“TV Literary Adaptation”

http://www.screenonline.org.uk/tv/id/1052941/index.html
“Swashbuckling TV”

http://www.screenonline.org.uk/tv/id/1136123/
“WWII Dramas”

http://www.screenonline.org.uk/tv/id/1127960/index.html
“The Television Play”

http://www.screenonline.org.uk/tv/id/445349/index.html
“Game and Quiz Shows”

http://www.screenonline.org.uk/tv/id/1360447/index.html
“TV Variety”

http://www.screenonline.org.uk/tv/id/1341652/index.html
“Social Experiment TV”

http://www.screenonline.org.uk/tv/id/1387837/index.html 

Links:

TV Ark

http://www.tv-ark.org.uk/
Viewing:
1984, BBC

http://www.archive.org/details/Meatpies_1984
Vignette: Fawlty Towers

Fawlty Towers was the brainchild of husband and wife team Englishman John Cleese and American Connie Booth. Both, of course—Cleese as writer and actor, Booth as actor—had been part of one of British TV’s most famous comedies, Monty Python’s Flying Circus (BBC, 1969-1975) a show that skewered almost every British social norm and trait in sight.
After leaving Python, Cleese and Booth prepared a comedy for the BBC that was based on the Python’s encounters with the hotelier from hell—they encountered him in the seaside resort of Torquay on the British Riviera. The show would run for two series, the first in 1975, the second in 1979. Each series consisted of six episodes each.

Cleese played Basil Fawlty the middle class, often rude, almost always annoying, and almost always arrogant putting on airs proprietor and owner of a hotel called Fawlty Towers. Prunella Scales played his formidable “she who must be obeyed”, gossip loving wife, Sybil. Booth took the part of the hotel employee/artist Polly—virtually the only voice of sanity in the seemingly insane world of hotel. Andrew Sachs played Manuel, a Spaniard from Barcelona who spoke very little English who had been hired by Basil apparently on the cheap. A host of well known British character actors played subsidiary roles as hotel regulars or guested during the run of the show.

Each episode—Cleese and Booth spent a lot of time on each one and it shows—touched on some particular problem that might or usually had arisen at a British hotel—the racism and nationalism that greets the arrival of guests from Germany, the complications that result when a couple from the United States show up at the hotel, the complications that arise when Manuel’s pet hamster Basil—really a rat—gets loose in the hotel during the visit of a health inspector, complications that arise when the chef gets roaring drunk after Manuel spurns his advances, the fallout that occurs when Basil hires who must be the worst builder in Torquay to do some work around the hotel, and the complications that result from the unwillingness of one of the hotel’s guests, Mrs. Richards, to turn her hearing aid up. Throughout it all Fawlty Towers, as befits a TV show made and set in class conscious Britain, paid great attention to the role class plays in human relationships in the United Kingdom.

Originally the show drew a relatively small audience. In reruns the show became a national phenomenon in the UK. PBS’s broadcast of it made it a cult hit in the States. Few TV shows or even films have given us such self-centred, annoying, yet somehow lovable characters as Fawlty Towers.

READ AN ESSAY ON FAWLTY TOWERS HERE http://www.museum.tv/archives/etv/F/htmlF/fawltytowers/fawltytowers.htm
READ AN ESSAY ON CORONATION STREET HERE http://www.museum.tv/archives/etv/C/htmlC/coronationst/coronationst.htm
READ AN ESSAY ON DOCTOR WHO HERE http://www.museum.tv/archives/etv/D/htmlD/doctorwho/doctorwho.htm
READ AN ESSAY ON TOP OF THE POPS HERE http://www.museum.tv/archives/etv/T/htmlT/topofthepo/toppfthepo.htm
READ AN ESSAY ON CATHY COME HOME HERE http://www.museum.tv/archives/etv/C/htmlC/cathycomeho/cathycomeho.htm
READ AN ESSAY ON THE BENNY HILL SHOW HERE http://www.museum.tv/archives/etv/B/htmlB/bennyhillsh/bennyhillsh.htm
READ AN ESSAY ON GRANGE HILL HERE http://www.museum.tv/archives/etv/G/htmlG/grangehill/grangehill.htm
READ AN ESSAY ON I CLAUDIUS HERE http://www.museum.tv/archives/etv/I/htmlI/iclaudius/iclaudius.htm
READ AN ESSAY ON MONTY PYTHON’S FLYING CIRCUS HERE http://www.museum.tv/archives/etv/M/htmlM/montypython/montypython.htm
READ AN ESSAY ON PENNIES FROM HEAVEN HERE http://www.museum.tv/archives/etv/P/htmlP/penniesfrom/penniesfrom.htm 
READ AN ESSAY ON THE SINGING DETECTIVE HERE http://www.museum.tv/archives/etv/S/htmlS/singingdetec/singingdetec.htm
READ AN ESSAY ON INSPECTOR MORSE HERE

http://www.museum.tv/archives/etv/I/htmlI/inspectormor/inspectormor.htm
READ AN ESSAY ON PRIME SUSPECT HERE http://www.museum.tv/archives/etv/P/htmlP/primesuspect/primesuspect.htm
READ AN ESSAY ON RUMPOLE OF THE BAILEY HERE

http://www.museum.tv/eotvsection.php?entrycode=rumpoleofth
Oral Histories
I Claudius: A Television Epic

http://www.youtube.com/watch?v=og3J_s1-bHc
http://www.youtube.com/watch?v=eNAJg_XTqlo
http://www.youtube.com/watch?v=Bvt-Jq1jP44
http://www.youtube.com/watch?v=iq62an-k2Gk
http://www.youtube.com/watch?v=IwuMGvWonH8
http://www.youtube.com/watch?v=gNvwVyBHLGk
http://www.youtube.com/watch?v=rEG-nN-IGRU
http://www.youtube.com/watch?v=pQ7MXq5XUXw
Interview with Verity Lambert, prominent British TV producer

http://www.youtube.com/watch?v=A3AEvWUikuo
http://www.youtube.com/watch?v=wpY4mjezy58
http://www.youtube.com/watch?v=oCFFUhh8Eo0
Verity Lambert, Doctor Who, and Sydney Newman, excerpt from the BBC Documentary, “Making Waves, The 1960s”

http://www.youtube.com/watch?v=rG__ZZ19aMg&NR=1
Charlie Rose Interviews Mark Thompson, Director-General and Editor-in-Chief of the BBC

http://www.charlierose.com/view/interview/11232
Ireland

READINGS:

“Television in Ireland”
http://www.museum.tv/archives/etv/I/htmlI/ireland/ireland.htm
France

READINGS:

“Television in France”
http://www.museum.tv/archives/etv/F/htmlF/france/france.htm
Sinclair and Turner (eds.); Contemporary World Television pp. 74-77

Spain

READINGS:
“Television in Spain”
http://www.museum.tv/archives/etv/S/htmlS/spain/spain.htm
Italia
READINGS:
“Television in Italy”
http://www.museum.tv/archives/etv/I/htmlI/italy/italy.htm 

Sinclair and Turner (eds.); Contemporary World Television pp. 77-80

Greece
READINGS:

“Television in Greece”
http://www.museum.tv/archives/etv/G/htmlG/greece/greece.htm
Germany/West Germany/East Germany/Germany
READINGS:

“Television in Germany”
http://www.museum.tv/archives/etv/G/htmlG/germany/germany.htm
Sinclair and Turner (eds.); Contemporary World Television pp. 70-74

Germany
Deutsche Welle

http://www.dw-world.de/
Deutsche Welle

http://www.youtube.com/deutschewelle
Deutsche Welle in English

http://www.youtube.com/deutschewelleenglish
READINGS:

“Television in Eastern Europe”

Sinclair and Turner (eds.); Contemporary World Television pp. 85-87

Soviet Union

READINGS:

“Television in Russia”

http://www.museum.tv/archives/etv/R/htmlR/russia/russia.htm
Sinclair and Turner (eds.); Contemporary World Television pp. 81-84

Scandanavia
READINGS:

“Television in Scandinavia”

http://www.museum.tv/archives/etv/N/htmlN/nordictelevi/nordictelevi.htm
Chapter Twelve

TV in the Middle East and Central Asia
READINGS:
“Television in the Arab Speaking World”
Sinclair and Turner (eds.); Contemporary World Television pp. 108-111

Turkey

Egypt

READINGS:

“Television in Egypt”
http://www.museum.tv/archives/etv/E/htmlE/egypt/egypt.htm
Israel
READINGS:

“Television in Israel”

http://www.museum.tv/archives/etv/I/htmlI/israel/israel.htm
Afghanistan

Ken Auletta on Afghan media mogul Saad Mosehni

http://www.npr.org/blogs/thetwo-way/2010/06/28/128175646/with-u-s-help-saad-mohseni-became-afghanistan-s-first-media-mogul?ft=1&f=1006
Chapter Thirteen
TV in Africa
READINGS:

“Television in Africa”

Sinclair and Turner, Contemporary World Television, pp. 96-98

“Kenya”, Encyclopedia of Television
http://www.museum.tv/eotvsection.php?entrycode=kenya
“South Africa”, Encyclopedia of Television

http://www.museum.tv/eotvsection.php?entrycode=southafrica
Chapter Fourteen

Antipodean TV 
Australia

ABC

http://www.abc.net.au/
ABC downloads

http://www.abc.net.au/tv/video/downloads.htm#?vid=video1
You will need to manipulate your computer so it thinks you are living in the land of Aus to access this site

ABC News

http://www.youtube.com/user/NewsOnABC
Network 7

http://au.tv.yahoo.com/tv/seven/
Network 9 downloads

http://video.ninemsn.com.au/catchuptv/
You will need to manipulate your computer so it thinks you are living in the land of Aus to access this site

Network 10

http://ten.com.au/
READINGS:

“Television in Australia”

http://www.museum.tv/archives/etv/A/htmlA/australia/australia.htm
Sinclair and Turner (eds.); Contemporary World Television pp. 63-66
“Australian Programming”

http://www.museum.tv/archives/etv/A/htmlA/australianpro/australianpro.htm
“Australian Programming (Aboriginal)

http://www.museum.tv/archives/etv/A/htmlA/australianprab/australianprab.htm
READ AN ESSAY ON NEIGHBOURS HERE http://www.museum.tv/archives/etv/N/htmlN/neighbours/neighbours.htm
New Zealand

New Zealand/Aotearoa On Screen

http://www.nzonscreen.com/
TV NZ

http://tvnz.co.nz/tv
TV NZ News

http://tvnz.co.nz/
TV NZ On Demand

http://tvnz.co.nz/view/tv2_downloads_skin/tv2_downloads_group
You will need to manipulate your computer so that the site thinks you are in New Zealand

TV 3

http://www.tv3.co.nz/
Prime TV

http://www.primetv.co.nz/
READINGS:
“Television in New Zealand”
http://www.museum.tv/archives/etv/N/htmlN/newzealand/newzealand.htm
Chapter Fifteen

TV in Latin American and the Caribbean
READINGS:

“Television in Latin America”

Sinclair and Turner (eds.); Contemporary World Television pp. 87-90

Argentina

READINGS:

“Television in Argentina”

http://www.museum.tv/archives/etv/A/htmlA/argentina/argentina.htm
Colombia

RCN

http://www.canalrcn.com/
Optional Readings

Sandra Hernandez, “The Ugly Truth About Betty la Fea”, Salon, 1 June 2001
http://www.salon.com/life/feature/2001/06/01/betty
Yo soy Betty, la fea, first episode, 25 October 1999, RCN

http://www.youtube.com/watch?v=FFLcQIm69V0
http://www.youtube.com/watch?v=wvzajCe2HvA
http://www.youtube.com/watch?v=inTA_yCKIcY
http://www.youtube.com/watch?v=a0cE33Ogzsg
http://www.youtube.com/watch?v=Ktac1S_8Tec
Yo soy Betty, la fea, final episode, 2001, RCN

http://www.youtube.com/watch?v=ja3VLs6BKOM
http://www.youtube.com/watch?v=iJ-rpRSura4
http://www.youtube.com/watch?v=CT9GyQ8MRA4
http://www.youtube.com/watch?v=ao30YNUILPc
http://www.youtube.com/watch?v=Xrq3fdj6Jmg
This is the original. There have been Mexican (El amor no es como lo pintan, 2000), Venezuelan, Indian (Jassi Jaissi Koi Nahin, 2003), Israeli (Esti Ha’mechoret, 2003), German (Verleibt im Berlin, 2005), Russian (Ne rodis’ krasivoy, 2005), Turkish (Sensiz Olmuyor, 2005), Mexico (La fea mas bella, 2006), Dutch (Lotte, 2006), Spanish (Yo soy Bea, 2006), Greek (Maria, I Asximi, 2007), the US (Ugly Betty, 2007) and Belgian and Flemish (Sara) versions of fea Betty.

Venezuela

Venevision

http://www.venevision.net/
Mexico

Azteca

http://www.tvazteca.com/
Televisa

http://www.televisa.com/
READINGS:

“Television in Mexico”

http://www.museum.tv/archives/etv/M/htmlM/mexico/mexico.htm
Brasil

Globo

http://www.globo.com/
READINGS:

“Television in Brasil”

http://www.museum.tv/archives/etv/B/htmlB/brazil/brazil.htm
Sinclair and Turner, Contemporary World Television, pp. 90-91

Chapter Sixteen
TV in Asia
READINGS:

“Television in Asia”

Sinclair and Turner, Contemporary World Television, pp. 98-102

Philippines

Japan
NHK

http://www.nhk.or.jp/
NHK in English

http://www.nhk.or.jp/nhkworld/english/tv/genre/index.html
READINGS:

“Television in Japan”

http://www.museum.tv/archives/etv/J/htmlJ/japan/japan.htm 

Sinclair and Turner, Contemporary World Television, pp. 102-104

South Korea
READINGS:

“Television in Korea”

http://www.museum.tv/archives/etv/S/htmlS/southkorea/southkorea.htm
Greater China
READINGS:

“Television in Greater China”

Sinclair and Turner, Contemporary World Television, pp. 104-107

Taiwan

READINGS:

“Television in Taiwan”

http://www.museum.tv/archives/etv/T/htmlT/taiwan/taiwan.htm
China
READINGS:

“Television in China”

http://www.museum.tv/archives/etv/C/htmlC/china/china.htm
India

Doordarshan

http://www.ddindia.com/
READINGS:

“Television in India”

http://www.museum.tv/archives/etv/I/htmlI/india/india.htm
Sinclair and Turner, Contemporary World Television, pp. 93-95

READINGS:

Audience Analysis or Consumption Analysis
Daniel Chandler; Cultivation Theory

http://www.aber.ac.uk/media/Documents/short/cultiv.html 

“Discovering Buffy” site at Slayage 

http://slayageonline.com/discoveringbuffy/index.htm
Anthony Letizia, “The Legacy of Joss Whedon”, Flak 

http://flakmag.com/tv/whedonlegacy.html
MIT Forum; “Is Popular Culture Good for You?” 6 Oct 2005

http://web.mit.edu/comm-forum/forums/popular_culture.htm)

Stephen Johnson; “Watching TV Makes You Smarter” New York Times 

Book Review 24 April 2005 http://www.nytimes.com/2005/04/24/magazine/24TV.html?ex=1271995200&en=e08bc7c1e7acbb59&ei=5090
References and Suggested Readings

Asa Briggs and Peter Burke; A Social History of the Media
Camille Bacon-Smith; Science Fiction Culture
Anthony Smith (ed.); Television: An International History
Michele Hilmes (ed.); The Television History Book
Douglas Gomery (ed.); The Television Industry Book
Toby Miller (ed.); The Television Studies Book
Gary Edgerton, The Columbia History of American Television
Henry Jenkins; Textual Poachers
Henry Jenkins and John Tulloch; Science Fiction Audiences
Glen Creeber (ed.); 50 Key Television Programmes 

Daniel Czitrom; Media and the American Mind
Michele Hilmes; Only Connect
Richard Allen (ed.); Channels of Discourse, Reassembled
Erik Barnouw; Tube of Plenty
Derek Kompere; Rerun Nation
David Marc; Demographic Vistas
Jason Mittell; Genre and Television
David Marc; Comic Visions
Heather Hendershot, “My So Called Independents”

http://www.thenation.com/doc/20080616/hendershot
Hendershot on fin/syn, independent producers, and Herskovitz and Zwick

from The Nation
Buffy Bibliography

Roundtable discussion on Buffy season seven.

http://www.poppolitics.com/articles/2003/03/06/Were_all_going_to_learn_something_about_ourselves_in_the_process
http://www.poppolitics.com/articles/2003/03/10/I_just_dont_understand_these_relationships
http://www.poppolitics.com/articles/2003/03/13/its_a_story_of_ultimate_triumph_tainted_with_the_bitterness
Cynthia Fuchs’s review essays on Buffy
http://www.popmatters.com/tv/reviews/b/buffy-complete-season-4.shtml
http://www.popmatters.com/tv/reviews/b/buffy-season-6-dvd.shtml
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