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AUTHOR’S NOTE

The idea for this book jelled in my mind soon after | had completed
The Titans of Takeover, a series of portraits of the major players in the
business takeover game. One chapter in that book, also published by
Prentice Hall in the winter of 1987, focused on the 1985 takeover threat
undertaken by Ted Turner against CBS. As Titans was nearing publica-
tion, CBS passed through a headline-grabbing crisis (in the fall of 1986)
brought about by CBS President Thomas Wyman'’s proposal to sell the
company to Coca-Cola. It occurred to me that this episode was but one
of many, many colorful vignettes in the sixty-year life of CBS and that
there was a wonderfully rich story to tell—from beginning to end, or at
least to 1988, a fitting date as it marked the network’s sixtieth anniver-
sary.

A vast literature exists on the subject of American broadcasting. My
task, in setting out to write a historical narrative of CBS, was to probe
that literature—in books and magazines and newspaper articles—and
glean the most significant and colorful material. | sought to buttress that
search with interviews. | wanted to speak to those individuals who, by
virtue of their many years of experience and/or their particular jobs, could
offer their own insights into CBS.

vit
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| am grateful to all those who agreed to be interviewed, some of
whom | saw more than once. In the order of my meetings with them,
they are Ann Luzatto, Daniel Schorr, Bruno Wassertheil, Ze’ev Chafets,
Michael Elkins, Bob Simon, Alan Alter, George Schweitzer, Av Westin,
Mike Dann, Frank Stanton, Burton “Bud” Benjamin, Sam
Roberts, Roger Colloff, Douglas Edwards, David Buksbaum, Ernest
Leiser, Robert “Shad” Northshield, David Boies, Fred Friendly, Tom Wy-
man, Phyllis Dubrow and Dallas Townsend. There were others whom |
saw, who asked not to be identified.

| especially want to thank Alan Alter, the deputy foreign editor at
CBS. Alan gave of his time in showing me through the back corridors of
the CBS Broadcast Center, a fascinating experience and one that helped
me understand the subject that much more.

I made it clear to CBS'’s officials that | was not interested in writing
an “official” version of events, but that | would appreciate help in collect-
ing information. | am happy to note that | received good cooperation from
those officials, and | was permitted to talk with many of the people whom
| wished to see save for a few. My requests to see Bill Paley and Laurence
Tisch were turned down: Paley declined on the grounds that he was en-
gaged in the writing of his second set of memoirs; Tisch passed word
through a spokesman that he simply did not want to meet with writers at
the time (the summer of 1987).

| wish also to thank others who provided support for this project.
Martin Silverstein of the CBS Photo Archives was of great help in allowing
me to look through the large photo collection and choose a number of
photographs for this book. Andrea Sachs of Time magazine was of enor-
mous technical assistance, aiding me in transcribing numerous inter-
views. Leslie Dickstein served as an invaluable research aide, locating
books and articles about CBS, and suggesting a number of interesting
research paths for me to pursue.

In each of my book projects, my editors and colleagues in the Jeru-
salem Time-Life Bureau have been encouraging and helpful, and | have
benefited from their insights and their assistance. | thank them one and
all. 1 especially thank Jean Max who provided important technical assist-
ance.

From the moment | mentioned to Jeff Krames, my editor at Prentice
Hall, that 1 wanted to do a historical narrative of CBS, | received only
encouragement, the kind that ought to make any author happy and grate-
ful. Throughout the period of research and writing, Jeff displayed an un-
wavering enthusiasm for what | was doing. | express my gratitude to him
as well as to Sophie Papanikolaou, who served as production editor, and
Sally Ann Bailey, who was the copyeditor.

| reserve the last word for my family. As with my previous books,
they have functioned virtually as a collective “co-author,” my wife reading
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early drafts and commenting on them, the children peppering me with
questions about CBS. Glued as they are to the television set nightly, my
immediate family needed no indoctrination in the subject of my book.
Still, they exhibited great interest in what | was doing, leading me to be-
lieve that, given their own excitement about the personalities and pro-
grams that are part of the CBS story, many others would be curious about
Bill Paley’'s child as well. To my collective “co-author,” | dedicate this
book—to my wife Elinor and to my children, Miriam, Adam, and Rachel.

Robert Slater
January 1988
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INTRODUCTION

There was a time, far back in the distant past, when the human spe-
cies passed each 24-hour period without listening to a radio or without
gazing into a television screen. There was a time. Tell that to a youngster
of the 1980s who spends 4 to 6 hours each day absorbed in the latest
adventure series, cartoon, or miniseries, and you will get an odd stare, as
if you had raised the subject of the dinosaurs or something even more
prehistoric.

Yes, there was a time. Alas, it has long gone, and will probably never
return. This century has become both the age of radio and the age of
television. Life began to revolve around the radio in the 1930s. The nation
stopped for whatever it was doing to listen to “Amos 'n’ Andy.” That in-
cluded the president of the United States. Nothing seemed nearly as im-
portant than to tune in to the antics of this highly entertaining pair.

Then, in the early 1950s, life began to focus on television, and it
proved even more addictive than radio. In that decade, viewers watched
“l Love Lucy”; in the 1960s, “Beverly Hillbillies”; in the 1970s, “All in the
Family”; and more recently, “Dallas.” A nation held its breath in the early
1950s in expectation of when Lucy would deliver her baby. Thirty years
later, it waited with growing impatience to find out “Who Shot JR?" We
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had all become, in that wonderful phrase, couch potatoes, mesmerized,
riveted to the television screen. From radio, and even more from televi-
sion, several generations of Americans acquired their values, their life-
styles, and their modes of behavior.

The broadcasting industry, therefore, has become a dominant part
of our lives. It comprises the men and women who choose what entertain-
ment programs to air each season, who decide how the news will be pre-
sented to us. Within that broadcasting industry, one institution stands
above the rest, the giant of the radio networks and later television net-
works, the Columbia Broadcasting System, or, as it is more commonly
known, CBS.

This is the story of CBS, one of America’s most renowned enter-
prises, the network which in so many ways set standards in both enter-
tainment and news. It is the story of the people of CBS, entertainers like
Jack Benny, Bing Crosby, Arthur Godfrey, and Ed Sullivan, and broadcast
journalists like Ed Murrow, William Shirer, Walter Cronkite, and Dan
Rather. It is the story of the builders of CBS as well, first and foremost
Bill Paley, the founder and shaper of the institution who, sixty years later,
remained the captain of the ship; of Paul Kesten, Frank Stanton, and oth-
ers. It is the story of an enterprise which grew and grew and grew so that
by the 1980s its sales approached the $5 billion mark.

For its first four decades, little attention was paid to the network,
little was written about it. Its stars, of course, basked in the glare of pub-
licity. But not CBS. That changed in the 1970s and the 1980s. The
public’s interests changed. In later years, the public wanted to know about
other people connected with the network, the news personalities as well
as the business executives behind the scenes. At the same time, curiosity
was increasingly aroused about the media. Who were these people with
so much power? How did they make decisions about what to put on the
air? By the 1970s and 1980s, that curiosity had proved nearly insatiable
about the broadcasting industry in general—and CBS in particular.

Few companies have aroused so much public interest as CBS in the
past few years. Newspaper stories about the network invariably get first-
page treatment. CBS news executives have found publishers for their
memoirs. The publishers invariably ask them to spice the text up with as
much inside gossip and infighting as possible. Ed Murrow has had a pair
of biographers as has Bill Paley. Personalities at the network have been
the subjects of books, from Burns and Allen to Ed Sullivan, from Amos
'n” Andy to Jackie Gleason. Some have written their own memoirs, Harry
Reasoner, Eric Sevareid, Dan Rather, and Mike Wallace. Bill Paley has
written his memoirs and is, at this writing, working on a second volume.
There have been books on aspects of the company, most notably one
focusing on CBS News. When someone—Sally Quinn—tried to make a
splash on CBS as a co-anchor of the morning program, and couldn't, she
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even wrote a book about her experiences. And there are several books
just about CBS’s most successful program of the 1980s, “60 Minutes.”

Why all the public attention? In a sense, the answer is self-evident.
Newspaper editors, magazine writers, and publishers alike fill the news-
stands and bookstores with folklore about CBS—because, quite simply,
the public is interested. But it is more than that. Image is very important
at CBS, or more properly self-image. That is perfectly understandable,
given the public exposure of the company. CBS is like the movie actress
who wakes up in the morning and wants to make sure that she looks as
beautiful as possible for her public. But it is a task made difficult, nearly
impossible, some would say, by the fact that CBS is not just one movie
actress, but hundreds, if not thousands of different, sometimes contradic-
tory voices.

CBS is not the CIA. People talk. Correction. People talk a great deal.
In few American institutions do the employees of a company spend so
much time explaining, defending, promoting, arguing about the place as
at CBS. Members of the CBS community, many of them at least, are in
love with the place. Many have come to believe, and quite rightly, that
there is something special about the air, the atmosphere. And, not sur-
prisingly, they want to shout about it from the rooftops. Pride in the net-
work is deep and significant. The pride explains the excessive verbiage,
and it explains the pain that so many have felt in the last few years when
the company had to recast itself into a tighter ship.

With all that overflowing pride, and with all the attention showered
on CBS, it is no wonder that so many aspects of the CBS story have been
sketched in public. Yet, to my delight, as | contemplated how to sum up
this incredible institution in a book, no one had yet chronicled the net-
work throughout its entire sixty-year period. What the public has thus far -
are bits and pieces of the most exciting media institution in the world.
It does not yet have the story fashioned from start to finish, news and
entertainment, personalities in front of the cameras and behind the
scenes, the shaky early days of pioneering, and the later days of conglom-
eration and setback. This . . . Is CBS is offered as a coherent look at the
network.

It is, what | call, a narrative history, not a comprehensive history, not
an account of everything that went on at CBS. | have selected those
people, those facts, those episodes that struck me in my research as sig-
nificant and pulled them together into a chronological whole. The reader
who is a careful follower of CBS will spot the lacunae. | do not mention
every entertainment program, every news documentary. Rather, 1 have
sought to take those aspects of the company that played a meaningful
part in the development of radio and television—and of CBS itself.

There might be a temptation to look at the network’s sixty years in
“rise and fall” terms. But we are lacking sufficient perspective to do that.

INTRODUCTION xill
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We can chronicle the rise—indeed CBS began its climb in the late 1920s
and early 1930s and continued into the late 1970s, even early 1980s. But,
while the last few years have been grave for the network, as takeover
artists have taken their toll, it would be a mistake to conjure up an image
of a network that is going under. This is still a multibillion-dollar opera-
tion, and while it had become in 1987 a very different place from the one
just five years before, it was still CBS. No greater symbol of that continu-
ity was the fact that the man who founded the company in 1928 was still
around in the winter of 1987, holding on to the title of chairman, trying
to reinvigorate the child from whom he could not separate himself.
Our story begins in the 1920s.
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WorldRadioHistory



“THAT MISERABLE RADIO ADVENTURE,
THAT MERE SHOESTRING."’

This might have been the story of a cigar-maker, or no story at all,
had a young American of Russian ancestry not veered from the family
cigar business in order to enter the intriguing, burgeoning world of broad-
casting after World War I. He veered, so it appears, because he believed
that radio might prove a useful medium for advertising cigars. That tells
us a great deal about William S. Paley. As a young man, he had, as far as
one can tell, no grand or singular vision, no long-range goal to build a
vast communications empire. That was not surprising. No one in those
days knew the commercial boundaries of the magical little box called
radio. No one could have forecast its incredible popularity nor could any-
one have imagined that within three decades, radio would give way to
television as the nation’s most important source of home entertainment.
In time, the broadcasting industry-——comprising radio and then televi-
sion—would revolutionize the daily habits of Americans and the rest of
the world.

At the beginning of our story is a young man of Russian Jewish an-
cestry, born to a family used to wealth. The men in the family would find
themselves torn over what to do with that wealth. At times, they dreamed,
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as did Bill Paley, of retiring early to a life of leisure and quiet. But these
were only dreams. Their hearts were in their work.

Bill Paley was born in Chicago on September 28, 1901. His sister
Blanche was born four years later. She received more attention from their
mother, Goldie, than did her older brother. Convinced that his mother did
not find him attractive, Bill developed an inferiority complex: he actually
believed he was unappealing in some way. At the same time, Bill devel-
oped a strong, positive relationship with his father, Sam Paley. Listening
to his father talk about his cigar business, young Bill was eager to please
him; going to work in the cigar business was one obvious way. Spending
his summers working for his father in the Congress Cigar factory, young
Bill swept the floors, ran errands, and absorbed everything about the busi-
ness that he could. He made a special point of learning how to put the
bands around the cigars and how to mix tobaccos in the “kitchen.” Each
day Bill ran off to the post office to purchase federal bonding stamps that
went on each cigar box.

Despite a mixed record at school, he displayed an enthusiasm for
reading, though school itself was not very pleasurable for him. Perhaps
significantly for his future career as a broadcasting executive, he had a
good ear for music. After he attended a Mischa Elman concert, young
Bill decided to become a violinist. That career goal was quickly crushed
by a violin teacher who refused to teach him, because, the teacher
claimed, Bill could not sing on pitch. Undeterred, the youngster learned
how to play piano, became adept at it, and even toyed with becoming a
pianist. But he soon tired of the instrument.

Whether it was a sense of mischief in the young man or his father’s
belief in the virtues of a military education, young Bill, at age 16, was
sent off to complete his high school education at the Western Military
Academy in Alton, lllinois. By now, he did well academically, earning two
years of high school credit in a single year. Thus, in 1918, he was admit-
ted to the University of Chicago when he was only 17 years old. With the
United States in the war, Bill was eager to enlist, but his father talked
him out of such a step. Workers struck the Paley family’s cigar factory in
Chicago, and though such strikes had happened frequently, this new tur-
moil led Bill's father to investigate the prospects of opening a factory in
the East.

A year later the family moved to Philadelphia. Forced to rush back
to Chicago when his father Isaac died, Sam left Bill to establish the new
factory. A month later, Sam arrived in Philadelphia and Bill entered the
University of Pennsylvania’s Wharton School of Business. Unlike many
other college students, Bill had already decided on a career. Accordingly,
getting good grades seemed beside the point. Bill concentrated on the
school’s social life. He joined a fraternity, Zeta Beta Tau, and during his
senior year became its president. During his summers he worked for his
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father. After graduation in the spring of 1922, he worked full time in the
cigar factory. Sam tended to the cigar manufacturing and Uncle Jake
Paley handled the books and sales. The cigar business did well, and soon
the Paley’s Congress Cigar Company operated twelve factories in Penn-
sylvania, Delaware, and New Jersey. Bill became vice president and ad-
vertising manager; Sam and Jake were grooming him to take over the
business one day.

In that post-World War | period, the temporary end to international vio-
lence enabled the earth’s peoples to do far more than supply cigars and
earn pots of money. The previous century’s enormous progress in con-
necting distant parts of the world, whether by railroad, telegraph, or tele-
phone, had been briefly interrupted by the war. But once the fighting
stopped, those same impulses to draw humankind closer together were
again racing. What seemed like magic to many, a communications rev-
olution was taking root at the same time that young Mr. Paley was learn-
ing the cigar trade. It was a revolution, because in one more way, the
world was getting smaller. The building of highways, the laying of rail-
road track, and the charting of the skies had diminished the time it took
to travel great distances. And now, the new media of mass communi-
cations—radio and, later, television—would connect all sorts of people,
once too remote to communicate with one another.

Beginning in the 1920s, radio became the dominant piece of furni-
ture in the American home. And why not? Nothing was quite like it. Until
radio came along, one could only listen to a Mozart or Brahms concert
by purchasing tickets and then journeying to the concert hall. Until radio
was invented, it was unimaginable that someone living in the United
States might hear the brilliant oratory of a Winston Churchill unless he
traveled overseas and was in London’s House of Commons at just the
right time. Yet, this tiny box could provide the concert and the Churchill
oratory without the listener having to venture out of his living room!

The first radio broadcast came in 1920 and, though the first radios
were simple (they sold for the grand price of $10), Americans greeted
the new gadgets enthusiastically. One who did so was William S. Paley.
Undeniably, the arrival of radio had a profound impact upon the young
man, then in his midtwenties. Although the crystal set that a friend
showed him, in retrospect, seemed primitive, Bill was immediately en-
tranced. The friend adjusted the earphones and, suddenly and magically,
music appeared to come out of thin air. Recalling the enthralling moment
fifty years later, Paley wrote that he had been “dumbfounded.” (1) The
next step was to obtain a crystal set for himself but the stores didn’t have
them yet. So he asked someone to build a radio for him. Once that was
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done, he frequently stayed up nights taking in the sounds of voices and
music from the enchanting little instrument.

Hundreds of thousands of Americans were doing the same thing. In
1921, only 50,000 radios existed, but just a year later, the figure had
leaped to 600,000! Accommodating the growing listening audience, the
number of radio stations increased from only 30 in 1922 to 556 the next
year. When Calvin Coolidge triumphed in the 1924 presidential election,
10 million Americans listened to the results over 3 million radios as radio
sales rose by 250 percent, a record gain at that time. But other than the
quadrennial hoopla of an American election, radio focused little on poli-
tics, devoting most of its energies and time to entertainment. Radio and
later television addressed the question constantly: were the airwaves best
used for entertainment or for disseminating information? The rationale
for entertainment was based on the premise that listeners and viewers
enjoyed being entertained and were therefore more likely to purchase
the advertisers’ products. To become enterprises that were considered
serious, however, radio and television should, the alternative argument
ran, focus on public affairs and news. Although the debate continued for
years, radio and television were dominated by entertainment programs as
they were deemed essentially advertising media. Public affairs and news
programs, incapable of reaching large audiences for the most part, were
grudgingly offered in small doses.

Even if radio stations had been interested in reporting politics and
other news on a regular basis, they wouldn’t have done so because news-
papers were considered the proper vehicle for getting such information
across to the public. Indeed, in 1924 the Associated Press insisted that
its presidential election returns be available to newspapers only. A radio
station that broadcast AP election results did so at the risk of being fined
by the wire service! If the vast potential for transmitting news over radio
had not yet been realized, the little box did possess an unquestionable
capacity for encouraging consumer demand. Radio listeners, by some
strange alchemy, could be turned into customers for all sorts of products.
-Advertising in newspapers ($800 million in 1929) was still far greater than
on radio, but between 1927 and 1929, the years when Bill Paley was get-
ting acquainted with radio, advertising revenue on this new medium grew
from $4 million to $40 million. The natural appeal of radio as a means
of luring listeners to buy products was becoming increasingly obvious to
many. None would sense it more than did Bill Paley.

R7gl 7o D e/ gl
It was in the summer of 1925 that the young man decided to test radio

as an advertising medium. Left in charge of the cigar business during the
absence of his father Sam and Uncle Jake, who were in Europe, Bill took
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advantage of his temporary authority to arrange for La Palina cigars, the
pride and joy of the Paley business, to be advertised over WCAU, the local
Philadelphia radio station, on a one-hour program called the “La Palina
Hour.” Although each broadcast cost the Paley family only $50, Uncle
Jake's frugality led him upon his return to explode at his extravagant
nephew, ordering this “foolishness” ceased at once. Jake had no time for
this new playtoy called radio. Reluctantly, Bill obeyed. Then, a funny
thing happened. Over lunch a few weeks later, Sam Paley was forced to
acknowledge to his son that people had been stopping him on the street
to ask why the “La Palina Hour” had left the airwaves so abruptly. Until
that crucial luncheon, crucial because it was about to launch Bill Paley
on a career in broadcasting, the young man had sought in vain to con-
vince Uncle Jake that radio possessed a mysterious capacity for getting
people to buy a product. Grudgingly, Jake confessed to Sam that Bill had
all along been thinking soundly: some of Jake's friends, Jake noted in
further confession, had also been wondering what had happened to the
program. Owning up to his misjudgment, Bill's uncle saw to it that the
“La Palina Hour” was quickly restored to the airwaves.

There then arose the question of just how deeply committed to radio
Congress Cigar should become. Radio stations larger than WCAU soon
turned to the cigar firm, enjoying as it did a reputation of being a thriving
enterprise, to seek its advertising dollar. The elder Paleys needed little
coaxing. Thanks to Bill, they had been witness to a plain and simple truth:
radio had the capacity to reach audiences far larger than any single news-
paper. Although they had invested half a million dollars in print advertis-
ing, the Paleys quickly realized that the “La Palina Hour,” costing only
$50 a broadcast, had a more substantial impact on Congress Cigar sales
than did newspaper advertisements. So when his close friend, Philadel-
phia building contractor Jerome Louchheim, asked Sam if Congress Ci-
gar would advertise the La Palina cigar on a radio network over which
Louchheim had just won control, Sam was willing to consider the idea
seriously.

At first Sam had mixed feelings. He was only too aware that com-
mercial radio was still in its infancy and had not yet attracted large busi-
nesses such as Congress Cigar as advertisers. Questions arose: would the
advertising really pay? Who was out there listening? What proof was there
that radio was indeed a moneymaking machine? That year’s sagging ci-
gar sales eased some doubts, permitting Sam Paley to feel that there
wasn’t much to lose. Presented with a contract that called for Congress
Cigar to pay $50,000 for thirteen weeks of radio advertising, Jake gri-
maced, parsimonious as ever. Still, the contract was signed. Asked to
organize a 30-minute radio program that would become the vehicle for
the advertisements, Bill put together “The La Palina Smoker,” which fea-
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tured an orchestra, a female vocalist (“Miss La Palina”), and a comedian
who doubled as master of ceremonies.

EZal 7o T gl

The network on which the program would be broadcast was called the
United Independent Broadcasters. UIB had come to life in the wake of a
personal disappointment suffered by impressario and concert master
Arthur Judson. Upon learning that RCA czar David Sarnoff had planned
to begin his own radio network, Judson approached him with a proposal.
Until then, radio stations had been using artists free of charge, creating
fear among concert impressarios like Judson that concerts would grad-
ually lose their audiences. Seeking to rescue performers from eventual
penury, Judson asked Sarnoff to let him organize a bureau that would
provide to the new network leading performers who would be paid for
their radio performances. Rather than sell a client to just one radio sta-
tion, Judson realized that it would be far more profitable to place the
artist with an entire network of radio stations such as Sarnoff was creat-
ing. Seemingly approving of the idea, Sarnoff asked Judson to prepare
something in writing for him. Judson did so. He also formed his own firm,
the Judson Radio Program Corporation, in anticipation of placing his mu-
sical artist-clients with radio stations. After Judson submitted his plan to
Sarnoff in early 1926, Sarnoff read it with apparently great interest. If it
was within his power once he organized his network, Sarnoff assured, he
would certainly put Judson in charge of the programs and of supplying
the artists.

Naturally, when Sarnoff had actually organized the National Broad-
casting Company later that year, Judson sought him out, asking what he
planned to do ‘about his proposal. Nothing, Sarnoff said curtly, leaving
Judson livid. Recovering from the blow only slightly, Judson fumed that
he would set up his own network. That induced Sarnoff to lean back in
his chair and laugh hilariously. “You can’t do it,” he insisted. “I have just
signed a contract to take one million dollars’ worth of long lines from the
telephone company. In any event, you couldn’t get any wires even if you
had a broadcasting station. It can’t be done.” (2)

But Arthur Judson decided that it could be done, and that he would
do it. With three partners and an initial investment of $75,000, he
founded the United Independent Broadcasters network. It was no accident
that the word “independent” was chosen; Judson and his colleagues
wanted to send a loud and clear signal that they were protesting RCA’s
monopoly of the airwaves. Because UIB eventually became CBS, and be-
cause NBC’s David Sarnoff had given Arthur Judson the brush-off, it has
become part of the folklore of the broadcast industry that Sarnoff inad-
vertently set in motion the creation of CBS! Had Sarnoff reacted more
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warmly toward Judson’s proposal, there might not have been a Columbia
Broadcasting System.

Despite overwhelming odds, Judson and two associates, Major J.
Andrew White and George Coats, undertook the rather formidable task
of breathing life into UIB. One of the true pioneers of radio, White had
organized the first commercial broadcast, the Dempsey-Carpentier fight
on July 2, 1921. Having taken a vow to become abstinent, White always
wore a white carnation as a symbol of that vow. Coats had been a pro-
moter and salesman of paving machinery.

Soon after the network was incorporated on January 27, 1927,
Coats convinced Leon Levy, who along with his brother lke, ran WCAU,
to sign up the Philadelphia radio station as UIB’s first affiliate. During the
network’s first year, Coats signed up sixteen affiliate stations. Each sta-
tion was to supply ten hours of air time a week—in return for which it
would be paid $50 an hour, or $500 a week per station, at an annual cost
to UIB of $416,000. In addition, Judson & Co. bought a moribund low-
power station owned by the Atlantic Broadcasting Company (hence, for
many years, the call letters of this key CBS station, ironically, were
WABC!). Considering that UIB had little prospect of securing advertising
to sponsor the time or of obtaining the needed phone lines to pipe the
broadcasts to the affiliates, the $416,000 commitment posed consider-
able risk.

The most pressing problem, however, was the lack of telephone
lines. Applying to the telephone company, Judson and his associates
were told that all the lines were in use and it would take another three
years before new ones could be furnished to UIB. Fortunately for the UIB
management, that seemingly overwhelming problem was overcome by
some astute lobbying in Washington and, within a matter of hours, the
lines were made available to UIB.

With little hope of raising the $100,000 a month it would cost to
operate the network, Judson and his colleagues sought, in today's par-
lance, a “white knight,” a company that would buy UIB out and would do
so in a friendly manner by leaving the management intact. During the
summer of 1927, Judson turned to the well-heeled Columbia Phonograph
Company, which, as luck would have it, was interested in founding its
own radio network. For a number of years Columbia had led the field in
record pressing, but radio, which could broadcast the sounds of music
far more effectively than could those scratchy, tinny records, had fast be-
come a competitor. Louis B. Sterling, Columbia’'s owner, had watched as
Sarnoff’'s RCA had absorbed the Victor Talking Machine Company. To
meet the threat of this now-larger rival, Sterling thought of purchasing a
radio network. Judson’s UIB happened to be eager for such a white
knight, and so for $163,000, Columbia purchased the network’s operat-
ing rights. In return, Judson agreed to change the name of the network
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to the Columbia Phonograph Broadcasting System. The $163,000 was an
incredibly high price, considering that UIB was still very much a paper
operation.

The network debuted on September 18, a Sunday that counts
among the major milestones of CBS history, or more precisely, prehis-
tory. Four days later, Leon Levy married Sam Paley’s daughter Blanche,
forming a family connection between UIB and the Congress Cigar Com-
pany. The previous eight months had been most troublesome for Arthur
Judson and his team. But the opening program that evening gave a sud-
den new impetus to assure the network’s survival. Judson'’s colleague Ma-
jor White gleefully sent word to the affiliates how they would know when
to switch from local to network programming: “You will hear the orches-
tra or musical instrument melt into the strains of ‘Hail, Columbia’—then
the announcer’s voice saying something to this effect: ‘This is the ...
hour on the Columbia Chain, a program which is coming to you from the
New York studio.’”

On that gala premiere the network’s own 22-piece orchestra played
with Howard Barlow conducting. Showing a certain amount of nerve, Bar-
low asked to be paid $15,000 a year to direct the orchestra, and was
pleasantly shocked to learn that the network had agreed to that generous
sum. Informed that the Berkey and Gay furniture company had agreed
to sponsor the program, Barlow chose a woodsy theme for his musical
selections, including ““Tales of the Vienna Woods” and “To a Wild Rose,”
the latter tune a reference to rosewood. Barlow had looked for an exotic
piece with which to open the program. Originally, he had chosen the bal-
let music from the “Ballet Egyptienne,” Egypt being the home of ivory
and ebony. But just 15 or 20 minutes before airtime, Berkey and Gay
backed out, too late for Barlow to drop the woodsy music. The network
chose artists from the Metropolitan Opera Company to perform the
Deems Taylor-Edna St. Vincent Millay opera, “The King's Henchman,” a
signal that UIB planned to maintain high musical standards. Parts of the
broadcast were decidedly makeshift. Employees from the flagship station
WOR realized to their chagrin at the last moment that the control room
would not be ready in time. They were forced to monitor the broadcast
from the only soundproofed space available—WOR’s men's room!

The debut came off smoothly save for one unexpected glitch—a
thunderstorm broke some wires, delaying the start of the broadcast for
15 minutes. When the program did begin, thousands within listening
range of sixteen cities heard their first radio opera. Not perfectly, though.
At times, due to heavy static, the broadcast came through only faintly.
That led John Wallace, the correspondent for Radio Broadcast, to write
that the evening of September 18, “witnessed your humble correspon-
dent, tear-stained and disillusioned, vowing to abandon for all time radio
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and all its work and pomps. We have since recovered and will go on with
our story.” (3)

As remarkable an achievement as the gala premiere was, it proved
incredibly costly, plunging UIB to the brink of bankruptcy. Sterling had
understood that there would be losses during his first few months at the
helm but nothing as large as occurred. As of the debut, UIB had sold only
one program hour to an advertiser. All that it could do was to fall back
on Columbia’s $163,000, but that disappeared quickly. Advertisers ex-
perimented with UIB but then quickly shifted over to NBC. Without an
alternative, Arthur Judson and Major White approached Betty Fleisch-
mann Holmes, who was an old friend of Judson's, a board member of the
New York Philharmonic, and, most important, heiress to the Fleischmann
yeast fortune, only to discover that she was aboard ship in mid-Atlantic.
No matter. The kindly woman provided $45,000, which went to pay AT&T
for its long-line service.

Then in December the Columbia Phonograph Company, which had
retained the right to cancel on a month’s notice, opted out, having in-
vested $300,000 altogether. It sold the operating rights back to UIB for a
cash payment of $10,000 plus thirty hours of free broadcasting. UIB was
permitted to keep the name Columbia, a decision that at the time held
little significance. The word “Phonograph” was deleted, and so the new
on-the-air name of the network became, as we know it today, the Colum-
bia Broadcasting System—CBS!

When the payroll could not be met, Arthur Judson poured his heart
out to WCAU owners Leon and lsaac Levy, who appealed to their friend,
Philadelphia builder Jerome Louchheim, finally convincing him to buy
an interest in the network. Louchheim had constructed all the subways
in Philadelphia. While he saw commercial prospects in radio, colleagues
sought to warn him against investing in the small network. “Now, Mr.
Louchheim,” his lawyer said to him, “you are putting half a million dollars
in this thing. Next month, you put another half million, a month after
that another half million, and it is just a bottomless barrel, | warn you.”
Louchheim apparently had his own reasons for investing, viewing the pur-
chase of UIB as a political asset as much as a business gamble. It seemed
that Senator William Scott Vare of Louchheim’s home state of Pennsylva-
nia was influential in letting subway contracts. Consequently, Judson and
Coats had sold Louchheim on the benefits of owning a radio network that
could be used to help reelect Vare. To his despondent lawyer, Louchheim
roared: “Whose money is it? Give me the pen.” (4)

On November 7, Louchheim was elected chairman of the board of
directors. The Levys purchased a smaller amount of shares in UIB at the
same time. Altogether the three men invested $135,000. Immediately
thereafter, they sent a $100,000 check to ATET to assure that the long-
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line service would continue. Louchheim had no luck in turning the net-
work around. During UIB’s first full year, it had net sales of $176,737, but
expenses adding up to $396,803—a net loss of $220,066.

In an act born as much out of desperation as nerve, Leon Levy and
Major White marched off to the sixteen affiliates with a new plan to save
the network. Until now, the affiliates were receiving $500 a week in net-
work guarantees, a sum Columbia simply could no longer afford. Levy
and White wanted the affiliates to agree to drop these guarantees. In new
contracts that Levy and White asked the affiliates to sign, they would re-
ceive payment only for sponsored network programs which they aired.
Sensing that UIB’s survival and their fates were inextricably linked, the
affiliates bowed to the network’s request.

But, with no sponsors clamoring at UIB’s door, its situation re-
mained grim. So much so that the network’s hapless leadership no longer
wondered whether survival was possible, but merely when the best time
would be to abandon the ‘wviously sinking ship. The network was still $1
million in the hole, leadi Louchheim to ask lke Levy rather forlornly in
August 1928 at which point they should call it quits. Despondently, as if
he knew that the patient was soon going to die but could not bring him-
self to pull the plug, [ke answered that they should keep the network go-
ing for ten more days. It all seemed so irrelevant. No one appeared to
want the comatose network, not even Leon Levy, who when asked, gave
the rather lame excuse that he was not prepared to move away from Phila-
delphia. However, when seven of the final ten days had passed, an event
occurred that surely qualified as a miracle. Arriving in the mail that day
was an advertising contract worth $750,000 from Vitaphone, a subsidiary
of Warner Brothers. Had that contract reached UIB just three days later,
the network would have gone out of business.

D Zal g~ el 7ol

Even with this last-minute influx of treasure, the network did not seem
worth saving. So it was time for Jerome Louchheim, weary of his sagging
investment, to look for someone with deep pockets. Through Leon Levy,
he turned to the Paley family, approaching Sam during the fall.

Perhaps it was not the best sales technique, but Louchheim acknowl-
edged that the network’s books were in a mess and all that he wanted to
do was to get this lemon of a network off his hands. “You at least have a
cigar to advertise,” Louchheim said to Sam, “and you can make some
use out of it. | can't use it. | have nothing even to try to sell over it.” (5)
Sam would have none of the deal. But another Paley expressed interest,
someone who had a million dollars burning a hole in his pocket, a restless
young man who could cavalierly dismiss the financial hardships of UIB,
sensing as he did radio’s great potential.
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Young Bill Paley was prepared to risk the entire fortune, acquired by
selling his Congress Cigar stock, on acquiring Louchheim’s interest in the
network. But what if it would take more than his fortune to pull the net-
work out of its doldrums? Just what was involved? Bill had no way of
knowing. Nor did he know whether Louchheim would even consider sell-
ing the network to someone so inexperienced. Still, he planned to find
out.

He went directly to Louchheim, notifying the Philadelphia builder
that he wanted an option to purchase a good part of his UIB stock. Bill
asked for just over 50 percent; he wanted to gain absolute control of the
company. Before coming to an acceptable price, the two men agreed that
50.3 percent would be transferred to Paley. However, Louchheim de-
manded $200 a share, or $503,000. Paley breathed a sigh of relief at
having to shell out only part of his funds. He was under no illusions that
his investment would be confined to that sum. And indeed he had to
agree, as part of the buyout of Louchheim’s stock, to put another
$100,000 in acceptable securities with AT&ET—to replace the similar-
sized bond Louchheim had put up for its wire services. Before he signed
the papers with Louchheim, Paley won agreement from the builder to
place Louchheim’s remaining shares in a voting trust for five years. One
key provision of the deal was that the voting trustee would have to sup-
port Paley-nominated board members, assuring that Bill Paley, in taking
over the company'’s presidency, would encounter no board opposition to
his policies. Louchheim and Paley signed an option contract on Septem-
ber 19 by which Paley agreed to pay $45,000 at once: the option was to
last ten days, and Paley would lose the sum if he did not go ahead with
the rest of the arrangement. The history of CBS effectively began with
the September 19, 1928 date.

It was a most incredible bargain that Mr. Paley, just eight days away
from his twenty-seventh birthday, had struck. He had just won the right
to purchase a company that within the next two decades would grow into
a major force in the communications industry and that in the period of
the 1950s and 1960s would become the predominant broadcasting insti-
tution of its age. But, at the time, all that achievement was light years
away, unbenownst to this young man who was about to make a huge
gamble.

He had one more obstacle to overcome—his father. Bill regarded
his $1 million as “sacrosanct” (his own word) and as such would only
consider using it if his father, as the family’s business patron, acquiesced.
It would not be easy. As thrilling as the purchase of UIB would be, young
Paley worried that his bold deed might cause his father anguish. “Our
relationship,” he wrote in his memoirs, “was then a crucial thing in my
life.” (6) Had Sam and Jake not sold Congress Cigar in 1927 to the Porto
Rican-American Tobacco Company for nearly $30 million, Bill might
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have felt guilty about appearing to abandon the family business. However,
after the sale, Congress Cigar was no longer the family business. Sam
and Jake were under contract to the new owners, but Bill was not. Beyond
that, he had tired of the cigar business. It lacked glamor, and it lacked
the opportunity to meet important people. Bill wanted both the glamor
and the connections and hanging around a tobacco factory was not the
best way to obtain them. Still, he could not sunder himself from the to-
bacco business that quickly; he envisioned taking a leave of absence for
a few months, putting UIB into shape, and then turning it over to profes-
sional managers, enabling him to return to Philadelphia and the cigar
business. Now, approaching his father, Bill felt nervous, as well he should
have: Sam believed in the tangible side of life: land, factories, physical
products. UIB was none of those, just an office with furniture, a concept
that had not even been implemented. The network—what was a network
anyway?—didn’t even own any radio stations in its own right.

At first Sam hesitated. He asked for 24 hours to think about the
proposition. Bill must have tossed and turned that night trying to fall
asleep. True, his father had consistently advocated Bill taking on some
responsibility of his own. But buying a radio network? A totally unproven
one at that? Sam sensed after a while that the investment was a reason-
able risk: if Bill failed, he would at least gain some valuable experience;
and if he succeeded, he would have a foothold in something far more
exciting than the world of cigars. Informing Bill that he and Jake would
give their blessing, Sam added that the Paley family would not sit around
while young Bill went off and gambled his fortune on an unknown quan-
tity: it would help him purchase some of the Louchheim stock. Hence,
Bill bought $400,000 worth, and the Paley family was in for $100,000.
What Sam did not say to his son, indeed could not say, was that, should
Bill turn UIB around, he would likely not return to Congress Cigars. Bill
couldn't think that far ahead, or didn’t want to.
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At first, Bill Paley regarded his new acquisition as a sideline. He was con-
vinced that he could get away with spending a few days in New York and
then, once UIB’s mess was straightened out, return to Philadelphia and
Congress Cigars. On September 26, he had purchased the Louchheim
interest in the company—51 percent, worth some $500,000. He kept
2,085 shares and gave the other 510 to family members. Now, the newly
installed president of the twenty-two station network of United Indepen-
dent Broadcasters knew that it was not clear at all that he would be able to
do much about the mess. The title of president sounded impressive, but
in fact he had acquired nothing more than what an article in Fortune mag-
azine called “that miserable radio adventure, that mere shoestring.” (7)
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In time, Paley would turn that “mere shoestring” into the single
most important broadcasting institution in the country. Along the way,
he would become one of the most accomplished and publicized business
leaders. Those who were with him at the beginning recall no empire-
building instinct within the man; nor do they remember that he was espe-
cially interested in the art and practice of broadcasting. Thus it was that
Peter Goldmark, the brilliant CBS inventor, wrote, “A man who is voted
from time to time the richest man in show business, Bill Paley has never
publicly seen himself as a communications executive; he has seldom
given a talk on communications or seemed fully to understand how com-
munications technology was changing the modern world and what to do
about it.” (8) Radio, and later television, was, for the new UIB president,
but a means to an end. The end, of course, was creating a business that
was as profitable as possible.

OO

Personally, Paley wanted to make a good first impression on the dozen
or so employees who peopled the offices on a single floor of New York
City's Paramount Tower. But that was made difficult by his youth and the
fact that no one seemed to know who he was. When he arrived at UIB’s
door for the first time, Albert Bryant, a new office boy, gave Paley a hard
time, assuming he was someone of no real importance. Before the new
president could get to see anyone, Bryant insisted that he produce identi-
fication. Paley was determined never to be taken as a nonserious youth.
To try to get around the stigma of his youth, Paley decided he would quite
simply have to age—overnight! So he ordered lots of high-collared shirts
and conservative suits from a newly engaged tailor. He definitely looked
older, but, forgetting to vary the color of the suits, Paley solved one prob-
lem by creating another: his employees became persuaded that he owned
only one suit! What was more, the UIB staff still insisted on calling him
“Young man....”

Soon thereafter, the “young man” touched base with the major fig-
ures of the advertising world. Armed with a conviction that radio was
potentially a goldmine for advertisers, he decided to conduct his own sur-
vey within the advertising community—to find out whether the insiders’
opinions matched his own. They did not. Most of the answers were dis-
couraging. Only the people at Young & Rubicam offered a glimmer of
hope. Despite ominous forecasts that radio advertising was a nonstarter,
Paley doubted that the new medium could be brushed off so lightly. One
day he was walking among the marquees of Broadway. He spotted the
Capitol Theater, then the most resplendent of the New York movie pal-
aces. The movie it was presenting was a second-rate feature. Gazing
across the street to another, far smaller, less ornate theater, he noted that
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it was offering a first-rate motion picture that he wanted to see. The
thought comforted him immensely. UIB, as far as he was concerned, was
the small theater. It still had no stations, no sponsors, no studio, just a
small office inside a cavernous building. NBC, of course, was the Capitol
Theater. But what counted, Paley told himself, was what the “theater” had
to sell. In the case of the two theaters, it was a movie; with NBC and CBS,
only programming would matter, not the ornate exteriors. It was a lesson
he would never forget.

He learned some valuable lessons from his parents as well. His father
told him to hire bright people and make sure to listen to them. He took
his advice at once. He hired the top public relations specialist, Edward L.
Bernays. To Paley, there was great status in having a PR man: it meant
that he was important enough to need someone to “handle” his dealings
with the public. His mother had suggested that he only do what he
couldn’t delegate others to do, especially as they might do it better. Bill's
mother may have lacked confidence in her son, or she may have thought
he would need all the help he could get: at any rate, she provided a man-
servant for him, an appendage that he seemed to accept happily enough.
He may have suffered some embarrassment at dinner parties when his
hosts wondered why a guest would require such accompaniment.

Unlike the people at NBC, Bill Paley quickly saw the commercial
prospects of creating a chain of stations that would broadcast the same
program at the same time to an audience around the country. For its part,
NBC at first thought the very idea of putting commercial messages on
radio somehow vulgar; it was only when CBS began to make headway in
building a commercial network that NBC discarded its disdainful attitude
toward using the new medium for profit making. Meanwhile, Paley was
moving forward with his plans.

The problem before Paley was how to assure that the entire network
could be available to an advertising client. Under UIB’s original contract
with the affiliates, the network had to purchase ten hours a week from
each affiliate at $50 an hour. That meant that the UIB had to shell out
$8,000 a week regardless of whether it covered the expense by selling
time to sponsors. Upon taking over, Jerome Louchheim had altered the
arrangement somewhat. Under his new contract, UIB still had to pay the
affiliates for the time the network utilized for commercial programs; how-
ever, the stations were now obligated to pay the network for whatever
“sustaining” programs UIB originated. They were called “sustaining pro-
grams” because their costs were “sustained” by the network instead of
the sponsor. Even after nearly a year’s trial, this new system did not dent
UIB'’s huge costs, largely because sponsors remained scarce and the sta-
tions did not purchase a sufficient number of sustaining programs.

Paley saw a better way of doing things. He proposed giving the affili-
ates “sustaining programs” for free but with the proviso that UIB would
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have the right to preempt local time; in this way, national sponsors could
reach the entire United States. Paley paid the affiliates for the preempted
hours only after a certain quota of network preemptions had been
reached. The greater the number of network shows an affiliate took, the
more the affiliate earned. If Paley couldn’t do much about the high cost
of those long-line telephone wires, he could certainly utilize them to their
fullest, which, thanks to this neat strategy toward the affiliates, he man-
aged to do. To implement his new plan, Paley gathered a selected number
of Southern unaffiliated stations together at the Ambassador Hotel in
New York City in November. Twelve showed up. Paley talked about his
new concept of sharing sustaining and commercial time over the air. At
the conclusion of the session, every station agreed to sign up. “Sud-
denly,” noted Paley with obvious satisfaction, “in one day, we had a
Southern leg to our network.” (9)

To his delight, Paley went on the air for the first time on January 8,
1929 to announce that CBS had become the largest radio network, owing
to its forty-nine stations in forty-two cities. Technically this was true, as
NBC was divided into the “Red” and the “Blue” networks; but if taken
together, the combined NBC networks were larger than CBS. When Paley
had taken over in September 1928, UIB was operating on a shoestring,
in danger of closing, with only sixteen stations in eleven states. But now,
only four months later, it was king. NBC had become the first to have
coast-to-coast broadcasting, beating CBS by two weeks, but even that
wasn't enough to dampen the enthusiasm at CBS. Much of what the
young network was doing was experimental, the staff was still groping.
Only twenty-one hours of broadcasting went out every week. But it was
a start.

The key fact of life during this early phase of broadcast history was
the rivalry between NBC and CBS, the two main radio networks. The ri-
valry would last for years and carry through to the present (in later years,
ABC became a serious competitor to the two networks). Ironically, in
those early years, the two networks needed one another in some intri-
guing ways: CBS required NBC for RCA-manufactured or RCA-licensed
equipment; NBC, for its part, required CBS to point to as a competitor
whenever attacked as a monopoly. Yet, even as certain parts of the rela-
tionship were symbiotic, the two networks developed from different moti-
vations, different backgrounds. The Radio Corporation of America, par-
ent of NBC, had started the network as a public service—and as a way to
lure potential listeners into purchasing RCA-made radios. Consistent with
his company’s approach, NBC founder David Sarnoff was always the tech-
nical man, always giving preference to equipment rather than the sub-
stance of what went over the airwaves. At CBS, the emphasis was differ-
ent. The CBS radio network stood on its own: it had no connection with
the manufacturing of radio equipment. Bill Paley and his associates could
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concentrate on the network, on giving it an identity, on making sure that
what it produced was of high quality. If equipment was the anchor at NBC,
at Bill Paley’s CBS, it was programming.

Programming, originally, focused on culture and education. Over
the Red and Blue (NBC) networks, one could listen to Shakespeare, opera
stars, clergymen, and well-known journalists. NBC's strategy of putting
an emphasis on the high-brow cultural side appeared to be paying off as
the public bought radios at a faster rate than cars or electrical equipment.
Stimulating radio sales as well was NBC’s coverage of the 1928 presiden-
tial election between Republican Herbert Hoover and Democrat Alfred E.
Smith. By the summer of 1929, NBC was demonstrating that light enter-
tainment was more welcome to listeners than heavy cultural and educa-
tional programs. It was a lesson that CBS would learn and exploit. The
proof came with the debut of NBC's “Amos 'n’ Andy” on August 19. No
radio program would have a greater effect on the industry. Thanks to its
immense popularity, “Amos” spawned a whole genre of serials, including
“The Rise of the Goldbergs” (later shortened to “The Goldbergs”) and
“Clara, Lu, and Em.” “Amos” was so popular that sales of Pepsodent, the
show’s sponsor, tripled within a few weeks of the program’s debut. De-
rived in part from the world of comic strips and in part from the burnt-
cork minstrel shows, “Amos 'n” Andy” has been credited with boosting
radio sales to $842 million. Millions of people planned their day around
the show for fear of missing it. The stars of the show were two white actors
(Freeman Fisher Gosden as Amos and Charles J. Correll as Andy). They
played a pair of simpleminded blacks from Atlanta who came to Chicago
where they began the “Fresh Air Taxicab Company of America, Incorpu-
lated.” The company’'s main asset was a broken-down topless car. Ever
the unsophisticated one, Amos uttered, “Ain’t dat sumpin?” Given the
dreary atmosphere created by the Depression, the escapism offered a wel-
come relief to the audience. The message for CBS was clear. Americans
had indicated that what they really wanted from radio was light entertain-
ment. CBS was prepared to provide it. Bill Paley would have to attract
popular entertainers to the airwaves. It would not be easy. Some would
be reluctant to sing or talk into a microphone—without a live audience!
But Paley would go at it undeterred, knowing, as he did, that these enter-
tainers would become the bread and butter for the network. They would
bring in larger and larger audiences, and in turn those audiences would
bring in increasing revenues to CBS. In December, eager to purchase a
flagship station that could serve as the site of CBS’s network program-
ming, Paley had bought up WABC in New York City for $390,000. The
price was right, and it included a programming studio in Steinway Hall
on West 57th Street near Sixth Avenue. Concerts were broadcast from
the Steinway Concert Hall downstairs. But space was needed for program-
ming studios, and so in July 1929 Paley moved the network out of the
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four rooms in the Paramount Tower to six floors in a new building on
Madison Avenue and 52nd Street, signing a one-year lease for $1.5 mil-
lion. Six studios were built on the three upper floors along with broadcast-
ing equipment rooms and programming offices. When the new CBS head-
quarters was ready, there was Paley, looking formal in his stiff high collar,
cutting the ribbon along with Olive Shea, Miss Radio of 1929. Adding to
the festivities, President Herbert Hoover spoke from the White House over
the CBS network. Eventually, CBS would take over most of the building
and occupy it for the next thirty-five years.

Word got around that William Paley and CBS were on the move.
Advertisers were streaming in—sales were $4.1 million a year. Outsiders
grew interested in looking over the new, fast-growing enterprise to check
whether it was possible to buy into it. William Fox was the most serious.
But Fox, of Twentieth Century Fox, had no idea how tough and inflexible
Bill Paley would be. He had no desire to sell CBS, part or whole. Still, it
was not every day that the young and inexperienced Paley had a caller
like Bill Fox. Concealing his reverence for the movie mogul, Paley
thought no harm could come from the two men talking. For Fox’s part,
he asserted boastfully to Paley that with his financing and knowledge of
show business, “We’'ll make you into something.” (10) Spending a few
weeks looking over CBS’s books, Fox finally made Paley an offer: he was
prepared to buy half of the company. Seemingly pleased, Paley asked
just what those terms were. Fox replied without missing a beat that he
would purchase the half interest at the same rate that Paley had paid for
his share of CBS. Astounded, livid, his intelligence insulted, he would
later say, Paley went for his hat on Fox's desk, shook hands with him, and
told Fox it was nice to have known him. Lots of phone calls were made,
but Paley refused to talk to Fox anymore. That was that.

OO

Although funds from the Paley family and other stockholders had helped
CBS to combat its early financial problems, more cash was needed if
proper programs were going to be developed, and if more affiliates were
to be wooed into joining the network. For that reason, Bill Paley was not
displeased in the spring of 1929 when the 56-year-old Adolph Zukor, dean
of the American movie industry, came knocking on CBS'’s door. Zukor,
head of Paramount, the man who introduced the feature film, who had
created the star system in Hollywood, was also interested in purchasing
CBS. Radio appeared to be increasingly serious competition for the mov-
ies, and Zukor thought it a shrewd move to obtain an interest in one of
the bigger radio networks. Back in 1927, he had tried to purchase an
interest in UIB, but ran afoul when Arthur Judson demurred, disliking
Zukor’s plan to rename the network Paramount Broadcasting. Zukor
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didn’t go to Paley himself; he sent a messenger. It was a short trip. All the
messenger had to do was go upstairs from Zukor’s office to Paley’s in the
Paramount building at Times Square. Even getting an emissary from such
a giant in the field was heady stuff for Paley, like receiving a message
from a legend, he would later write. But, fresh from his experience with
William Fox, Paley was ready.

The messenger asked right off whether Paley would sell CBS, part
of it or all. Paley said CBS needed a well-heeled angel, but the price had
to be right. Paramount was acceptable because it was in a related busi-
ness. But the bottom line was this: Paramount had to meet Paley’s price,
$5 million for 50 percent of the company, take it or leave it. That repre-
sented ten times what Paley and his family had paid for half of UIB. The
messenger, who had been planning for a negotiation, began to do just
that—negotiate. He denigrated the price. Paley couldn’t possibly mean it.
Yes, he did, Paley said quietly. Returning a day later, the messenger
thought he would have no trouble wrapping up a deal for $4 million. Paley
would almost certainly be thrilled at Zukor's generous price. But Zukor
and the messenger had misunderstood. Paley wanted $5 million, no ne-
gotiation, no lower price, $5 million. A day later, the messenger returned,
this time to offer $4.5 million. And again Bill Paley just stood there
stonefaced, asking the man to stop wasting Paley’s time.

Now, the Paley family got into the act. Uncle Jake called to voice his
astonishment that Bill could turn down $4.5 million from Adolph Zukor.
Success, he told his nephew, had obviously gone to his head. Paley told
Jake what he had told the messenger, $5 million or no deal. As parting
words, Jake said that he spoke for Sam Paley as well in insisting that Bill
pick up the phone and hope that Zukor had not retracted the marvelous
offer by now. But times had changed. Bill Paley no longer felt a moral
obligation to lean on his father or uncle for advice. He was his own man
now. And young Mr. Paley was not budging from his stance. A few hours
later, Sam called, said much the same thing as Jake, but ran into the
same brick wall. The next day, Zukor, through the messenger, asked to
see Paley in person over lunch. Paley agreed, showing up at the lunch on
his own. Adolph Zukor, accompanied by a dozen colleagues, wanted to
get right down to business. Zukor began with flattery, he wanted Paley
aboard. Fine, said Paley, but first they had to agree on price. Never, said
Zukor, had he ever met someone who stuck to his opening price. Always
there was give and take. Zukor simply asked why Paley was being so stub-
born. The price, said Paley calmly, was based on his evaluation of CBS in
two years time, on his conviction that after two years CBS would be mak-
ing the kind of money that would attract many people. Lunch broke up
and there was still no deal. But at 5 o’clock that afternoon the messenger
descended on Paley again, this time to say that Zukor had caved in; Paley
would get his $5 million for a half interest.
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The deal with Zukor meant that the young network might just sur-
vive. In fact, due to that bargain, CBS's credit rating was strengthened, a
significant event in its early history. On June 13, 1929, the contracts were
signed. With the Paramount deal, CBS was now valued at $10 million. To
appreciate what Paley had done, it is worth recalling that only nine
months earlier he had purchased half the company’s shares from Jerome
Louchheim for a half million dollars! In other words, the company was
then valued at only $1 million. Paley’s business acumen had improved its
standing tenfold in less than a year. Paramount now owned 50 percent of
CBS, and fifteen other shareholders owned the other 50 percent. But that
did not mean that Paramount could gain complete control simply by ac-
quiring another share from one of those shareholders. Paley was too
shrewd to let that happen. By virtue of the agreement with Paramount,
the total number of CBS shares was raised to 100,000, half called “Class
A,” which went to Paramount and half, “Class B,” which went to the fif-
teen shareholders. Each class elected its own directors; this meant that
neither side could acquire formal voting control. Although a majority of
shareholder votes on each side elected that side’s directors, to truly gain
control, one side would have to acquire over half of the stock on the
other. That was impossible to do with the Class B stock since the Paley
family controlled a majority of it.

Paley and Zukor disputed whether Paramount would pay in cash or
with Paramount stock. Paley insisted on cash, but Zukor argued that Para-
mount’s stock, then at $65 a share, would be more than double that price
within a year, so why shouldn’t Paley take it and get rich? This time in a
compromising mood, Paley agreed but on one condition: should CBS
earn $2 million by March 1, 1932, Paley and the other CBS shareholders
had the right to insist that Paramount buy its stock back at $85 a share.
In other words, Paley was saying: if | can put CBS on a profitable path, |
will demand that Paramount drop out of its half-ownership. Zukor
thought that a good deal and readily accepted. So CBS stockholders were
given 58,823 shares of Paramount stock that was worth $3.8 million alto-
gether; they also had the right to have Paramount buy back those shares
two years later for $5 million, but only on the condition that CBS had
made $2 million in profits in the interim. The papers were signed on June
13, 1929.

Paley seemed rather relaxed about the whole Paramount deal. The
fact that he was entwined with another company which had 50 percent of
CBS was of little consequence to him. He could always buy the CBS stock
held by Paramount back; a “first-refusal” clause allowed CBS to match
any price which was bid for the stock by someone else. Most important,
by virtue of the Paramount deal, he had turned CBS into a far larger com-
pany than before, one that was now ready to stand on its own feet and
move forward. Talk of survival would, it was hoped, be a thing of the
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past. Still, there was the present with which to contend. Should he wish to
jettison Paramount in the future, he would first have to make sure that
CBS had sufficient revenue; indeed, given the network'’s financial shaki-
ness in 1929, Paley could not be sure he would be able to keep Paramount
from taking over CBS. The year before, the network had lost $380,000
with a gross revenue of over $1,500,000; and in 1929, it had earned only
$474,000.

Clearly impressed with Paley as a result of their deal, Zukor hoped
that the CBS founder would help him run his expanding entertainment
empire which included firms that manufactured radios, pool tables, and
bowling equipment. Even though Zukor was prepared to pay Paley
$600,000 a year, Paley said no, preferring to stay in broadcasting exclu-
sively. Zukor insisted that Paley could run CBS with his left hand and
manage Zukor's empire with his right, but Paley knew better.

oo oo

Part of William Paley’s scheme for CBS was to grow as quickly as possi-
ble. As the Paramount deal was concluding, CBS was making strong ad-
vances in attracting new affiliates around the country, particularly in the
South, East, and Midwest. Optimistic that the network would eventually
penetrate the West, CBS had assumed some AT&T radio line leases there,
making it imperative that it attain a foothold on the West Coast. The
search was on for new affiliates. One regional network there belonged to
a wealthy man who doubled as the franchise dealer for Cadillac cars in
California. Don Lee owned KFRC in San Francisco and KHJ in Los Ange-
les and he was about to expand northward to Seattle and Spokane. Paley
hoped to persuade Lee to join the CBS network. On the phone with him,
Paley must have come off sounding like a young man in a hurry. (11) Lee
told him that his proposal was far too serious for a telephone conversa-
tion and that Paley ought to take the train out to California. That meant
devoting an entire week to travel to California and return, a whole week
away from the office. Paley thought the time worth it.

Arriving in Los Angeles, Paley was put up at the Ambassador Hotel
by Lee and then whisked away for several days’ leisure on the /nvader,
Lee’s luxurious yacht. Impatient to discuss business, Paley was forced to
wait until after the first night aboard. Finally, in the morning he broached
the subject. Lee, who was dead serious, told Paley that one of his rules
was never to discuss business while aboard the /nvader. Flabbergasted,
Paley insisted that he had to go back to New York. Unperturbed, Lee said
simply that their business would have to await their return to Los Angeles.
Deciding it was far easier to join than to fight, Paley got into the swing
of things, and for four days relaxed, read, and ate good meals, all the
while socializing with Lee’s array of interesting guests.
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Back in Los Angeles, Paley showed up at Lee's office ready to do
business only to have Lee say that he would discuss the subject with Paley
but only after Paley returned to the /nvader for another three or four days.
“You still look tired,” said Lee. Paley argued that his business in New York
required his presence. Lee was adamant. Paley wondered if he had Don
Lee cornered. “In other words, if | do agree to go back on the boat, we
do have something to discuss?” Yes, said Lee. All Paley could do was call
his office, deal with a few items, and return for another four days on the
Invader, without business ever being raised.

Finally, the two men were back in Lee’s office. To Paley's surprise,
the deal was completed without negotiations. Calling in his secretary, Lee
said tersely that she should take down Paley’s terms for affiliating Lee's
stations with CBS—and then write those terms into the contract. Paley
asked Lee what terms he had in mind, and Lee responded, as if he had
more important matters pressing, “Whatever you dictate and whatever
you think is fair, I'll sign.” After they signed the contract on July 16, 1929,
and Lee became the CBS Western representative, Paley walked away
thinking that, in his attempt to be fair, he had probably been more gener-
ous with Lee than had they actually negotiated. Nonetheless, CBS now
had a genuine coast-to-coast network.

OO

The new success encouraged Paley to engage in some nearly-disasterous
self-promotion. In January 1930 he held a press reception at home, pro-
viding a generously-supplied bar which, despite Prohibition, was freely-
used by reporters. The next morning, a perturbed Paley phoned his public
relations man Bernays to report that the Chicago Tribune was about to
write that Paley was a bootlegger, a news story that, if written, would
devastate CBS. The quick-witted Bernays phoned the Tribune's city desk
and pleaded for the story to be spiked: “Paley,” said Bernays, “was just
entering corporate life and he would be destroyed if word got out that he
had been serving liquor at home.” Precisely why the Tribune agreed to
Bernays' request is unknown. But the story was killed. Nearly burned by
exposing himself to the public that one time, Paley vowed that he would
be more cautious and would weave a cocoon of privacy around himself.

PN

Paley had by this time accomplished a great deal. He didn't seem to mind
the ups and downs. At one point, he was not sure he wanted to work so
hard. He gave serious thought to the hardships his father and uncle had
to endure in building up the cigar business, and he had felt sorry for them,
sorry that they had not had a chance to enjoy life. He toyed with the idea
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that, if ever given the same chance, he would not become ensnared in his
job, he would retire early—perhaps at the age of 35. He took the vow
seriously too. “l imagined it a personal deal that | had made with God, or
some superior being, which meant, logically, that if | did not live up to
my oath, | would be punished.” (12) But as he became increasingly im-
mersed in his work and excited over radio’s prospects, Paley decided that
he would take his chances, hope that he wouldn’t be punished, and skip
early retirement. He had a network to build.
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two

“How ARE ALL YOU
DeEArR OLD Booss?”’

Wherever it looked, whatever it did, CBS confronted the immovable
mountain that was the National Broadcasting Company. As it had started
earlier than CBS, Sarnoff's NBC had the better facilities. The affiliates it
had garnered were the cream of the crop: the high-powered stations that
embraced large listening audiences and hence offered advertisers a larger
potential clientele. Not only that, by virtue of its head start, NBC had
signed up the biggest concert stars for its programs. Indeed, network ra-
dio for a while was virtually synonymous with NBC.

And then along came CBS, the new kid on the block, a struggling
dwarf, eager to make its mark. To his credit, Bill Paley understood that
there was little point in trying to outdo the fancy exterior NBC had built.
Indeed, he sensed quite correctly that facilities would not matter in the
end; what went over the airwaves would. The key then was in developing
the best programming. He would concentrate his efforts on trying to
sense what the public wanted to hear, and then give it to them. Like that
small theater he had noticed as a young man, he and his burgeoning net-
work would be judged not on their exterior, but by what was going on
inside.

Gradually, CBS began to pick up steam. By 1931 Paley had built it
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into the world’s largest radio broadcasting system with five stations
owned outright and over ninety affiliates; it had a gross that year of $11
million. By March 1932, CBS had $3 million in profits—not merely the
$2 million Paley had hoped for—and so Adolf Zukor was obligated to pay
Paley and the others $85 a share for their Paramount stock ($5 million in
all). Zukor tried to secure a delay in paying the $5 million. Reluctantly,
Paley agreed, principally because he knew that Paramount did not have
the $5 million in hand. He offered Zukor a new proposal. Paley and the
CBS stockholders would repurchase CBS stock held by Paramount for $4
million. Paramount, with little choice, went along. Paley quickly con-
verted some of the acquired CBS stock into cash; he and the other stock-
holders shared a $2 million check, making him a wealthy man.

The early 1930s were good years for CBS, largely because radio was
becoming so popular. Almost 14 million radios were in use in 1930,
which meant a potential listening audience of over 50 million. Incredibly,
even though a depression was on, CBS’s net sales went from $4,172,000
in 1929 to $12,984,000 in 1934. And net profits went up more than five-
fold in that same period, from $474,000 to $2,274,000. Revenue in 1935
would rise to $15.4 million, and profits would jump to $2.8 million. As
Paley’s network prospered, affiliates began to defect to CBS so that there
were ninety-seven in 1935.

A major reason for CBS's success was Paley’s effort at luring major
advertisers over to the new network. His first step was to hire the right
leadership. As head of his promotion department he selected Paul Kes-
ten, a man of great intelligence and a rich enthusiasm for life. Kesten
had a grasp of words, both written and oral, and could pull off a clever
promotional scheme. Only 30 years old, the Milwaukee-bred Kesten had
ventured to New York, becoming a copyeditor for an advertising agency.
Ed Klauber, another of Paley’s chief lieutenants, had brought Kesten to
CBS in early 1930 and, although Kesten had not completed college, he
was deemed the right man to handle CBS'’s promotion needs. Small and
thin, with large eyes and a receding hairline, he was a careful dresser and
a fast thinker. Kesten's great achievement was to push the company into
market research. He had understood that it was not enough simply to
come up with ideas that sounded cute and snappy. It was crucial to sense
what the public thought, what programs did they want to hear, and what
programs did they dislike? How could those listeners be continously at-
tracted to CBS? Armed with that knowledge, it would be possible to lure
the listeners into buying the products of advertisers. To get at those an-
swers, Kesten later hired Frank Stanton, one of his shrewdest moves. Pa-
ley took a quick liking to Kesten, sensing the man’s genius for turning
out the right kind of promotional copy, sensing that Kesten had a knack
for bringing listeners into the network.

OO
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Paley was quick to spot that programming and advertising were two sides
of the same coin. However, just as it had grabbed the top talent for its
programming, NBC had developed a monopoly over the best advertisers.
One was the American Tobacco Company, makers of Lucky Strike ciga-
rettes. It had been advertising over nine NBC stations, denying to CBS
both needed revenue and a stamp of legitimization. Paley wanted to lure
American Tobacco over to CBS. The man to approach was George Wash-
ington Hill. The head of American Tobacco, he was something of a legend
in broadcast advertising. He had originated the successful practice of re-
peating slogans, specifically L.S.-M.F.T. (Lucky Strike Means Fine To-
bacco); he had also pioneered the art of catch phrases. Remember “So
round, so firm, so fully packed. So free and easy on the draw”? George
Washington Hill again. To get Hill to switch to CBS would indeed be a
significant breakthrough. But it was not to be easy.

Inlate 1930 or early 1931 (Paley’s recollection is faulty on the point),
Paley arranged a meeting with Hill. The tobacco man appeared to like
Paley’s ideas but stopped short of signing on with CBS. Finally, Paley
proposed to Hill that American Tobacco should sponsor martial music
five times a week for 15 minutes on CBS. Hill thought about the idea and
decided that he liked it. Winning over American Tobacco was an impor-
tant moment for CBS even though the cantankerous Hill would prove a
thorn in Paley’s side through the years. Once, the ill-tempered Hill in-
sisted that Paley compensate him when the CBS comedy team of Stoop-
nagle and Budd mispronounced Lucky Strikes, calling it Lucky Strokes.
Mispronouncing the name of the cigarette was, to Hill, tantamount to not
advertising, as listeners would not understand that the brand’s real name
was Lucky Strike. Hill demanded that Paley pay $50,000 “to get over the
principle.” In defense, Paley tried to explain that most advertisers had
been dying to get their products mentioned on the comedy show—how-
ever strangely they were pronounced. But Hill stood his ground, and only
when Paley actually sent the $50,000 to Hill did the advertiser relent.

OO

CBS was hardly in a position to diversify at this early stage. The network’s
major steps in diversification would only come later. But, when Paley was
approached by the head of the Music Producing Managers Association,
Milton Diamond, in December 1930 with an urgent request for help, Paley
acceded. He helped merge seven of the leading concert bureaus in the
United States into what was called the Columbia Concerts Corporation.
It was a deal that would prove of great benefit to CBS. For, all at once,
the network now represented 125 of the leading concert singers, soloists,
and musicians, among whom were Yasha Heifetz, Ezio Pinza, Lily Pons,
Yehudi Menuhin, Vladimir Horowitz, Paul Robeson, and Lotte Lehmann.
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Not officially part of CBS, Columbia Concerts had as its chief operating
officer Arthur Judson, who headed two of those seven concert bureaus.
With CBS owning most of the stock, Paley was chairman and president.
Close to that time, CBS also formed the largely unprofitable Columbia
Artists Bureau, a talent management agency aimed at arranging theater
and movie house bookings for some of the network'’s radio performers
such as Bing Crosby and the Mills Brothers. (In 1941, the Federal Com-
munications Commission, arguing that the network was both buying and
selling talent, deemed this as a conflict of interest, leading CBS in that
year to sell its share of Columbia Concerts as well as Columbia Artists.
The latter firm was sold to Music Corporation of America, which went on
to become the largest talent agency in the world.)

In the same spirit of diversification, Paley would have much better
luck later that decade when he paid a mere $535,000 in 1938 for the
American Record Corporation. ARC's chief asset was the Columbia Pho-
nograph Company, in 1927 the largest stockholder in UIB. Purchasing
ARC “turned out to be the best deal | ever made, except for buying CBS
itself,” Paley would say years later. (1) The man from whom he bought
ARC thought it was a lemon, but Paley sensed that the record industry,
though devastated by the Depression, would recover and flourish: radio
would help by broadening the number of people who appreciated listen-
ing to music. Paley renamed the company Columbia Recording Corpora-
tion, and later it became Columbia Records, the same Columbia Records
that would be home for Frank Sinatra, Doris Day, Pearl Bailey, Dinah
Shore, Bob Dylan, Aretha Franklin, Michael Jackson, and Bruce Springs-
teen. In that first year, the firm lost $73,000. It went on to become one of
the largest record companies and CBS's most significant nonbroadcast-
ing activity.

During Columbia Records’ first year, CBS hired a composer, young
and struggling at the time, named Goddard Lieberson, as the assistant to
the director of the Masterworks Division. He was paid $50 a week. He
would become the president of Columbia Records in 1956 and remain at
the helm until 1971 when he became a senior vice president at CBS. The
record company began to grow dramatically once Paley got the ingenious
idea of dropping the price of classical records from $2, the price of RCA
records, to $1 apiece. RCA’s initial fury turned into gratitude when it be-
came apparent that both CBS and RCA were selling far more records at
the lower price. (By 1947 Columbia Records was doing $25.4 million
worth of business—up from $7.7 million in 1944. After it introduced the
long-playing record in June 1948, the entire industry was revolutionized.
Within eight months nearly 600,000 new record players were sold as well
as over 2 million long-playing records.)

OO
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It soon became apparent to Paley that the way to attract advertisers was
to find compelling programs through which the advertisers’ products
could be publicized. Once the advertiser was interested in sponsoring a
certain program starring an entertainer, Paley would then approach that
entertainer and begin the bargaining. Then sponsor and entertainer
would be brought for a live audition. If Bill Paley had done his homework,
the sponsor would quickly agree to advertise on the new program. As
Paley prepared to line up his winter radio schedule for 1929, he decided
to try out this approach on prospective advertisers.

He began by focusing on Paul Whiteman, conductor of the most
popular orchestra in the United States. Like many other artists, Whiteman
was ambivalent toward entertaining on radio. But Paley decided that it
was worth a try. He offered Lennen & Mitchell, the advertising agency for
P. Lorillard Company, makers of Old Gold cigarettes, the opportunity to
sponsor a radio show built around Whiteman. Yes, came the reply, Loril-
lard was interested: if Paley could snare Paul Whiteman, there would be a
deal. With that, Paley rushed to Chicago’s Drake Hotel where the famous
bandleader was playing. Paley knew that Whiteman had done some spot
appearances on radio; during the break he introduced himself and asked
Whiteman if he would consider doing a weekly radio program over the
CBS radio network.

“Young man,” the roundish, but charming Whiteman asked, “you
don’t think I'm going to do a regular program on radio, do you?" (2) He
pronounced the word “radio” as if it were a dangerous piece of equipment
that would explode upon touching. With a patronizing air, the bandleader
explained to his intruder that radio would likely ruin his reputation. Paley
was nothing if not perseverent. This was the same man who had wiled
away days on the /nvader to secure a deal, who had turned down $4.5
million from George Zukor to get his asking price. He was not about to
give up on Paul Whiteman. Between turns at leading the band, Whiteman
continued grudgingly to converse with Paley. By now it was long after
midnight and young Mr. Paley searched for something that would entice
Whiteman to take a chance with radio. Finally, an idea struck him. True,
Whiteman enjoyed a wonderful reputation. But he had rarely performed
before more than a few hundred people. Paley held out the promise to
Whiteman that radio would give him a vastly larger audience. Dawn was
nearing, and Whiteman’s armor was cracking.

“By God,” he finally said to Paley. “You've sold me. I'll try it.” (3)

Whiteman signed a contract with CBS, and on Tuesday, February 5,
1929, at 9 P.M. the weekly “Old Gold Program” debuted. George Gersh-
win’s familiar “Rhapsody in Blue” became Whiteman's theme. Appearing
with him regularly were the blues singer Mildred Baily and a young come-
dian named Eddie Cantor. There would be many hours and many negotia-
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tions between Paley and other stars, but few would have the impact or
significance of his signing Whiteman. For he was the first, and he was a
major entertainment figure. For Whiteman to enter the CBS embrace was
a major step forward for the young network.

But it had a long way to go as exhibited in its apparently disastrous
showing when the first of the Crossley ratings appeared in 1930: nearly
every winner belonged to NBC. “Amos 'n’ Andy” logged a 53.4 rating;
“Rudy Vallee Varieties,” 36.5; and “The Lucky Strike Dance Orchestra,”
27.8. Only two CBS programs managed to earn decent ratings. All the
others were 3.3 or below. The reaction at CBS was shock, anger, disbelief.
Fear was expressed that advertisers would fall by the wayside. Fortu-
nately, Paul Kesten had a brainstorm. Disliking the message, he decided
to kill the messenger. Who, in fact, could guarantee that the Crossley
ratings were accurate? Why not seek another messenger? Who knows?
The new messenger might find out a different set of “facts.”

And so CBS hired Price, Waterhouse and Co., the highly respected
accounting firm, and asked it to conduct a survey that would examine the
popularity of certain radio programs within range of CBS affiliates. This
survey produced remarkable results. In the ten largest American cities,
CBS programs were more popular than NBC’s by respectable margins.
Of the fifty-seven cities covered in the Price, Waterhouse survey, CBS
triumphed 34 to 31 over the first NBC network, and 32 to 21 over the
second. Kesten's effort proved effective: the second set of ratings attained
a high degree of credibility, and as a result CBS’s advertisers remained
faithful.

Armed with those ratings, Paley sought to secure more talent for
CBS. He was fascinated by entertainment and programming, and no one
was better at deciding what would sell. Nonetheless, luring the artists to
radio remained a challenge. Paley sensed that a radio audience would
want to hear the comedian Will Rogers. But Rogers was in no mood to
go before a cold mike. He wanted an audience present. He wanted the
audience to react, laugh, cheer him on. Getting in front of a microphone
without an audience, no matter how many listeners were supposed to be
tuned in, seemed bizarre. In a stroke of luck, Paley ran into Rogers at a
Mexican gambling casino. He stopped him at the door as Rogers was leav-
ing. Rogers was reluctant at first. The very thought of trying to be funny
when there was no live audience to laugh at his jokes seemed reprehensi-
ble. Paley solved the problem: he promised Rogers there would be a live
studio audience. Rogers softened and on Sunday evening, April 6, 1930,
the comedian began a thirteen-week series out of the CBS affiliate, KHJ,
in Los Angeles. Paley was true to his word, rounding up forty employees
from the office and studio to laugh at the appropriate places.

Besides Will Rogers, Paley brought other stars to CBS: in 1932 Fred
Allen, and George Burns and Gracie Allen, Goodman Ace with Jane, and
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Jack Benny with Mary Livingstone. Not everyone signed on. Paley had
spotted and liked Rudy Vallee when he was an unknown nightclub singer.
He wanted him for CBS. But Vallee went over to NBC. Paley fought ener-
getically to woo the Metropolitan Opera, only to lose that prized institu-
tion to NBC. Along the way he discovered Morton Downey, the Irish tenor,
and the Boswell Sisters. And Bing Crosby.

Sailing on a business trip to Europe on the S.S. Europa in June
1931, Paley took long walks on the deck, and each time he did he heard
the song, “1 Surrender, Dear.” The singer caught his attention. He finally
looked at the record on which was written, “Chorus by Bing Crosby.” Pa-
ley had never heard of him. He cabled CBS: SIGN UP SINGER NAMED
BING CROSBY.” Upon Paley’s return, Ed Klauber delicately informed the
CBS boss that no action had been taken to put Crosby under contract
after picking up reports that he was an unreliable artist who didn’t show
up for performances and was in trouble with his union. Furious, Paley
said he didn’t care about any of that, he wanted the singer under contract
to CBS. Paley had an instinct about Crosby, about the attractiveness of
his singing voice. He was sure he had a winner in him. If Crosby were an
unreliable performer, Paley would make him reliable. But first there was
the matter of the contract.

Ordinarily, Crosby would have been entitled to CBS's going rate for
new talent: a weekly salary of between $100 to $500. Once a sponsor was
found for the performer, the contract could be renegotiated. Making sure
that NBC knew that CBS was interested in his client, Crosby’s attorney
insisted on $1,500 a week, with a jump to $3,000 once a sponsor was
found. Paley thought the price absurd, but, eager to have the singer, he
paid it.

At first Crosby was given the 7 to 7:15 pm. spot five nights a week,
pitted against NBC's “Amos 'n’ Andy.” Realizing that it was senseless to
employ heavier artillery against “Amos,” CBS used that time slot to intro-
duce new singing talent. With such overpowering competition, Bing
seemed less popular than he really was. Paley only found out just how
popular the young crooner was when he read a newspaper story that told
of youngsters mobbing Bing after a nightclub stint; they yelled, kicked,
and screamed and tore his clothing. Bing was breaking records at New
York's Paramount Theater, but despite that, Paley was unable to find a
sponsor for his radio program as long as it was pitted against the clout
of “Amos 'n’ Andy.”

Paley tried other talent in that spot. Asked to listen to four black
singers just in from Cincinnati, Paley declared himself too busy. Someone
had the sense to urge him to delay his luncheon appointment so that he
could hear one song. Putting off his lunch, Paley liked the sound of these
four men and soon thereafter put the Mills Brothers in Crosby’s spot. Kate
Smith followed, carefree, plump Kate with her booming voice, Kate who
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would turn “God Bless America” into something as famous as the na-
tional anthem. When he wrote the song in 1918, Irving Berlin called it
“sticky” and put it away in a trunk, but two decades later Berlin permitted
Kate to sing it over Bill Paley’s network, and the song entered American
legend. Crosby, the Mills Brothers, Kate Smith~—the Paley instinct for tal-
ent was growing. Although the Price, Waterhouse ratings back in 1930
had given CBS self-confidence in its struggle with NBC, Paley knew that
he would have to bring as many of the big-name entertainers as possible
into the CBS tent if his network was going to remain competitive.

OO

Radio, of course, was more than a means of entertainment. It had, in
some eyes, a loftier, more noble purpose—covering the news. Yet, during
its early years, few understood or appreciated just how it would be possi-
ble to replicate what the daily newspapers were doing. If radio news was
no more than reading wire copy, then the task of broadcast journalists
was simple. But, if radio was going to take upon itself the responsibility
of actually covering the news, the task of the broadcast journalist would
be considerably more complicated. What news would he be expected to
cover? How much time would the network give over to the enterprising
feats of its own reporters? No less important, just how would the news be
presented? With straightforward objectivity? Salted with opinion? There
were no rules, no standards at the time.

Still, the fledgling news staff displayed a noticeable zeal. On elec-
tion night 1928, CBS carried the first news broadcast—as contrasted with
the presentation of a live event. At that time Ted Husing, a sportscaster,
sat in the newsroom of the New York World and passed on election results
fresh from the wires to CBS listeners; Husing sandwiched his reports be-
tween live musical selections. Like later broadcasters, he was keenly in-
terested in “beating” the opposition, in this case the newspapers, and
beat them he did. He announced hours before the printed press that Her-
bert Hoover had won the presidential election. Husing was originally hired
to be the CBS office manager, but he drove Paley crazy, giving him wrong
answers to everything. Then one day Major J. Andrew White, whose du-
ties included broadcasting football games, called in sick; Husing got Pa-
ley’'s approval to substitute for White, and thus began the career of one
of the most famous sportscaster in the nation.

Somehow, no one is quite sure how, Bill Paley developed an appreci-
ation for news almost from the start. One theory has it that Ed Klauber
was in fact hired for the express purpose of instructing Paley in the art of
news broadcasting. And so when news was happening, he wanted CBS to
be the network that would be covering it. As an illustration, when Prime
Minister Ramsey MacDonald of England visited the United States and
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made a special address to the American people, it was broadcast through
an exclusive arrangement with NBC. Paley was irate and protested loudly.
He would have been more than willing to give up his entertainment sched-
ule for that time period so that he too could broadcast MacDonald’s re-
marks. But he would not get his way. By way of dramatizing his protest,
he ordered the CBS network to go silent and remain off the air for the
duration of MacDonald's speech. In those days no one bothered to calcu-
late how much advertising revenue had been lost when news was given
preference over entertainment programs. (During the 1930s, Paley would
not hesitate to interrupt the radio network entertainment schedule for
special programs from Europe. Such a preference for the news would
remain CBS policy and would only become the subject of a controversial
dispute between programming and news executives in later years.)

Conventional wisdom has it that Edward R. Murrow set the stan-
dards for radio news coverage, and there is a measure of truth in that
statement. Yet, in 1929, quite some time before Murrow had a firm foot-
hold in CBS, Bill Paley hired an assistant to the president who deserves
the true credit as the father of broadcast journalism. His name was Ed
Klauber. Broadcast journalism owes much to this rather unpleasant fel-
low, for it was he who established many of the standards which the net-
works adopted, standards of restraint, integrity, professionalism. In short,
he took radio news seriously and in so doing influenced others to do the
same. Klauber, by all accounts, was not an easy man to be around, “a
dour, difficult man, inclined to be autocratic and even tyrannical,” accord-
ing to William Shirer, who was a CBS correspondent in Europe in the late
1930s and early 1940s. (4) Although Klauber appeared to feel compas-
sionately toward his employees, he had a tough exterior and little of that
compassion came through routinely. Physically, he was short and heavy,
and he wore an incongruous pince-nez. While everyone else preferred ca-
sual, shirtsleeve dress, Klauber looked stuffy and formal in his coat and
firmly knotted tie. As a youngster he had wanted to be a doctor but gave
that up to go into journalism, becoming the night city editor for The New
York Times. As such, by the time Klauber arrived at CBS, he was a pol-
ished journalist who believed firmly that news should be presented with-
out the reporter personalizing or rendering his own opinion. That may
sound rather commonplace today, but few had bothered at the time of
radio’s founding to give much thought to how radio news should be con-
veyed. Had it not been for Klauber, radio might have followed the lead of
the sensationalist printed press. Had it not been for him, radio might have
indulged in noisy, bombastic, opinionated reports that would inaccu-
rately be called news coverage. But it did not. Klauber was uniformly ac-
claimed as a masterful editor, “always insisting,” in Ed Murrow's words,
“that it had to be right, before it was written. He was sparing with praise,
and penetrating with his criticism.” (5)
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Within a year after joining the network, Klauber became executive
vice president. He was in fact one of the handful of people at CBS who
were indispensable to Paley during those early years. Klauber had a phi-
losophy about the news. That philosophy has survived because of its com-
pelling nature. Assuring its survival was a simple, but meaningful act car-
ried out by Fred W. Friendly, who appears in our tale later on. Friendly
presents each of his journalism students at Columbia University as well
as visitors to his office with a calling card on which the Klauber creed
appears. On the card it says: “What news analysts are entitled to do and
should do is elucidate and illuminate the news out of common knowledge
or special knowledge possessed by them or made available to them by
this organization through its sources. They should point out the facts on
both sides, show contradictions with the known record and so forth. They
should bear in mind that in a democracy it is important that people not
only should know but should understand, and it is the analysts’ function
to help the listener to understand, to weigh and to judge, but not to do
the judging for him.” Because of Klauber's principles, the men and
women who were hired at CBS news in the 1930s and thereafter lived and
breathed the words of this creed. Klauber set a tone, created an atmo-
sphere in which an Ed Murrow and many others could work and flourish.
By impressing upon Bill Paley the importance of covering the news ag-
gressively and conscientiously, Klauber was responsible for giving an air
of seriousness to radio news that it otherwise would not have had.

(One frequently mentioned example of Klauber's insistence on
maintaining high standards in news coverage occurred in 1940 when
Wendell Wilkie was running for president. After Wilkie concluded a major
speech, CBS’s commentator Hans von Kaltenborn prepared his radio
commentary to read: "l listened to Wendell Wilkie's speech last night. It
was wholly admirable.” As he wrote those words, however, Kaltenborn
realized that Ed Klauber would simply not accept such personalizing or
editorializing, so, scribbling them out, he wrote instead, “Millions of
Americans of both parties listened to Wendell Wilkie’s speech last night.
Most of them agreed it was wholly admirable.”)

oo

The CBS news operation of the early 1930s got a big boost when Paley
hired Lowell Thomas. Although hired as an entertainer, Thomas would
become the preeminent newscaster of his day. In 1930 the only daily
news broadcast on the air was done over NBC by a hard-drinking, colorful
war correspondent named Floyd Gibbons; it was sponsored by the sober
Literary Digest. In truth, Gibbons had attained a certain popularity partly
because his 15-minute newscast preceded “Amos 'n’ Andy.” His rat-tat-
tat, machine-gun approach to reading the news coupled with a certain
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irreverence won listeners as well. Gibbons, however, liked to drink, and
after the night he pounded on the door of R. J. Cuddihy, president of
Funk and Wagnalls, parent company of the Literary Digest, asking for
some liquid refreshment, his days were numbered. It was around this time
that Bill Paley grew determined to grab Gibbons's program away from
NBC. With Gibbons no longer a likely candidate for moving over to CBS
with the program, Paley had to find a replacement: Paley sensed that Lo-
well Thomas might be the vehicle.

One August afternoon in 1930 Lowell Thomas, who was known for
his personal adventure books and lectures on travel, was summoned to
the Madison Avenue and 52nd Street building of CBS. He was introduced
to Paley who whisked him to a studio on the twentieth floor, put him in
front of a microphone, and said, “When you hear the buzzer, start talking.
Talk fifteen minutes—I don't care what about. Then stop.” (6) Thomas
spotted three musicians standing nearby. Would they be good enough,
he asked them, to play something Oriental when he started talking? The
buzzer sounded. From the musicians came the sounds of “In a Persian
Garden.” Thomas began talking, about India, his experiences in the
Khyber Pass, T. E. Lawrence, Afghanistan, whatever came to mind. Only
later was Thomas told that R. J. Cuddihy and eighteen editors and execu-
tives of the Literary Digest had been listening to his voice. Apparently
interested but not quite convinced, the Digest’s delegation asked Thomas
to do a summary of the day’s news a few days hence as a further trial.
Hustling Thomas off, Paley said, “We mustn't fail. We'll get you the best
brains in the business to prepare this broadcast. It has to be a master-
piece.” (7)

Paley asked three CBS executives to help; Thomas called upon three
acquaintances, but hours passed and no one could come up with anything
worth writing down. Finally, Thomas sought help from another acquaint-
ance, and eventually put together a respectable script. Thomas pro-
ceeded to CBS, walked up to the microphone and said, “Good evening,
everybody.” He then somehow told the news and after 15 minutes said
“Good night.” Thomas was given the job. On his final broadcast, Gibbons
sneeringly referred to his successor as a professor, overlooking Thomas's
impressive credentials. Thomas was in the rather unusual situation of re-
porting the news for both CBS and NBC; Cuddihy chose to keep NBC for
the eastern half of the United States, with CBS taking the West. At 6:45
PM. on September 29, 1930, NBC and CBS announcers introduced
Thomas on the air as “the Literary Digest’s new radio voice, informing and
entertaining you with the latest news of the day.” On that first broadcast,
Thomas spoke about the new Fascist leader in Germany. “There are now
two Mussolinis in the world which seems to promise a rousing time. Adolf
(Hitler) has written a book (Mein Kampf) in which this belligerent gentle-
man states that a cardinal policy of his now powerful Germany is the con-
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quest of Russia. That’s a tall assignment, Adolf. You just ask Napoleon.”
The only other person engaged in news at the time was Hans von Kaltenb-
orn, but he was on CBS only twice a week and did commentary. Thomas,
the heir to Gibbons’s huge audience, had many more listeners.

Six months after Thomas began, Cuddihy decided to move the pro-
gram back to NBC totally, because of the lure of “Amos 'n’ Andy.” (Lowell
Thomas remained with NBC until 1947, at which point he returned to
CBS and stayed with Paley’s network until his final night of broadcasting,
May 14, 1975. Thomas's forty-six years on the air were one of the longest
stints in the history of broadcasting. Thomas claimed to be the first to
broadcast from a mountaintop, a coal mine, an airplane, a helicopter, a
ship, and a submarine.)

OO

The presence of an Ed Klauber in the newsroom and a Lowell Thomas at
the mike made it clear that Bill Paley was paying attention to news. Much
more so than NBC's David Sarnoff, who had little interest in broadcast
journalism; he preferred concentrating on cuitural programs. Paley
thought differently. He sensed early on that putting his resources behind
the news operation would help put CBS on the map. After all, NBC had
enticed the major entertainment stars even before CBS had gotten under
way. Paley needed a field to make his own niche, and news provided that.
And within the news field, the area of greatest prestige, Paley sensed, lay
in overseas news broadcasting.

The first news broadcast from overseas occurred in 1930 from the
London Naval Disarmament Conference. In January of that year, an
American delegation sailed to the conference on the ocean liner S.S.
George Washington hoping to return home with a naval limitation treaty
that would cut down armaments. Two radio newsmen, CBS'’s Frederick
William Wile and NBC's William Hard, were also on board the George
Washington. During the next two months the newsmen asked delegates
to describe the event, knowing full well that their versions would be
larded with excesses of chauvinism and subjectivity. CBS managed to
provide twenty-three broadcasts from the conference, but few were listen-
ing. The reason: CBS'’s policy of insisting that such broadcasts be live.
Because of the time difference between London and New York, the Ameri-
can audience was sleeping during the live broadcasts. Had the network
allowed its reporter to use a tape recorder, he could have sent taped re-
ports for broadcast at a time when there would be more listeners. CBS,
however, had a rule against its newsmen using such machines, tape re-
cordings of news events being considered a fraud on the listener.

Wile recruited Cesar Saerchinger, the 40-year-old London-based re-
porter for the Philadelphia Public Ledger and the New York Post. After
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Wile returned to the United States, Saerchinger was appointed “European
Director, Columbia Broadcasting System.” He thus became CBS's first
foreign correspondent. “Just getting into my stride,” Saerchinger cabled
CBS. “Have plan to submit.” He wanted to bring such luminaries as
George Bernard Shaw, John Masefield, and the Prince of Wales to the
network’s microphones. Saerchinger sought approval from Sir John
Reith, the director-general of the BBC, to have CBS use BBC studios and
other facilities. To Reith, a broadcasting network had an obligation to
shape public tastes. Commercials were taboo. “What I'd like to know,” he
asked Saerchinger, “is how you Americans can successfully worship God
and Mammon at the same time.” (8) The question, apparently rhetorical,
didn't elicit a response.

Without much enthusiasm, Reith agreed to the CBS request. So
Saerchinger could proceed. Using BBC facilities, he organized numerous
programs, relaying them by telephone cable or shortwave; in all, thirty
writers and statesmen appeared. CBS asked Saerchinger to line up Pope
Pius Xl for a broadcast (“Contact old gentlemen direct” were his march-
ing orders). One guest was the American Secretary of State, Henry L.
Stimson. In 1932, Saerchinger tried to arrange for that rising German
politician, Adolf Hitler, to give a 15-minute talk for which Hitler would be
paid $1,500, but CBS cabled back in that now-famous phrase, “Unwant
Hitler at any price.” John Masefield put in a plug for radio during his
appearance. He bemoaned that the printing press had become “a detri-
ment to poetical art. . . . It has had this result—it has put away the power
from his public.” But perhaps, he conjectured, radio could return poetry
to its rightful place so that it could “compete once again with the delights
of the marketplace.”

The Masefield broadcast produced little reaction compared to the
one by George Bernard Shaw. Pursuing Shaw for months, Saerchinger
had assured the British playwright that he would have complete freedom
to say what he wished over the airwaves. Still Shaw was dubious. Shaw
tested the broadcaster. What would happen if he chose to talk about Rus-
sia? No problem, said Saerchinger. Still, Shaw wondered. Finally, after a
nine-day journey to the Soviet Union, Shaw informed Saerchinger he was
ready to go on the air. He did so on October 11, 1931, greeting his Ameri-
can listening audience with these words: “Hello America! Hello, all my
friends in America! How are all you dear old boobs who have been telling
one another for a month that | have gone dotty about Russia? . . . Russia
has the laugh on us. She has us fooled, beaten, shamed, shown up, out-
pointed, and all but knocked out. We have lectured her from the heights
of our modern superiority and now we are calling on the mountains to
hide our blushes in her presence. ... Our agriculture is ruined and our
industries collapsing under the weight of our own productiveness because
we have not found out how to distribute our wealth as well as to produce
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it.” So outraged were some over the Shaw broadcast that CBS felt it had
to allow Rev. Edmund A. Walsh, vice president of Georgetown University,
to reply. He called Shaw “the licensed charlatan of English letters.”

This was a major moment for radio, and for CBS. Controversial re-
marks had been aired, there had been revulsion at what had been said,
and the right of reply had been invoked. Radio had, in a sense, passed
the test of dealing fairly with strong views.

NV

If radio had been in its early childhood in the early 1930s, television was
still in swaddling clothes. Although some had been advocating its intro-
duction commercially as early as 1923, little had been done during the
1920s to launch the new medium. But then, although the dawning of the
television age was still nearly two decades off, experiments were getting
under way in the early 1930s. On July 21, 1931 CBS started its television
experimentation with the birth of W2XAB (later WCBS). New York Mayor
Jimmy Walker presided at the opening ceremony, and Kate Smith and
George Gershwin provided the music. Kate sang the tune that would be-
come most associated with her, “When the Moon Comes Over the Moun-
tain,” the Boswell sisters sang “Heebie Jeebie Blues,” and Gershwin
played his own song “Liza” on the piano. W2XAB began a schedule of
entertainment and discussion programs in the evening; it covered the
1932 presidential election as well. But it was all terribly experimental.
Two weeks before Franklin Roosevelt was inaugurated as president,
W2XAB, financially strapped due to the Depression, suspended its broad-
casts. The 18-month experiment had led CBS to believe that prospects
for early commercialization were thin. Even though CBS was in better
financial shape than were other segments of the nation’s economy, invest-
ing too heavily in television appeared unwise.

Later in the 1930s, CBS renewed its interest in television. This time
its efforts revolved around a young man named Peter Carl Goldmark.
Born on December 2, 1906 in Budapest, he was a member of that small
fraternity of brilliant twentieth-century Hungarian scientists (others were
John von Neumann, Edward Teller, and Eugene Paul Wigner). Goldmark
gave CBS—and America—the long-playing record and color television,
and much, much more. Part of an accomplished family, he had a great
uncle, Karl Goldmark, who was a leading nineteenth-century opera com-
poser. Another great uncle, Joseph Goldmark, discovered red phospho-
rus, which was essential for the manufacture of kitchen matches. As a
child, Peter was precocious, taking over the family bathroom for his ex-
periments, assembling a huge motion picture projector. Keen on fiddling
with technology, he put together a primitive television set, describing it
this way: “The picture came through in postage-stamp size. You could
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hardly make it out, it flickers so. It was also in color—all red. But it was
the most exciting thing in my life.” (9)

Throughout school in Hungary and later in Austria, Goldmark ap-
pears to have been uncertain about what to do professionally. Music ap-
pealed to him more than physics; he played both the piano and cello. Yet
he did take an engineering degree at the Berliner Technische Hochschule
and earned a doctorate in physics at the University of Vienna. His disserta-
tion, “A new method for determining the velocity of ions,” paved the way
for television projection. Although his faculty advisers encouraged him to
become a physicist, he decided against further academic work. A chance
encounter in Vienna during the summer of 1933 with Hans von Kalten-
born, the well-known CBS commentator, introduced him to the world of
American broadcasting. Kaltenborn listened patiently to the young scien-
tist's ideas about television. Sufficiently impressed, Kaltenborn gave
Goldmark a letter of introduction to CBS. Sailing for England, Goldmark
returned to inventing. Hired by Pye Radio Ltd. in Cambridge, he built a
mechanical television transmitter. Two years later, in 1935, Goldmark set
out for New York, seeking American citizenship and employment. He
never used Kaltenborn's letter of introduction, perhaps forgetting its exis-
tence. Within four days of his arrival, and with only $150 in his pocket,
Peter trudged off to fourteen firms, including RCA, which was first on the
list, and CBS, only to be turned down by all of them on the first try. RCA’s
rejection of Goldmark would haunt David Sarnoff for years. Eventually,
after hearing about an article Goldmark had written about television, Paul
Kesten, then a senior CBS executive, phoned Goldmark and offered him
work at $100 a week. It seems that Bill Paley was interested in exploring
the possibilities of television and here was an opportunity. Goldmark be-
gan work on January 1, 1936.

Since the early 1930s, NBC had been telecasting from the top of the
Empire State Building. Shortly before Goldmark arrived at CBS, David
Sarnoff had announced that he would increase his investment in televi-
sion to $1 million. Realizing that the costs would be high, Bill Paley could
not allow Sarnoff to race ahead in the television field; he decided to build
a competing transmitter, larger and better than NBC’s. He enlisted
Goldmark in the project. Could he do it, Paul Kesten asked him? Gold-
mark wondered whether he was being asked to climb higher than the
Empire State Building. Still, Peter said, yes. *“l was learning fast the im-
portance of positive thinking.” Paley ordered a transmitter for the Chrys-
ler Tower; a studio was organized in nearby Grand Central Station. CBS
had invested $1 million in the project, a huge amount for a corporation
worth $30 million. A thirty-person team was set up to move television
along at CBS. Competition was fierce. Just as CBS was preparing to tele-
vise its first show, RCA showed President Roosevelt opening the New York
World’s Fair. There was a chagrined Peter Goldmark watching the show
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at home on one of the two hundred experimental sets in existence. With
so few sets, few gave much thought to television’s potential. Some at CBS
thought it a waste of effort with little prospect for making money; others
wondered whether it would be possible to fill up all that time with decent
programming. There were more immediate challenges: a chunk of ice
had fallen from CBS'’s transmitting tower and had almost struck a pas-
serby. The next day the newspapers assailed television as a danger to
humankind. CBS was warned that if it wanted to remain in the Chrysler
Building, it would have to assure that no more ice fell from its tower.
That problem was solved, removing one major obstacle on the path to
commercial television. But the real progress in bringing television to the
nation was still far away.

OO OO

Meanwhile, another young man was getting a sense of the joy and poten-
tial of public affairs broadcasting. He was largely unknown in the early
1930s. His main connection to radio and CBS was through an educational
program series, “The University of the Air.” In time, the young man would
like the program so well that he would take over its operation entirely,
arrange the broadcasts, and invite the guest speakers. That program
would be where many would hear the name Ed Murrow for the first time.
Eventually, it would become a household word.

Starting in 1929 CBS had provided airtime for the National Student
Federation of America during the daytime hours when little revenue
could be generated. In return, the students did CBS the favor of attracting
major figures who would appear as speakers at no cost over the network’s
“University” program. The presence of these famous guests on the net-
work program added a luster to CBS. On September 15, 1930 at 3:30 pm.
in one of broadcasting history’s most important moments, Ed Murrow,
who was the Federation president, debuted as host. His guest was the
executive secretary of the Association of American Colleges, Robert L.
Kelly. Not exactly the kind of prestigious world figure with whom Murrow
would later rub shoulders, Kelly spoke that afternoon on the rather gen-
eral and innocuous subject of “Looking Forward with Students.” Soon,
Murrow came to value the power and immediacy of radio. He arranged
overseas broadcasts, an experience that would prove important for his
later work. Meanwhile, he was able to attract such international stars as
the Indian leader Mahatma Gandbhi; British Prime Minister Ramsey Mac-
Donald, speaking from London; and the German President Paul von Hin-
denburg from Berlin. When Albert Einstein and Rabindranath Tagore, the
Indian poet, visited the United States for the first time, Murrow managed
to snare them as guests as well.
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Although still a fledgling network, CBS made important strides in
its news coverage during the early 1930s. By the spring of 1931, it was
touting itself as the number one news network. The main reason for such
a claim: CBS interrupted its regular commercial programs with news bul-
letins far more than did NBC. For instance, CBS virtually canceled its
regular program schedule to provide complete coverage of the dramatic
story of the Lindbergh kidnapping in March 1932. Insisting that the story
was too sensational, NBC refused to send out a bulletin when the news
broke. As a matter of policy CBS had its announcers interrupt programs
with bulletins ripped off the United Press teletype machine. The CBS
news department conveyed to United Press that it preferred national bul-
letins over local ones, and it preferred to have bulletins filed during the
daytime rather than the evening. During this early period of news broad-
casting, CBS broadcast three news programs a day, one at 11:55 A.M., a
second at 4:30 p.M., and the final one, a 15-minute program, at 11 p.M.

It was also in 1931 that one of the better known radio news pro-
grams of the period made its debut: “The March of Time.” As different
from today’s “The CBS Evening News” with Dan Rather as day is from
night, “March” used actors to portray the main figures in the news. Aired
on Fridays at 8:30 p.M,, it began with Howard Barlow’s concert orchestra
and faded to the Voice of Time: “On a thousand fronts the history of the
world moves swiftly forward.” The music ended and the voice continued:
“Tonight the Editors of Time, the weekly news magazine, attempt a new
kind of reporting of the news—the reenactment as clearly and dramati-
cally as the medium of radio will permit, of some memorable scenes from
the news of the week—from the March of Time!” The public would come
to associate Westbrook van Voorhis, the third Voice of Time announcer
after Ted Husing and Harry Von Zell, as the most famous voice of doom
around America. Jack Smart played Huey Long; Ted de Corsi played Mus-
solini; Jeannette Noland did her imitation of Eleanor Roosevelt; Bill Ad-
ams played Franklin Roosevelt. Examined from the perspective of CBS'’s
sixty years, it seems incredible that the network would have permitted
such a program to be aired. In later years, CBS news executives would
ridicule any attempt to portray the news artificially through such contriv-
ances as actors. “The March of Time,” so popular in the 1930s, would
have never gotten off the ground in later decades. (Once, CBS correspon-
dents were chosen to “play” delegates to a Paris-based 1970s Vietnam
peace conference. They conducted a fictionalized dialogue that was sup-
posed to approximate what would soon go on in the actual conference.
Shown the tape just before airtime, CBS News President Richard Salant
blew up at the program’s producer, Ernest Leiser: “You can’t put this on
my air. You guys are cheating. | will not have my correspondents play
the roles of actors in something that is a legitimate political story.” Only
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because there was too little time did Salant allow the program to be
shown. (10)

If news coverage still lacked a certain authenticity, that did not mean
that radio men were uninterested in getting access to news events and
sources. Indeed, the years 1932 and 1933 were a great turning point in
radio’s coverage of the news: It became a more mobile tool, one that
brought newsmakers directly into the living rooms of America. CBS
played a leading role in these developments. The first occurred on elec-
tion night in November 1932. Although presidential elections had been
covered by radio since 1928, for the first time commercial considerations
were being abandoned—and the event given the widest possible expo-
sure. CBS discarded all its usual programs and devoted the prime time of
the evening to the reporting of the election returns. As a result, it became
standard practice to preempt commercial programming for events of na-
tional political importance. Over the years, CBS news and programming
executives would quarrel over when it was proper to preempt. Despite the
continuous tensions, the news division usually got its way.

Another event of great significance occurred on March 12, 1933
when CBS (along with NBC and the Mutual Broadcasting System) arrived
at the White House and set up equipment in front of a fireplace in the
Diplomatic Reception Room. The fireplace setting had been Franklin De-
lano Roosevelt's idea. He hoped to conjure up an image of a man sitting
in his living room talking informally to neighbors over for a chat. Harry
C. Butcher, manager of the CBS Washington office, thought that what
Roosevelt had in mind was a “fireside chat” and the name stuck. In simple
language, the president spoke about the complexities of the American
banking system, and his pleasant, unpatronizing style caught on. Radio,
for the first time, had proven its utility as an instrument in American poli-
tics.

The news department received a shot in the arm when Ed Klauber
hired Paul White, a tall, tough editor from the United Press. He was taken
on in 1930, as a staff member in the publicity department. White would
become one of the major forces in news broadcasting. As Hans von Kal-
tenborn has noted, White was “outstanding in his prompt realization that
radio was a medium which does things that the newspaper never could
do. He sensed radio’s great opportunity of reaching more people more
directly than through the press. He was always eager for new adventures
in radio broadcasting. He had a great sense of competition—loved the
idea of beating the other networks or of doing something original.” (11)

White had been born in Kansas and was a graduate of the Columbia
School of Journalism. By the time he had joined CBS, he had been both
an editor and reporter for the United Press for six years. He had covered
major trials, trans-Atlantic flights, and strikes and had one of the best
known bylines in the country. At CBS, he would eventually develop the
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first network news staff of 500 correspondents and stringers when United
Press began to withhold its services from radio under pressure from the
newspapers. The experience would prove that it was possible for radio to
gather its own news.

Until White came along, the news had been presented without the
smooth, conversational delivery that has become part and parcel of every
modern-day broadcast. Instead, readers—and that was all they were—
spoke in stilted, awkward styles, tearing off the wire service copy and
reading the material straight into the microphone without editing or re-
writing. White introduced a new style in the delivery of radio news, one
that was adapted to the new medium. Still, news broadcasts were very
different from those we hear in the 1980s; news was then offered either
as “talks” or “special events,” with little distinction being made between
the two types of programs. It was White who decided that a single person
should read the news to avoid confusing the listener, paving the way for
the news anchorperson that has become a pivotal and permanent part of
broadcasting. White also brought the competitive style of the wire ser-
vices to the radio network. He spoke fast, drank hard, mixed easily with
his news colleagues, and above all, loved gadgets. (During World War ll,
he would arrange the nightly roundups of shortwave reports from over-
seas on what he called his “piano,” the telephone console that hooked
his correspondents into the network.)

Even though radio news was still not polished, its presence was be-
ing felt, especially by the newspapers whose editors sensed that unless
some restraints were placed on the new medium, radio would quickly
overcome the printed page as the chief source of news. Sensing the com-
petition, newspaper editors saw no reason to help radio acquire a news-
gathering capability. Competition existed not only for news, but also for
advertising. Newspaper publishers were growing concerned over the in-
creased competition from radio. Hollywood also worried because dimin-
ishing box office revenues suggested the growing power of radio. By the
end of 1932, most of the major studios had adopted a policy forbidding
their contract stars to go on radio. To provide its election night coverage
in 1932, CBS made a deal with United Press editors who promised to
supply election results for $1,000. But, a few days before the election,
United Press president Karl A. Bickel phoned Paul White to say that, un-
der pressure from UP subscribing newspapers, the wire agency had to
break its contract to supply CBS with election results. Coming to the res-
cue was the Associated Press, which offered CBS (and NBC) election re-
sults free of charge. The AP was unaware that United Press had canceled
its contract with CBS at the last minute. Oddly enough, United Press tick-
ers did in fact run in the CBS newsroom that election night. No one seems
to recall why. In any event, never before had radio covered a news event
so comprehensively as it did that election night.
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But the insecurity felt by the wire services did not vanish. By the
spring of 1933 all the competing wire services took protective steps
against radio, deciding that their product would not be available to the
networks. That, in effect, left radio without sufficient news for its broad-
casts. Meanwhile, Ed Klauber was trying to build up a group of CBS news-
men. Several months after hiring Paul White, Klauber sent a memo to
Paley that was a rallying cry for the network to develop its own news
resources and to apply its own standards to the coverage of news. The
memo called for “consistent training” of all personnel so that broadcasts
could attain a definite CBS standard of excellence. It also noted that CBS
was to “proceed on the principle that the primary purpose of a news
broadcast is to convey information and that the time has gone by when
excited, fevered, hysterical outbursts of words are an adequate techni-
que.” Broadcasters were directed to avoid “colloquialism generally and
familiarity in particular . . . along with thanks, backscratching and praise
by one participant in a broadcast for another . . . .” (12) Had the newspa-
pers not groused, had the wire services not railed against the growing
power of radio news, CBS news might have not have followed Ed Klau-
ber’s clarion call to develop its own operation. Radio news might have
remained a kind of secondary, catch-as-catch can operation, with too little
resources available and too little enthusiasm shown to give it any promi-
nence. But events were forcing CBS to give careful thought to building
up its own news operation.

The major turning point was the arrival of an advertiser prepared to
back the concept of an independent, CBS-run news service. During the
summer of 1933 General Mills proposed to Paul White that if CBS could
develop its own news service for under $3,000, it would pay half. Thus
in September CBS formed the Columbia News Service. White was given
responsibility for it. This step was the beginning of what would become
the CBS news-gathering operation that stretched across the oceans, em-
ploying thousands of people, creating many of the standards and modus
operandi of the broadcasting industry. Eager to outdo NBC, White set up
a CBS news organization, replete with correspondents in all major cities,
many of them “stringers” (reporters paid only for material actually used).
Bureaus were opened in New York, Washington, Chicago, and Los Ange-
les, with correspondents paid higher rates than those offered by newspa-
pers. CBS gave the Columbia News Service three program slots: 5 min-
utes every weekday at 12 noon and at 4:30 P.M. and 15 minutes every
night at 11 pm.

The News Service was bound for trouble almost immediately. In re-
action to its establishment, newspapers threatened not to list CBS pro-
grams in their pages; sponsors of CBS shows considered canceling or
shifting over to NBC. The worst insult came when CBS applied for access
to the Congressional press galleries. It was denied, informed that those
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galleries were reserved only for newspapers and news services. Clearly,
some compromise was needed, and when it was achieved by the end of
the year, the network welcomed it. Meeting at the Hotel Biltmore in New
York City in December were representatives of NBC, CBS, and the Na-
tional Association of Broadcasters, as well as the AP, UP, INS, and the
American Newspaper Publishers Association. They worked out what
came to be called the “Biltmore program,” designed to keep the networks
from interfering with the newspapers, but, at the same time, to offer a
way for radio to get the news it required. CBS agreed to drop its news
service and NBC agreed not to build one of its own. A Press-Radio Bureau
was to be organized with the networks footing the bill. The whole thrust
of the accord was meant to protect the newspapers. The bureau would
supply the broadcasters with bulletins from the AP, UP, and INS, but those
bulletins would always refer listeners to the newspapers for further infor-
mation. Moreover, no broadcast news item could be more than thirty
words. The morning news would have to be aired after 9:30 A.m. and the
evening news after 9, hours that would be the least competitive for news-
papers. Radio news would be confined to two 5-minute periods each
day—a total of 10 minutes every 24 hours. Most astonishing was the re-
striction that radio could only broadcast news that was 12 hours old. In
effect, the large networks had agreed not to produce the news and to
provide only the barest of news coverage.

One wonders how radio executives could have agreed to such re-
strictive terms. One wonders, given the enthusiastic response among the
public to radio, how even newspaper executives could have imagined that
such an agreement would prove workable. It, of course, did not. The
Press-Radio Bureau opened for business on March 1, 1934. But, soon, it
became apparent how foolish it had been to expect radio’s management
to let newspapers dictate its early burial as a conveyer of news. The sys-
tem quickly became inoperative as an increasing number of radio sta-
tions objected to the Biltmore program'’s terms. The refusal to go along
with those terms was one more small step in the development of broad-
cast journalism.

OO

CBS was forced to deal with the question of what people could or could
not say on the air during this period. No one wanted to let the government
decide such matters. Yet, until confronted with Father Charles E. Cough-
lin and his extremist preaching over CBS, the network had not involved
itself in whether to censor those who used its airwaves. In 1930, Father
Coughlin, then a 45-year-old Canadian preacher, was broadcasting his
“Golden Hour of the Little Flower” over seventeen CBS stations between
6 and 7 pM. on Sundays. Seeking contributions, he promised to send a
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donor in return a souvenir crucifix which had touched a relic of the True
Cross. Within three months of his joining CBS, 80,000 letters and
$20,000 had been received. The mail kept increasing until 150 clerks
were required; by 1934, when some broadcasts would elicit more than 1
million letters, he was getting more mail than anyone, including the Pres-
ident of the United States. His listening audience was larger than most of
the comedy and variety programs of the day. When his shows exhibited
an increasing amount of anti-Semitic venom, Ed Klauber demanded that
he submit his radio scripts to CBS in advance. Coughlin’s reaction was
unbending. In his next sermon, he railed at CBS for attempting to censor
him. He suggested that those who supported him write to the network
expressing their anger. One million listeners penned letters.

Here was evidence of the drawing power of this new medium, of its
potential for stirring emotion. But here was evidence as well of the need
for broadcast leaders to think carefully about how to assure that the
power of radio to stir emotion should not be abused. After conferring
with Paley, Klauber eliminated Father Coughlin's airtime. The CBS execu-
tives felt they had to demonstrate that they were not censoring religious
comment as such, and so they planned, beginning in April 1931, to
broadcast a regular Sunday church hour that would make airtime avail-
able to religious leaders of all denominations. The Father Coughlin con-
troversy had an important effect on CBS’s attitude toward the way in
which opinion should be aired over the radio. “Broadcasting,” Paley
would say, “must forever be wholly, honestly, and militantly non-partisan.
This is true not only in politics but in the whole realm of arguable ideas.
We must never have an editorial page ... we must never try to further
either side of any debatable question.” (13) To understand Bill Paley’s
later disgruntlement with some of the broadcasts of Ed Murrow and other
CBS personalities, it is worth remembering the CBS boss's dictum: no
editorial pages at CBS, no partisanship. Paley would try to enforce that
dictum. As we shall see, he did not always succeed.

o OO

CBS needed to improve its programming. David Sarnoff had decided to
put his main effort in developing new technology. Television was forever
on his mind. But Bill Paley had little interest in pursuing the technical
side of the broadcasting industry. He chose to push programming in-
stead. Experimentation was possible, given the fact that only one-third of
CBS’s radio schedule was sponsored. Clearly, these hours provided an
opportunity, and Bill Paley finally decided to exploit it. He put an adver-
tisement in the newspapers that said, “Wanted—a big man for an impor-
tant creative and executive post in radio broadcasting. This man will head
a large department in one of the biggest organizations creating radio pro-
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grams today. His job will be to create new radio programs for some of the
most important advertisers on the air.” Six hundred replies were received.

Oddly enough, the man who landed the job was William B. Lewis.
He got it purely by accident. He had written a letter to Paley’s home which
somehow had become mixed up in the finalists’ pile for the programming
job. While his credentials were not perfect, something about him ap-
pealed to the CBS brass. So, early in 1936, Lewis was appointed CBS
vice president for programming. He was immediately given a mandate to
experiment, to open new frontiers in radio programming. Lewis resur-
rected an idea proposed earlier by Irving Reis, a studio engineer, and in
July 1936 the “Columbia Workshop™ was born, a laboratory for experi-
ments in radio, with sound effects, filters, microphones, and echo cham-
bers. Salaries were low. Writers received $100 for a produced script;
actors were paid $18.50 for a half-hour performance, including rehearsal
time. But getting on the air was what counted.

That fall Reis received a half-hour script in the mail called “The Fall
of the City,” a verse play written by Archibald MacLeish. MacLeish had
been a football and water polo player at Yale; later, he had become a
lawyer and was now a poet. The play took place in a crowded city square.
For unexplained reasons, the crowds anticipate and seem to welcome a
conqueror, accepting enslavement. The play was meant to depict the evils
of totalitarianism, similar to that sweeping through Europe. In the
MacLeish parable, the people prefer the enslavement of the conqueror to
a free, democratic society and the burden it imposes on an individual.
Irving Reis obtained approval to broadcast the program from New York
City’s Seventh Regiment Armory on March 4, 1937. Extras were recruited
from City College of New York. A young actor named Orson Welles
played the radio announcer’s role. Rehearsals were beset with problems:
one day men with tennis racquets showed up, insisting that they had re-
served the armory for their match; on another day National Guard trucks
rolled in; no one had bothered to cancel maneuvers. Aired opposite
NBC's Jack Benny program, “The Fall of the City” made Orson Welles a
star. But “Fall” was significant for other reasons. Other poets quickly real-
ized that this new medium could be hospitable for their work. Through
radio, the poets sensed, they could reach millions, a bright alternative to
writing poetry books that would only grow dusty on bookshelves. The
publicity surrounding “Fall” drew artists to radio, among them Stephen
Vincent Benét, W. H. Auden, Maxwell Anderson, and Edna St. Vincent
Millay. With their participation, radio moved to a new level of acceptabil-
ity. As for CBS, it gained a fresh self-assurance in producing the works
of MacLeish, Norman Corwin, and others. “Columbia Workshop” had be-
come the flagship of CBS radio programming. Now, for the first time,
CBS was a major source for programming.

OO
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The 1930s had turned CBS into a vital force. It had taken time. At first
few thought the network would survive its birth pangs. Talk of bankruptcy
was always in the air. It was the upstart network, it was the grass-roots
phenomenon fighting the established NBC. Slowly, a CBS identity would
be formed, in programming, in its coverage of the news. The network,
during the 1930s, would learn to take itself seriously, and when it did, the
public reacted positively. Bill Paley did not do it alone; he relied upon
others. Some of those he chose, such as Ed Klauber and Paul Kesten
would set their mark on the organization by virtue of their own, distinc-
tive personalities. But, above all, it was Paley’s instinct for what the public
wanted that accounted for CBS'’s rising to the heights. Few have managed
to probe deeply into his personality largely because of Paley himself. He
tells us in the early pages of his memoirs that “l don’t think | am a very
easy person to know.” (14) He is right about that. And then later on, per-
haps inadvertently, he tells us why his personality remains so closed to
the public. “ have had very few intimates ... | do not like the idea of
depending on others. | don't feel safe. When | find myself becoming de-
pendent on one particular person | start to worry about what would hap-
pen if he or she were no longer there, and about who could take his or
her place ... | always keep my reserve.” (15) Indeed, he has. (He did
marry—twice. The first time in May 1932, to Dorothy Hearst, the daugh-
ter of a Los Angeles insurance executive. Then, after divorcing her in July
1947, he married Barbara “Babe” Cushing the same month.) So reserved
has Bill Paley been, that whenever anyone who knew him tries to describe
him, they generally fail to come up with anything beyond bland general-
ities.

Despite that Paley reserve, or perhaps because of it, he enjoyed a
good press at this time. The writer of a June 1935 Fortune magazine arti-
cle wrote about the CBS founder in words Paley could have dictated him-
self. “Mr. Paley as a businessman is a theme that practically brings tears
to the eyes of his directors—never in all their lives, they say, have they
been associated with anybody as clever at business. Not only is he a mas-
ter advertiser and feeler of the public pulse, but these gentlemen say he
is the greatest organizer, the best executive, the quickest thinker, the
coolest negotiator they have ever seen.” Then elsewhere it noted: “Per-
haps his most outstanding characteristic is enthusiasm—for radio, for his
friends, for his hobbies, for anything he does.”
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three

“I'D LIKE TO FORGET . . .
THE THUD OF HOBNAIL BoOTS.”

The two worlds of entertainment and public affairs would wage a
constant silent war in the minds of CBS executives. Should one be pur-
sued over the other? Should equal attention be paid to both? Intuitively,
Bill Paley realized that the entertainment battle with NBC was like a war
of attrition, and like such wars, years might pass before a winner was
declared. But public affairs was different. As the mid-1930s approached,
neither company had staked out a solid position. The potential of news
broadcasting was still not clear. So much was experimental. The public’s
desire to be informed, to have radio cover world events as immediately
after they occurred as was technically possible, was clear. So the “arms
race” in radio in the 1930s was waged over the issue of who could bring
the news to the listener more quickly.

Before 1935, broadcasting from overseas was minimal. Sometimes
the reason was technical, sometimes political. Static frequently interfered
with broadcasts. Moreover, there were few high-powered shortwave sta-
tions that could be employed for trans-Atlantic transmissions. Still, it was
becoming increasingly obvious that American listeners wanted to know
what was going on in Europe. Yet, given the political leanings of some
European countries, it became evident quickly that bringing world events
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to CBS'’s listeners was going to be far more difficult than was piping in
the sounds of a famous orchestra from a New York sound studio.

One event brought all this into sharp focus, pointing to the potential
and the power of radio. On October 2, 1935, the Italian leader Benito
Mussolini sent his soldiers across the Eritrean border into East Africa. A
young Ed Murrow, who was director of talks at CBS, had decided it would
be good *radio journalism” to have the views of the Ethiopian delegation
broadcast as well as the Italians from Geneva. It was arranged that Edgar
Ansel Mowrer, the Paris correspondent for the Chicago Daily News, would
interview the official spokesman of Italy. On October 9, the chief Ethio-
pian delegate, Beirond Tecle Hawariate, explained his country’'s views,
and the following night it was to be the ltalian spokesman’s turn. Baron
Pompeo Aloisi, the head of the Italian delegation, sat at the microphone
with newsman Mowrer by his side. Just as they were about to start, a
phone call came in from London with the message that there would be
no broadcast: the British Post Office was refusing to relay the talk along
the London-New York circuit. The reason: League of Nations sanctions
against Italy which had been voted that very day. Murrow, needless to say,
was fuming. In the headlines the next day the news of British sanctions
against Italy was combined with the British cutoff of the Geneva transmis-
sion. Sensing the harm that radio could bring—to themselves, in this
case—the British had acted to stave off the damage that would be in-
flicted should the Italian spokesman talk over radio. In time, Baron Aloisi
would get on the air, using the Rome transmitter. What had infuriated
Murrow was the simple fact that he couldn’t bring the story home to his
listeners. His instincts were that of a journalist, pure and simple.

OO

No one knew how Ed Murrow had acquired those instincts. Something of
Ed Klauber’s purity must have have rubbed off on Ed; something of Paul
White's enthusiasm for the trade must have also. Unquestionably, Murrow
was a product of the Klauber-White school. Yet Murrow would take what
he had learned farther than his mentors. He would give journalism a high
moral purpose, and, in using radio to achieve that purpose, he would turn
the new medium into a permanent and irrevocable force. Of all the per-
sonalities in the CBS story, none has engaged the public as much as this
man.

He had been a speech major in college during the 1920s and had
played the lead in several campus productions. He had a furrowed brow,
dark eyes, and a cigarette in his fingers that became a trademark of sorts.
He graduated from Washington State in June 1930 and went on to be-
come president of the National Student Federation of America. For the
next few years he worked both at home and overseas with student and
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educational groups. Then in late 1934, Stephen Duggan, who was a re-
tired professor of political science and one of the earliest commentators
on radio, aired a network commentary series over radio. Duggan had
been asked to run “Last Week Abroad,” a commentary program on that
week’s foreign news affecting American policy. It was broadcast for
twenty-five weeks on Friday afternoons over the “American School of the
Air,” the CBS educational series, quickly attracting an audience. Duggan
received $50 a broadcast. Murrow, as Duggan’s second-in-command, ar-
ranged the programs and learned much about radio and current issues in
American foreign policy. He also managed to impress Fred Willis, right-
hand man to William Paley.

When a new job opened up, director of talks to coordinate broad-
casts on current issues, Murrow seemed an ideal candidate. Fred Willis
suggested that Murrow call on Ed Klauber, the CBS executive vice presi-
dent. Klauber, however, had in mind broadcaster Raymond Swing for the
job. But Swing realized that he would not be doing any broadcasting, an
anathema to him. He had won his reputation as a radio commentator in
England where he had worked for a long time as an American newspaper
correspondent. After returning to the United States, Swing appeared on a
weekly trans-Atlantic program exchange and did a weekly talk on foreign
affairs for the “American School of the Air.” Ed Klauber, however, didn't
like his voice for some reason, and so Murrow was finally asked to be-
come director of talks.

Murrow scheduled speakers on all sorts of subjects. The appeal of
radio was becoming obvious, and Murrow contributed much to the idea
that radio could serve a unique purpose as a national public forum. Ap-
pearing on the program were Secretary of State Cordell Hull, Senator
William Borah, New York Governor Al Smith, and Socialist leader Nor-
man Thomas, as well as Minnesota Governor Floyd B. Olson. Murrow got
into some hot water—it never seemed to bother him—when he invited
Earl Browder, the Secretary of the Communist Party, onto the program.
Browder was his party’s next presidential nominee. This marked the first
time that a radio network had granted free time to a Communist. Murrow
was unruffled by critics who suggested that he should not have given the
Communist leader such a broad forum. Murrow countered by noting that
the Communist Party was registered in thirty-nine states and because of
that, fairness dictated that he allow it on the air. But there were pickets,
and six New England stations decided not to run the show. Hearst edito-
rials made some unpleasant remarks about CBS and Congressman John
McClellan of Arkansas accused the network of treason. In 1936 Murrow
arranged 311 broadcasts from twenty-seven foreign countries, double the
number from the previous year.

Murrow was never intimidated in front of the microphone. Robert
Trout, the main CBS announcer at the time, is credited with teaching Ed
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the tricks of the trade, the most important of which was to stay cool on
the air. Once, Murrow and Trout were at a Christmas Eve party at which
Ed persuaded the announcer to give him a chance to read the evening
news. Trout doubted Murrow would manage it, but he read the news flaw-
lessly. It was a sign of what lay in store.

oo oo

In the mid-1930s, little was known about why people chose certain prod-
ucts over others. Some at CBS had an interest in finding out. They hoped
to woo advertisers away from the newspapers. Anyone who had fresh
ideas about how to discover what we know today as merchandising would
be welcome. Thus, Frank Stanton came to CBS in 1935. He remained
there for nearly four decades, rising steadily into positions of leadership,
effectively running the organization at times, and, perhaps most impor-
tant, becoming a highly respected industry spokesman.

Thirty-six years old, he had started in CBS’s audience research de-
partment in the fall of 1935 and eventually became its director. From his
days in graduate school at Ohio State, Stanton, fascinated with radio,
wanted to look into the question of why people reacted positively to cer-
tain radio shows but negatively to others. The sophisticated ratings sys-
tems that were developed later on did not exist. Stanton thought there
was room for a research project that would try to gauge audience reaction
to radio programs. He went to the dean of the Graduate School of Busi-
ness at Ohio State, seeking approval to undertake this project as part of
his own studies, but was quickly rebuffed. Radio, said the dean, was a
passing fad that would amount to nothing. What was the point of wasting
his time on it. Stanton could not be knocked down so easily. He took his
idea to the Psychology Department and won its approval for the project.
Thus, Frank Stanton, who would become one of the leaders of the broad-
casting industry, earned a doctorate in industrial psychology, not commu-
nications, not advertising, not even business. His doctorate examined
why and how people perceive various stimuli. He had done research on
audio and visual effectiveness for the conveyance of information and es-
tablished test procedures for making rough measurements of the effec-
tiveness of the two approaches in moving and retaining information. His
1935 doctorate thesis was titled, “A Critique of Present Methods and a
New Plan for Studying Radio Listening Behavior.” Stanton sent several
copies to CBS and NBC. NBC showed little interest. Another study of
his, called “Memory for Advertising Copy Presented Visually vs. Orally,”
attracted attention at CBS. His thesis: people recalled facts that they had
heard far more than those they had read. CBS was most receptive to such
an idea, hoping to lure new advertisers all the time. Looking over Stan-
ton’s ideas, Paul Kesten was impressed. He wrote him: “l don’t know of
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any other organization where your background and experience would
count so heavily in your favor or where your talent would find so enthusi-
astic a reception.” The letter worked. Stanton agreed to work, starting at
$50 a week in CBS'’s small Research Department. From the beginning,
many viewed Stanton as a workaholic, but one with little self-confidence.

In 1937, working with Dr. Paul Lazarsfeld of Princeton University,
Stanton devised a program analysis system that was called “Little Annie.”
While Stanton tends to downplay the machine as significant, others have
credited it with being the first qualitative measurement device. It was
meant to determine the probable appeal of a radio program by suggest-
ing how large an audience that program would be likely to draw. Knowing
such information, CBS would be able to gauge whether the program
would be able to attract a sponsor.

“Little Annie” required a small listening room with twelve seats
spaced in front of a long table. At each location was a pair of push but-
tons, which was wired to a central recording device. CBS personnel would
go out into the streets of New York and Los Angeles and find people mov-
ing around tourist centers, asking them if they would be willing to aid in
selecting shows that the country would hear on the network. Those who
agreed would place their left hands on the red buttons and their right
hands on the green ones. Watching pilot shows on the screen, they would
be asked to give their reactions by pushing the buttons, the red button
for anything the viewer didn't like, the green for anything he did like. The
answers were then graphed on a controlroom board. The viewer then was
asked to fill out a written questionnaire, again seeking to discover
whether he liked or disliked the show. For each pilot, CBS would get
eighty opinions. Stanton's standing was not hurt by the fact that “Little
Annie’s” statistics successfully predicted a program’s popularity quite ac-
curately.

It was only in 1936 that radio began to tap the potential for international
coverage of events. CBS was the decided leader. But not everything went
smoothly. It was not that there wasn't big news from Europe. There was
certainly a great deal of that: the death of King George V, the fall of Ethio-
pia, civil war in Spain, German troops moving into the formerly demilita-
rized Rhineland in defiance of the Versailles Treaty. CBS did its best to
cover those events. Yet the news was still taking a backseat to entertain-
ment. For all the growing importance of overseas news, American radio
still believed that programs from across the ocean should entertain,
rather than inform. This led to the incongruous reality of American radio
carrying foreign vaudeville acts and Toscanini playing at Salzburg while
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there was civil strife in Austria, upheaval in Germany, and rising tension
throughout the rest of Europe.

The pace of overseas news did impress some at CBS. Every Sunday
at 12 noon, Cesar Saerchinger, who had set up CBS’s first London office,
would come on the air. Ed Murrow was busy lining up commentators from
Paris and London, but until then, no one had tried to bring the same day's
news to the listening audience. And for good reason. Live broadcasts to
the United States lacked sophistication. American network radio refused
to use recordings—CBS and NBC argued that what they were selling was
live shows, that any half-baked studio could put on a recorded show. Yet
the news from Europe was increasingly frightening; despite the difficul-
ties, broadcasting directly from Europe seemed more and more to be a
necessity.

CBS'’s news division’s first tests would be the coverage of war-related
stories. Past wars had been covered by newspapers, though battles had
been described over radio. But no reporter had taken his microphone into
the thick of battle, described what he saw, risked his life in doing it, giving
the listener a “you are there” sensation. No one until Hans von Kaltenborn
in 1936 did his famous radio reporting from the battlefield. Kaltenborn,
then 50 years old, was a newspaper veteran and part-time radio commen-
tator. He had not been sent to cover the Spanish Civil War by CBS. He
traveled to Europe paying his own expenses. He had been broadcasting
on CBS for six years, always unsponsored except for three months under
Cunard Line auspices. Although he was not considered commercial mate-
rial, CBS still felt there was a place for him on the air. Kaltenborn did two
broadcasts a week and earned $50 for each broadcast. Often it was felt
that Kaltenborn injected himself intrusively into his reports. But at least
he was prepared to go outside the newsroom and look at the news up
front. That made him different. Not everyone was willing to venture so
far, or, as in Kaltenborn’s case, so close to the dangers that outside cover-
age might bring.

Born in the United States to German parents, the Harvard-educated
Kaltenborn had worked for the Brookiyn Eagle before becoming a com-
mentator for AT&T's radio station WEAF in the mid-1920s. He had hoped
to have as much freedom to say what he wanted as he had at the newspa-
per, but he did not. After criticizing a judge who was trying a case involv-
ing AT&ET, Kaltenborn was warned that he was endangering the case. The
warning hardly impressed him; in the end, AT&T fired him, and his next
radio job was as a CBS news analyst. He was known as someone who
could talk freely about almost anything, and often did. He had strong
principles about the role of a commentator and one was that sponsors
could not interfere with his broadcasts. Once, when Eddie Cantor invited
him to appear on his show to do a skit—on the NBC Red network—Kal-
tenborn said no. The reason: the skit led into a commercial.
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As is so often the case with newsmen, luck played a role in Kalten-
born’s precedent-setting war coverage in 1936. The CBS network, still
more interested in the coverage of “events” than hard news, had sent
Cesar Saerchinger to Berlin to organize coverage of the Olympic Games.
Then events in Spain became dramatic, and Kaltenborn, who was travel-
ing in Europe, began broadcasting and did so every day for five weeks.
Situating himself in Hendaye, France, just across the Spanish border, he
provided the first running commentary on the war largely by interviewing
battle-weary participants who had crossed over from Spain. Without their
own men, the networks had to rely on newspaper correspondents in Spain
to do the broadcasting. To make matters worse, those correspondents
were operating under major censorship handicaps. At one stage, when
the Spanish rebels engaged the Spanish Loyalists in Irun, a frontier city,
CBS had a man on the spot, Hans von Kaltenborn, or nearly so. The fight-
ing had spread into farmlands outside the Spanish city, and Kaltenborn,
coming upon an abandoned farmhouse, figured out how to get a micro-
phone and transmitting equipment in a haystack—a comparatively safe
place. Kaltenborn’s French engineer found a piece of French land which
projected into Spain within a bend of the Bidou River. This small river
marked the boundary line between France and Spain. The main highway
followed the bend of the river on the Spanish side. Kaltenborn recalled:
“As the battle seemed likely to follow along the highway, we figured that
if we were lucky enough to establish a microphone on this French piece of
soil we might be able to broadcast an actual battle between the advancing
Franco forces on one side of the river bend and the retreating Republican
forces on the other. Of course we had to establish our microphone in
France since all telephone connections stopped at the border.” (1)

The engineer discovered that the few French farmers living on the
neck of land had already been evacuated in advance of the battle. One
phone existed in one of the farmhouses. Finding the telephone connec-
tion workable, the engineer fixed Kaltenborn up with a long cable. That
cable enabled the broadcaster to carry a mike into the field toward the
bank of the river where at a later stage of the battle of Irun he would be
located between the two armies. “It turned out just as we had antici-
pated,” Kaltenborn recalled. “The battle developed in such a way that
this particular piece of French land was a no-man’s land between the two
armies.” (2) The advancing army’s objective was the city of Irun. Neither
side wanted to trespass into France as both sought favors from the
French; they knew too that France would retaliate for any violation of
French soil. French planes loaded with bombs flew over the area regu-
larly, ready to drop bombs on any Spanish contingent trespassing; the
French engineer had taken pains to apprise the authorities of what he and
Kaltenborn were doing. “I felt reasonably safe hiding behind a haystack
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in the French field,” said Kaltenborn. “Bullets and shells whipped over-
head but only an occasional spent rifle bullet dropped in the field.” (3)

Next, Kaltenborn had to assure that the connection was indeed
good. Bayonne was difficult. But getting through to Paris was the hard
part. Again, Kaltenborn: “l remember Bayonne particularly because on
one occasion when | was ready to broadcast the battle, and we had our
connections established—CBS had given us the go ahead—we found that
the Bayonne engineer had gone out for an aperitif and consequently we
couldn’t get by Bayonne.” (4) After getting through that first time, CBS
advised Kaltenborn, hugging the haystack for dear life, that a number of
commercials had already been scheduled, and the battle broadcast would
simply have to wait. Stand by, please, he was instructed. Several times
later trouble occurred at some relay point. All Kaltenborn could do was
be patient while his engineer worked double-time trying to keep the line
open and repairing the wire, cut several times by bullets. “I watched the
battle, listened to the whistle of the bullets, and hoped for the best,” Kal-
tenborn said. (5) It was an early example of another kind of battle the
news department would wage in earnest with its more powerful col-
leagues in the entertainment division—the battle for air. Eventually, Kal-
tenborn was able to describe the battle in progress, picking up the live
sounds of bullets and shells and transmitting it to his radio listeners.
There was lots of static over the radio, but the war was live. And, most
important of all, CBS had a war correspondent in place. For his work
during the Spanish Civil War, Kaltenborn received an award from the
Headliners Club of Atlantic City for the best broadcast of 1936. And,
more important, he was made a regular commentator for CBS.

OO

The Kaltenborn broadcast from the Spanish Civil War was a break-
through. By proving that such live broadcasts were indeed possible, it
anticipated the coverage from war-torn Europe during World War Il. Just
as CBS and radio had demonstrated that it could cover a battle, the net-
work was about to prove that it could provide the same on-the-spot cover-
age for a fast-breaking political crisis in Europe. In December 1936, few
noticed the tiny story in the Chicago Daily News mentioning that in the
English town of Ipswich a Mrs. E. A. Simpson had filed for divorce against
a Mr. Simpson. This story was taking British understatement a bit too far.
For the real story, between the lines, was the romance between the king
of England and an American socialite, Mrs. Wallis Simpson, who soon
would be divorced for the second time. A constitutional crisis was at
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hand, but the British press weren’t allowed to tell the story—which gave
American radio a marvelous advantage in covering it.

The tale of the beleaguered couple was tailor-made for radio: it was
fast moving, dramatic, and colorful. A news-hungry audience, unable to
get enough juicy details about Buckingham Palace’s most famous ro-
mance, would rush to their radios for every mouth-watering fact.

One man understood all this need as few others would. Ed Murrow.
First, he had a deeply rooted sense of respect, tempered with amusement,
for the English. He quickly sensed that radio—and specifically CBS—
could capitalize on what some would call “the love story of the century.”
If the British wanted to censor this story, silly as that might be, it wasn’t
going to hamper Ed Murrow's judgment. Censorship was meant to pro-
tect lives, not reputations. Paul White was away, and so Murrow went to
Ed Klauber. He then put Murrow in touch with Paley’s chief assistant, Fred
Willis. The decision was made. CBS should go after the story and not
spare the resources. And so Murrow and the others worked 24 hours a
day to put the story on the air, on the phone with Cesar Saerchinger in
London, getting English broadcasters to give commentary on the air, put-
ting out news bulletins. Leading figures in law, sociology, Parliament, and
academic life from Britain appeared on CBS during the ten days of the
palace crisis. CBS presented thirty-nine 15-minute broadcasts. Ironically,
CBS offered more in the way of commentary and news to its audience
than did British radio. It was a foreshadowing of the Murrow broadcasts
during World War Il.

With all that hard work, it was not surprising that the biggest scoop
in the Windsor-Simpson romance went to CBS. Saerchinger was on the
London-New York circuit, and he wanted airtime at once. Without think-
ing twice, Murrow cut into a program, and there followed the CBS London
man’s announcement, broadcasting directly from the House of Com-
mons, telling the American audience even before British MPs had heard
the news, that Edward VIl had declared he was abdicating. “The king has
abdicated,” Saerchinger said. “Here is Sir Frederick Whyte to speak to
you about this momentous event.” American listeners had learned of the
abdication even before the British prime minister had read out the royal
message. Later in the day, through the crackling shortwave came the
emotion-filled voice of the former Edward VIII, stating that he was leaving
the throne for “the woman I love.”

As he had demonstrated in the abdication crisis, Ed Murrow had always
had the right instincts, the nose for news, the ability to be in the right
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place at the right time. This time, February 1937, when Ed Klauber asked
Murrow to become European director for CBS there was no hesitation,
no self-doubt. This, despite the fact that Ed was not yet 30 years old.
Murrow was sure that Europe was a political cauldron, that this month,
next month, next year, the Germans would wreak even more havoc. He
had no idea what form the violence would take, only that it would occur,
and he knew that he wanted to be there. And in doing so he began the
story of CBS in Europe, of CBS in wartime. He could not know that his
efforts would be regarded as a significant and heroic chapter in the early
history of broadcasting. Each step that he took, each decision that he
made was part of the legend that would take form. When Klauber had
asked him about the new job, Murrow had been attending the annual
meeting of the National Education Association in New Orleans. Murrow
said yes immediately. He knew that the new job was likely to do harm to
his prospects for rising through the administrative ranks at CBS. But that
counted not at all with him; what did count was the chance to become a
witness to history. Some would say that Murrow was sent to Europe be-
cause CBS could not find a niche for him in New York, that in fact the
new assignment was a kind of consolation prize. Even if that were the
case, Murrow appeared enthusiastic. Going to Europe, he would say after-
ward, “gave me an opportunity to watch Europe tearing up its maps, to
see and hear the last peacetime performance at Salzburg; Vienna cheer-
ing the arrival of the oppressors; dismemberment of Czechoslovakia by
her sworn friends; then the full tide of war sweeping across Europe like
a brown stain. It gave me the opportunity to know Britain in her darkest,
and finest, hour.” (6) It was pure Murrow, and it was said from his heart.
Somehow, when he said it, it didn’t sound corny or artificial.

Although the decision to send Ed Murrow to cover the “walk-up” to
World War Il now looks prescient, the truth lay elsewhere. Newspapers
and news agencies were beefing up their staffs for the war that seemed
inevitable. But CBS was not. It was still a popular notion that radio was
unsuited to cover the news. CBS network officials actually believed that
piping music from Europe back home to the United States was the best
thing the network could do to promote peace. One said that CBS had
performed the greatest service to international understanding by broad-
casting the “Song of a Nightingale”; originating from Kent, England,
“Nightingale” had been voted “the most interesting broadcast of the
year” in 1932 by American radio editors. (7) As far as the network was
concerned, covering overseas news meant having an editor in New York
rip off news copy as the paper spewed from the clacking wire service
machine.

Although there were foreign correspondents, none worked full time
for an American radio network. The voices of European and American
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newspaper journalists were heard on American radio, as were those of
authors and politicians. They were the experts, and their opinions were
sought. No one thought it necessary to send an American radio reporter
overseas to do nothing but report the news. Radio was still too experi-
mental. Indeed, reporting from abroad for radio was not a recognized
profession. Ed Murrow went to Europe not as a reporter, but rather as a
person in charge of arranging “talks” and supervising “events.” He was
paid $8,000 a year. When he applied for membership in the correspon-
dents’ association in London, he was rejected. He was not even allowed
to attend its meetings. Radio, it seemed, had no status at all. (Seven years
later, in a neat turnabout, Murrow would become president of the associa-
tion.)

And so, at the age of 29, Ed Murrow sailed for England where he
took over CBS’s European Bureau, not yet a reporter, but deeply aware
that he was sitting on a powder keg. He made it clear at the outset that he
would make changes. Soon after his arrival, Murrow told the tall, bushy-
browed director of the BBC, Sir John Reith, that he [Murrow] planned to
make broadcasting down to earth by taking his microphone into country
villages, to let the people speak. Murrow interviewed a philosophical Lon-
don cabby, Herbert Hodge, as one of his first “"down to earth” people.
Hodge was so popular that he became a CBS feature, commenting on
affairs from a pub on Saturday nights. Thinking the pub broadcasts some-
thing of a slap at the BBC, the British press reported them widely. Here
was an American broadcaster reaching out to the public, to the average
man, in a way that no BBC reporter had done, or was likely to do.

Not everything would go as smoothly. When Murrow asked the CBS
secretary to phone Winston Churchill, at home if necessary, for an ap-
pointment, he was told by secretary Kay Campbell that one didn’t behave
that way in England. The custom was to write a note and wait for a reply
a few days later. Murrow was not about to change his American working
habits. He ordered the secretary to pick up the phone. Realizing how valu-
able a contact Murrow would be, Winston Churchill answered his uncon-
ventional overture positively.

Not all efforts of Murrow’s would reap such quick results. Before he
had arrived on the scene, NBC had gained a great advantage in parts of
Europe by allowing others to believe that it was just like the other state-
run radios in Europe. It had a “national” in its name, didn’t it? Thus, NBC
deserved primary attention among the American radio networks. More-
over, NBC had signed contracts as far back as the 1920s, with certain
state radios, particularly the Austrian and the German, granting NBC an
exclusive relationship with those state radio networks. Murrow’s first task
was to break NBC's monopoly. Slightly easing his task was the paroxysm
of fright that coursed through NBC upon its staff’s learning that CBS had
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assigned Murrow to London. Max Jordan, NBC's representative in Eu-
rope, raced off to the continent to strengthen the network’s already solid
links with the various European state radios.

OO

CBS had to expand its news-gathering role in Europe to cover the news
seriously. Ed Murrow realized that he needed someone to provide first-
hand coverage on the continent. In the summer of 1937 he found him—
an American foreign correspondent who had been plying his trade for a
number of years in Asia as well as in Europe. His name was William
Shirer. They got along from their first meeting although they were differ-
ent in personal appearance and style. Murrow, the suave, handsome fig-
ure, perfectly groomed, perfectly tailored, was a study in contrast with the
short, stocky newspaperman in rumpled clothes, metal-rimmed glasses
hanging casually on his nose. Shirer considered the telegram from Mur-
row inviting him to meet for dinner at the Adlon Hotel in Berlin on August
27, 1937 as the opportunity for a free meal. In exchange for the dinner,
the local man was expected to give his analysis of the political situation.
Shirer thought too little of radio to want to get involved full time with
such people. The previous May he had actually done a broadcast for CBS
providing reaction from Berlin to the Hindenburg disaster; the experience
was so nerve-wracking—he had trouble speaking-—that he vowed to steer
clear of radio.

But, as he prepared to meet Murrow for dinner, Shirer knew that his
job with INS (International News Service) in Berlin had just ended that
week; he had high hopes of a job offer from The New York Times. Soon
after they began dinner, Murrow started to pick his brain, confirming
Shirer’s view of what the meeting was all about. But then, suddenly, Mur-
row asked how committed Shirer was to the Times. Not very committed
at all, was the reply—a truthful one, though Shirer would have wanted
the facts to be different. Why had Murrow asked? Well, he explained, the
story was getting too large, and he was looking for an experienced foreign
correspondent, someone who could open an office for CBS on the conti-
nent. Was Shirer interested, Murrow asked? Shirer said yes, still excited
even after he learned that CBS would not pay him more than the $125 a
week he had been making recently. Murrow did not have the authority to
wrap up the deal with Shirer. The CBS bureaucracy would have to be
broached. But Murrow thought that a mere formality. Is it a deal, Murrow
asked? Still taken aback, Shirer said yes, it was a deal. He forgot about his
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disenchantment with radio. Shirer wanted work, and here was someone
offering it to him.

Following dinner, Murrow apologetically noted that Shirer would
have to pass a voice test before CBS would give the final nod. It was as if
the bottom had fallen out for Shirer—knowing how nervous he had been
the last time, he doubted he would pass muster. In his diary, Shirer wrote
that ] have a job. | am to go to work for the Columbia Broadcasting
System. That is if . . . | have a job if my voice is all right. ... Who ever
heard of an adult with no pretenses to being a singer or any other kind
of artist being dependent for a good, interesting job on his voice. And
mine is terrible.” (8) Murrow thought it largely unimportant whether the
correspondent had a good broadcasting voice. What counted was whether
the man was a good correspondent. If he was, the public would accept
him as an authority, whether his voice was too high pitched or too nasal.
Because Murrow was able to convince the New York brass of his view,
CBS would emphasize the correspondent’s reporting and writing abilities
over his broadcasting skills. It was a principle which Murrow and those
who followed him at CBS would develop, creating the greatest news-
gathering operation in broadcasting. Believing that he would have little
trouble convincing his superiors to hire Shirer, no matter how he sounded
on the air, Murrow sought to lift Shirer's spirits, to tell him that it would
be all right. Still, Shirer had his doubts.

The trial broadcast was held on Sunday, September 5, in the early
evening. The CBS staff did little to put Shirer at ease before the momen-
tous event. Claire Trask, the local CBS representative, had inadvertently
left her written introduction behind, and so she had to scurry to a nearby
cafe to retrieve it. To make matters worse, the lone microphone was stuck
at a height of seven feet, making it all but impossible for Shirer to use it.
Inventively, Shirer had himself and Claire boosted atop a piano packing
case so that their mouths were level with the mike. Ten seconds later they
were on the air. Shirer worried, not about his voice cracking, but whether
he would be able to refrain from convulsing in laughter over his standing
on a piano case. Murrow had advised him to avoid the impression that he
was reading from a script. He had tried to remember that.

After it was all over, Shirer believed he had sounded plodding and
fainthearted, yet he had done his best to speak with conviction and a
sense of authenticity. With the trial completed, it was as if he had awak-
ened from a nightmare; he recalled in sorrow that his voice had seemingly
soared an octave and that he had trouble speaking because his lips were
so dry. Shirer was convinced he had been a disaster.

Murrow had promised a final answer within two days, but when there
was no word from him during that period Shirer had all but given up
hope. Finally, a few days later, Murrow phoned Shirer person to person
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from London with the good news. They think you are terrific, Murrow said
with great enthusiasm. That, of course, was stretching the truth. In fact,
when the brass heard Shirer, they told Murrow, “Forget about him. His
accent is Midwestern. He's not for radio.” But Ed Murrow fought for his
principles; he needed reporters like Bill Shirer. Such was Murrow’s clout
even in those early days that he made it clear he would not take no for
an answer, and the ploy worked. New York relented and a shocked Shirer
agreed to start October 1. That evening, at a stadium in Nuremberg,
Shirer happened to sit next to Frederick T. Birchall, the chief foreign cor-
respondent for The New York Times, who had strung him along about
the Times job. Shirer couldn’t wait to tell the Times man his good news.
Birchall sounded incredulous that Shirer could even think of taking a job
with radio. How could such a serious newsman contemplate so superficial
a medium as radio? Why, within a few years, said Birchall, Shirer would
be eager to return to newspaper work.

But for now, he was a radio reporter—and for CBS. Well, not quite
a reporter. “One disappointing thing about the job . .. ,” he confided to
his diary after a week of chatting with Murrow in London in early October,
“Murrow and | are not supposed to do any talking on the radio ourselves.”
(9) Rather, he and Murrow were required to hire newspaper correspon-
dents to do the broadcasting. The system was all wrong to Shirer: he,
with his foreign languages and years of experience, knew far more about
the political story in Europe than did most of the newspaper correspon-
dents. Why should he not get on the air? The CBS explanation, as con-
veyed by Murrow, made no sense whatsoever: were he and Murrow to
report directly on the air, that would commit CBS editorially. Shirer’s dis-
appointment notwithstanding, the practical matter of needing a regular
paycheck left him little choice but to hang on to the CBS job until he
could land one again with a newspaper. Meanwhile, choosing Vienna over
Geneva as his European headquarters, he bore the impressive title of
“Continental Representative of CBS.”

OO

Bill Shirer’s first assignment was to weaken the hold NBC had on broad-
casting from Europe. He had to try to break the monopoly NBC had over
using German and Vatican broadcasting facilities. Germany proved easier
to change than did the Vatican. Nazi Propaganda Minister Joseph Goeb-
bels personally gave Shirer the approval to broadcast, understanding the
value of having another large American radio network broadcasting from
Berlin. The Vatican may have understood that point as well, but its offi-
cials insisted upon several hundred dollars payment at once as well as a
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modest annual contribution. Unhappy at being forced to pay someone
what he considered a bribe, Bill Paley at first objected. He finally relented
after Shirer explained that there were no alternatives. Shirer’s first news
assignment was to accompany the Duke and Duchess of Windsor on a
planned trip to New York where they were to do a broadcast for CBS as
part of their American tour aimed at studying the labor situation. But the
American visit was scrapped after the couple was heavily criticized in the
United States for adding Nazi Germany to their itinerary.

While doing these assignments, Shirer could not forget that he was
first and foremost a newspaperman. He wanted to report, to get on the
air. Bill Paley wouldn’t budge on the point, and so Shirer was left with the
frustrating chore of hiring newspaper correspondents for broadcasts he
would have preferred to do himself.

He was still perplexed by CBS's policy when he arrived in Vienna on
a Friday morning in the spring of 1938. The date was March 11. The
Austrian government, led by Chancellor Kurt von Schuschnigg, was dete-
riorating, due both to internal pressure caused by Nazis in his cabinet and
external pressure caused by Adolf Hitler himself. Schuschnigg planned a
plebescite for that Sunday. Cabling Paul White in New York, Shirer
begged to be permitted to broadcast the plebescite results that evening.
He was the spot. What was more, he was an eyewitness to monumental
events. CBS would have the story alone. NBC's Max Jordan wasn't even
in the country. What a golden opportunity for the network to show it was
on the ball. Shirer would certainly have enough to broadcast. In the next
hours, demonstrating Austrian Nazis forced the plebescite to be called
off. Shirer thought of contacting Murrow to enlist his help in getting on
the air. Murrow was in Poland where he was organizing the CBS “School
of the Air” program. Shirer tried to reach him but had no luck. Schusch-
nigg came on the radio to announce that the Germans, threatening to
invade Austria, had ordered him to step down in favor of a German-
appointed figurehead, or else the German army would march. As it turned
out, Dr. Arthur Seyss-Inquart, Schuschnigg’s successor, made it clear that
the Germans would invade—despite the Austrian capitulation.

Shirer knew that he had the greatest scoop of his career; he was the
only American radio man around. But would CBS put him on the air?
When Murrow finally called him, Shirer said cryptically, “The opposing
team has just crossed the goal line.” (10) To which Murrow replied, “Are
you sure?” Shirer answered, “I'm paid to be sure.” Dispirited, Shirer con-
veyed the sad fact that he couldn’t put the story on the air. Ed Murrow
had an idea. Shirer should fly to London the next day. He could then
give the first uncensored eyewitness account of the depressing events in
Austria. Shirer knew the journey could be a complete waste of time: Mur-
row, after all, could not guarantee that CBS would acquiesce in allowing
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him on the air. But he would do it. He had nothing to lose—and a lot to
gain.

Arriving in London, Bill Shirer was thrilled to learn that for the first
time CBS was actually going to permit one of its own staff to broadcast
the news. “Neither of them (Murrow and Shirer) at the time was really a
broadcast newsman,” Paley wrote in his memoirs. (11) Shirer noted bit-
ingly in his own memoirs that it was more accurate to say that neither he
nor Murrow were permitted to be broadcast newsmen.

Meanwhile, Murrow was itching to get on the air as well. He decided
to go to Vienna. Flying to Berlin first, he chartered a 27-seat Lufthansa
transport for $1,000, the one plane he could get. He was the only passen-
ger. He arrived in Vienna just in time for the arrival of the Nazi soldiers.
Getting on the air from Vienna would prove troublesome. NBC had an
obvious advantage over CBS because of its contract with RAVAG, the Aus-
trian state radio: NBC had access to broadcasting facilities while CBS did
not. Although ill, Bill Paley called the head of RAVAG, an old acquaint-
ance. It was no use. The official confessed that he was no longer in con-
trol. Paley listened to a grown man weep through the receiver.

In London, Bill Shirer was about to make broadcasting history in a
BBC studio. At 11:30 pm., the CBS New York announcer introduced
Shirer with great flare: “A little more than 24 hours ago, Nazi troops
passed over the border into Austria. . . . At the time of the invasion yes-
terday, William L. Shirer, Columbia’s Central European Director, was in
Vienna. This afternoon he flew to London to bring you an uncensored,
eyewitness account of the move. . . . We take you now to London.” Shirer
made his first newscast. This blockbuster broadcast acquired quick rec-
ognition for CBS. Later, everyone at CBS would claim credit for the Shirer
breakthrough. Bill Paley and Bob Trout, the New York newscaster, each
thought he might have been the originator of the idea. The Shirer broad-
cast, as it turned out, was but a foretaste of greater things to come.

The next day, March 13, Murrow and Shirer arranged to do CBS's
first world news roundup. Paul White had phoned that Sunday afternoon
to ask the two men to arrange a news roundup from the major European
capitals. CBS was planning on airing the show at 1 A.m., London time,
eight hours later. Shirer said yes, but admitted later: “The truth was |
didn’t have the faintest idea how to do it.” (12) Getting the foreign corre-
spondents lined up was the easy part; Shirer knew them all, and the only
potential difficulty was locating them on a Sunday evening. Shirer and
Murrow by now were friendly with the directors and chief engineers of
the European broadcasting systems. And Shirer could speak French, Ger-
man, and ltalian to the engineers. New York telephoned each capital with
the cues. Shirer wondered whether the engineers would be able to under-
stand the cues in English!

The show lasted 30 minutes. CBS wanted Shirer and a Parliament
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member from London, Murrow in Vienna, and three American newspa
permen, one each in Berlin, Rome, and Paris. Murrow and Shirer chose
Edgar Ansel Mowrer of the Chicago Daily News in Paris (he and Shirer
had known each other in Berlin); Frank Gervasi of INS in Rome; Ellen
Wilkinson, a Labor member of Parliament from London; and Pierre Huss
of INS in Berlin. Technically, the major problem was getting Gervasi's
copy out of Italy. Unable to “landline” Gervasi's voice to the large trans-
mitter in Geneva, Italian engineers employed a radiophone to get him
through to London. Shirer planned to reread Gervasi's account to New
York.

Shirer wrote his own broadcast, enticed Edgar Mowrer and Ellen
Wilkinson to cut short their weekend, and arranged with Frank Gervasi
in Rome to phone his remarks into London if all other transmission ef-
forts failed (which they did). Fifteen minutes before the 1 A.M. roundup
was to begin, Shirer raced to the BBC broadcasting house to find that
Ellen Wilkinson had just arrived. Through his earphones, he was amused
to hear the calm voice of CBS announcer Bob Trout in New York: “The
program ‘St. Louis Blues’ will not be heard tonight.” Instead there would
be a special broadcast “which will include pickups direct from London,
Paris, and such other European capitals as at this late hour abroad have
communications channels.” (Even as they went on the air it was not clear
how much of the program would get through) “. . . Columbia begins its
radio tour of Europe’s capitals with a transoceanic pickup from London.
We take you now to London.”

Shirer knew that the next 30 minutes might produce a piece of his-
tory for radio. No one had yet tried such daring logistics. Each correspon-
dent would report live, each one thousands of miles from the others. The
planning had to be perfect as each of their reports would have to be
scheduled down to the second. The first world news roundup. Shirer
opened by doubting the British would do anything more than protest Hit-
ler’'s aggressive acts. Parliament member Wilkinson echoed him, adding
that, while the British were annoyed at Hitler, no one wanted actually to
get involved in a war. She described the British as exhibiting only “inter-
ested curiosity.”

In Paris, Edgar Mowrer doubted whether anyone realized just how
menacing Hitler was. He recalled that the French had watched Germany
invade France twice before in the past 70 years, implying that they might
roll over once again. Still, he noted that the French people had “felt an
electric shock” when they saw Hitler's troops moving across the German
border. Ed Murrow described a Vienna that had lost a great deal with the
arrival of the Nazis. He began in that confident, quiet voice, “This is Ed-
ward Murrow speaking from Vienna. It's now nearly 2:30 in the morning
and Herr Hitler has not yet arrived. No one seems to know just when he
will get here, but most people expect him sometime after 10 o’clock to-
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morrow morning.” He described the change he had found in Vienna.
“They lift the right arm a little higher here than in Berlin and the ‘Heil
Hitler’ is said a little more loudly ....” A censor sat next to Murrow to
make sure he kept to his script. This was the first of the more than 5,000
broadcasts Murrow made in his lifetime. In Berlin, Pierre Huss of the INS
sounded a theme that was too pro-Nazi for Shirer’s taste, and he instantly
regretted not selecting someone more objective.

Still, technically and otherwise, the show was a sensational suc-
cess—and it made history. Shirer did an incredible juggling act that eve-
ning. It set the stage for CBS’s twenty-day coverage of the Czech crisis
the following September. Radio had not only presented the news, but it
had also looked at events almost immediately after they had occurred.
To do that, it had turned to specialists located where the action was occur-
ring—and those specialists had delivered news and insights that ordi-
narily would have taken days to show up in a newspaper. No other me-
dium could match radio’s swiftness. News broadcasting, in a sense, came
of age that evening in those different capitals in Europe. It was as if the
executives and the reporters at CBS had issued a public statement: no
more tearing off the wire copy and reading it; no more relying upon oth-
ers for the news and analysis; now, CBS itself would be responsible for
putting together an account of what happened and why it happened.

The word was passed from Paul White soon after the broadcast that
the CBS brass, including Bill Paley, were thrilled. Shirer and Murrow were
on their way to becoming regular CBS broadcast stars. CBS had pio-
neered a news format that would last down through the years. Others who
came later could not improve on the format CBS had used that evening.
But no one was in a mood to rest on laurels. In passing on his congratula-
tions, Paul White wondered whether Shirer and Murrow could do it again,
say, tomorrow night. “No problem,” said an exhausted, delighted Bill
Shirer. He could not disguise his pleasure at noticing the entirely new
attitude at CBS. Whereas before he was not permitted to broadcast, now
his superiors in New York did not seem to be able to get enough from
him! By the time Shirer got around to that second news roundup, again
with pickups from London, Berlin, Paris, Vienna, and Rome, the technical
side was somewhat easier. The broadcast was aired at 3:30 A.M. London
time Tuesday. Shirer now found that radio’s immediacy fascinated him.
His reports were getting to listeners as quickly as the wire services were
reporting the news. Shirer was now bitten by the radio bug.

On Monday, March 14, Hitler finally entered Vienna almost at the
same time that Prime Minister Chamberlain was acknowledging sadly to
the House of Commons that the Anschluss was a blow to his policy of
appeasement. Once again, Murrow was on the air from Vienna that after-
noon. “Hello, America . . . Herr Hitler is now at the Imperial Hotel. Tomor-
row there is to be a big parade, and at that time he will probably make
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his major speech. . . . Please don’t think that everyone in Vienna was out
to greet Herr Hitler today. There is a tragedy as well as rejoicing in this
city tonight.”

A marvelous footnote can be attached to that action-packed week-
end, and it concerns, of all people, William S. Paley and Winston Church-
ill. The latter had made a little-noticed speech that Monday, March 14,
noting in pain and shock what the dimensions of Hitler's strategic victory
had been in conquering Austria. Sensing how eloquent Churchill had
been and how important his comments were, Shirer raised with Bill Paley
the idea of having Churchill repeat those words over CBS. Paley leaped
at the idea, proposing to Shirer that he offer Churchill 15 minutes of air-
time. When Shirer asked what Churchill was to be paid, Paley said $50.
Shirer grimaced: he doubted Churchill would accept at that price. With-
out pausing, Paley told Shirer that Churchill would be doing a “sustaining
program,” one without commercials, and that was the pay. Shirer urged
that Churchill be paid $500 or, if not that much, at least $250. Paley stuck
to his guns. With little choice and little hope, Shirer phoned Churchill
over at the House of Commons, put the offer to him, and was hardly sur-
prised when he was told, yes he would love to do the broadcast, but not
for $50. Unperturbed, Shirer explained that this was to be a “sustainer,”
and surely Churchill would not want to be sponsored under any circum-
stances. Apparently failing to understand all these nuances, Churchill
said abruptly he would do the program for $500 and that was that. And
thus CBS lost the opportunity to put Winston Churchill on the air.

oo

Following his stay in Vienna, Murrow arrived in London and reported
what he could not say in Austria: “It was called a bloodless conquest, and
in some ways it was, but I'd like to be able to forget the haunted look on
the faces of those long lines of people outside the banks and travel of-
fices. People trying to get away. I'd like to forget the tired futile look of
the Austrian army officers and the thud of hobnail boots and the crash of
the light tanks in the early morning of the Ringstrasse, and the pitiful
uncertainty and bewilderment of those forced to lift the right hand and
shout ‘Heil Hitler’ for the first time. I'd like to forget the sound of the
smashing glass as the Jewish shop streets were raided; the hoots and
jeers aimed at those forced to scrub the sidewalk .. ..” That was pure
Murrow, and broadcasts like that would make him a superstar.
Broadcasts like that—and there would be many more in the next
few years—were the means by which Murrow set a new tone in broadcast
journalism, quietly describing and analyzing events that he had seen, had
felt, had been in a real sense, a part of. His talents and insights and use
of a medium that was so widespread in America gave Murrow a legendary
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reputation; he became larger than life, leaving ambassadors and other
journalists behind. He would become even more important, some would
say, than CBS. Other journalists would follow in his path, many of them
print journalists willing to make the switch to radio. If it was good enough
for Ed Murrow, they would say, it was good enough for them.

NN

Now, Shirer had to endure situations that were partly amusing, partly be-
wildering. One occurred during the evening of May 2. He was in Rome to
cover the expected arrival of the king of Italy and Adolf Hitler at the Quiri-
nale Palace. CBS wanted him to report from the roof of the royal stables
which overlooked the palace entrance. Shirer was hesitant, but if that was
what CBS wanted, he would do his best. Shirer had to do the broadcast
live in keeping with CBS policy. To Shirer’s chagrin, the Italian king and
Hitler arrived 6 minutes ahead of schedule. By the time Shirer was live
on the air, the host and guest had arrived in their carriage, gone into the
palace, moved over to a balcony where they waved to the crowds, and
then headed on. CBS'’s policy prevented Shirer from emulating the Euro-
pean broadcasters who were recording the event for later broadcast feeds.
To Shirer, the policy seemed self-defeating, not to mention impractical.
A policy of live coverage only meant relying upon shortwave radio trans-
missions which were sensitive to atmospheric conditions, including sun-
spots and magnetic currents from the North Pole. Because of that policy,
many broadcasts did not get through. Murrow and Shirer felt frustration:
the ban kept CBS radio correspondents from covering the news in depth
around Europe. It was bad enough now. But what if war came? Unless the
live-only policy were scuttled, it would be all but impossible to cover the
war properly. No broadcast reporter could run after the news and capture
the sights and sounds of war unless he could employ a tape recorder. But
CBS was not moved.

OO

Such questions were technical. Others were more substantive. Was war
indeed coming? Should CBS act as if fighting was inevitable? Some
would say that the fact that the network gave so much attention to the
Anschluss crisis (and later Munich) reflected the network’s conviction that
the continent would soon be in flames. But it also appeared to reflect
CBS’s conviction that the United States should prepare itself for taking
part in the coming war. Americans who had no interest in becoming in-
volved in European problems thought ili of CBS for “promoting’” the war.
CBS executives appeared not to worry about such criticisms. Their corre-
spondents were covering the news. If their reports, however subtly, under-
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lined the Nazis’ evils and in that way pushed the United States into war,
the correspondents were not to blame. They were merely the messengers.
CBS had little to worry about as a consensus formed within the United
States against the Nazis: the more CBS did to cover the European crisis,
the more applause it won. (There was one notable exception, when
German-Americans, angry over Hans von Kaltenborn’s anti-Nazi com-
mentary early in 1939, threatened to boycott his sponsor, General Mill's
Gold Medal flour.)

Some, however, were adamantly against America entering a Euro-
pean war. CBS tapped this sentiment when, in 1938, Ed Murrow received
permission from French Premier Daladier to visit the Maginot Line to
make the first broadcast from that strategic and highly secret fortifica-
tion. Murrow was not permitted to give the names of towns or to identify
regiments, but he could describe the possibility of war, which he did elo-
quently. NBC felt that Murrow had erred in making such a broadcast,
believing that he had glorified the military prowess of one country over
another and, hence, had compromised American neutrality. An antiwar
outlook had emerged within the NBC inner sanctum, and Ed Murrow and
CBS were offering a contrary opinion. As it turned out, NBC benefited
from playing down the chances for war. After Murrow’s Maginot Line
broadcast, the German broadcast authorities responded by improving
their relations with NBC.
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four

“DRESSING UP IN A SHEET . . .
AND SAYING Bool”’

No one was striving to make news more “authentic” than Ed Mur-
row. By shifting the network’s newscasts from the studio to the field, he
was giving a whole new dimension to broadcast journalism. Many would
say later that broadcast journalism did not exist until Murrow and his
“boys,” the other correspondents whom he chose to report for CBS
around the world, began to file from overseas. The Murrow team was now
prepared to cover Europe’s most severe crisis during this fall of 1938.
Backstopping the overseas correspondents was Hans von Kaltenborn
whose knowledge of Germany and the German language coupled with his
indefatigability made him an ideal “anchor.”

CBS was in a far better position to broadcast the September 1938
crisis than it was the earlier March one. CBS engineers had helped the
Czech government set up a shortwave radio station that enabled direct
communication with the United States; this avoided Prague having to
go through Berlin, as CBS had been forced to do during the Austrian
crisis. (1)

By early September it was clear that Czechoslovakia was next on
Adolf Hitler's agenda. Murrow and Shirer, sensing that the news would
soon concentrate on Prague, proposed a then revolutionary idea—that
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Shirer be allowed to broadcast 5 minutes a day from there. CBS could
not rid itself of the notion that the network was an instrument of enter-
tainment. The previous March, the Anschluss—and CBS's coverage of
it—had elevated the work of the news division to a new importance.
Americans were growing concerned about the rumblings from Europe;
there were some who even suggested that the United States might be
forced to get involved. It became imperative to know—and to know im-
mediately—just what was happening on the other side of the ocean. In
the end, a compromise was reached. On September 11, CBS agreed to
let Shirer begin broadcasting for five minutes each day from Prague, but
he had to cable beforehand when he thought the news did not warrant a
broadcast. Shirer’s preference would have been for a 100 percent com-
mitment from the network. Europe was most certainly on the brink of
war, and Prague was inevitably going to be the next troublespot. Why act
as if reality lay elsewhere? Still, considering that earlier in the year the
network had not even been prepared to allow him and Murrow to do news
broadcasts, Shirer felt that he had come a long way. And he did have a
promise from CBS that he could get something out every day as long as
the news justified it.

CBS’s coverage of the Munich crisis began impressively on September
12. Seeking to play down the European tensions, NBC gave little advance
publicity to Hitler's address to the annual Nazi rally in Nuremberg. For
its part, CBS chose to dramatize it, believing that the speech was of major
significance. That Monday morning listeners heard a CBS announcer de-
clare that “the entire civilized world is anxiously awaiting the speech of
Adolf Hitler, whose single word may plunge all of Europe into another
world war.” At 2:15 P.M. a voice cut into the network to say that CBS was
interrupting the Enoch Light program to bring listeners Hitler’s “world-
awaited talk.” Relayed by the shortwave station in Berlin, the Chancellor’s
speech was broadcast clearly. CBS had a translator at work as Hitler
spoke. NCB offered no editorial comment, but CBS's Hans von Kalten-
born offered analysis as soon as Hitler concluded over an hour later. “Ad-
olf Hitler has spoken,” he said in melodramatic tones, “and the world has
listened . . .."” He noted the threatening nature of Hitler's remarks, that
Czechoslovakia would have to reach a settlement with the Sudeten Ger-
mans “or the Germans would see to it that a settlement was reached.”
Kaltenborn's listeners were hearing Hitler for the first time.

CBS realized that the situation provided an opportunity to outdo
NBC. It was as if CBS itself had declared war and its general was sitting
in New York: Hans von Kaltenborn. He was the hero of the day, translating
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Hitler’s fiery speeches and explaining and predicting what the next diplo-
matic steps would be. For Kaltenborn, the next eighteen days—between
September 12 and 30, when Chamberlain returned from Munich with the
promise of “peace in our time”—would prove exhilarating if exhausting.
He did 102 extemporaneous broadcasts out of Studio Nine on the 17th
floor of the CBS building in New York City; some would be “two-way”
broadcasts with Murrow and the other reporters in Europe, some would
be news roundups. Between stints he would catch a quick nap on a nearby
couch. When there was a news break, Paul White rushed in to say, “A
flash, Hans.” Kaltenborn would rise slowly, and White would press the
button to turn on Hans’s microphone. An attendant rushed in with the
bulletin. Kaltenborn read it and then commented on it. This happened so
often that some in the newsroom began to joke about bulletins interrupt-
ing bulletins.

But the CBS effort was in fact no joking matter. The network had
decided that the news from Europe was what people wanted to hear, and
they would hear it, even if it meant scrapping commercials, even if it
meant scrapping entertainment. At times, it was trying for Kaltenborn.
He would have to keep in touch with the control room, looking for signs
when he was about to go off the air. On occasion he would just begin to
launch into an analysis of a foreign leader’s speech when the signal would
come that he must get off the air in 1 minute!

CBS news department officials found that they were forced to make
continuing judgments about whether the story in Europe was more or
less important than local American stories. Sometimes their judgments
got them into hot water. For example, a huge storm struck New England
when the Munich crisis was at its height. Recalled Kaltenborn: “Here we
were in the midst of two outstanding news stories, both ideal for radio
coverage, one overseas and one domestic. | believe it is the first time
when a foreign crisis got the preferred coverage over a domestic dis-
aster.” (2) In this case it was a no-win situation for CBS. Protests came in
from New England and Long Island, complaining about the paucity of
storm coverage. How could a radio network give preference to an event
3,000 miles away when such a major news story was happening locally?
Still others would register their horror that the network could devote at-
tention to a mere storm when the world was on the verge of war.

Despite the criticism and the fatigue, Kaltenborn relished every mo-
ment of the Munich coverage; he came to feel that he had been preparing
all his life for this one series of broadcasts. Kaltenborn had an incredible
background for these broadcasts: he had interviewed the foreign person-
alities involved; he could translate from French or from German instanta-
neously. But it was his gift of extemporaneous speaking that made him
supreme. A bulletin would be handed to him, and after he read it, he
would explain its significance at once, giving his work an unsurpassed
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immediacy. He did have one problem which he eventually solved. The
problem was his name. It sounded German. Given the growing American
disdain for Germany, Kaltenborn decided on the nineteenth day of the
Munich crisis that he would be wise to change his name. And so he be-
came H. V. Kaltenborn.

With Kaltenborn’'s superb, steady hand in New York and the unprec-
edented on-the-spot coverage in the field, it was only natural that the lis-
tening audience would keep their radios tuned to CBS. When the crisis
was a week old, NBC was rushing around trying to find a commentator
who could compete with Kaltenborn. They tried a few people but none
measured up. Each one lacked Kaltenborn's depth and his ability to ex-
temporize. A few months later NBC acquired Kaltenborn's services.
James Roty, a frequent critic of radio, wrote in The Nation on October 15,
1938, in an article entitled “Radio Comes Through” that Kaltenborn was
“brilliantly illuminating. . . . For the first time, history has been made in
the hearing of its pawns.” Kaltenborn had become so luminescent a star
that he was invited to appear on an Eddie Cantor program for a large fee
on November 21, 1938. He was introduced as “the greatest news com-
mentator of our time, Columbia’s gem of the ozone.” In retrospect, one
can now say that Kaltenborn was one of the broadcasting industry’s ear-
liest anchormen. In his tireless demeanor and the expertise which he
brought to his subject, he seemed a forerunner of Walter Cronkite or Dan
Rather. In those early days of radio, the news broadcaster’s appeal to his
listening audience counted far less than it would later on. Yet, Kaltenborn
clearly had stirred those listening.

OGN

While Kaltenborn'’s star was shining in New York, Murrow, Shirer, and the
rest of the CBS European staff had gained the reputation as the most
hard-working and colorful of those broadcasting from the scene. CBS did
471 broadcasts during the crisis, 135 of which were bulletin interruptions.
NBC had slightly fewer programs (443) but it had more airtime (59 hours
to CBS's 48 hours). Still, CBS was clearly perceived as the winner during
Munich. Munich would have its place in broadcasting history: during the
Anschluss crisis, first the European, then the “world news roundup” came
to the fore, with separate reports from several cities around the world.
During Munich, the news roundtable began, with correspondents in four
or more cities, tied together by shortwave circuits as well as landlines,
carrying out a spontaneous, ongoing conversation rather than reading
their separate scripts. The first such roundtable discussion linked New
York with Washington, London, and Paris. Such events are considered
commonplace now; in 1938, they were an innovation.

In the field, Ed Murrow was the star. “By his clear voice, crisp tones
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and authoritative manner,” wrote his biographer Alexander Kendrick,
“the young man became a household name and personality. As was to
be the case through his entire career, people who heard him felt they
knew him.” (3) To his colleagues, Ed Murrow was always something of a
miracle-worker. Had he come out of a newspaper background, his superb
reporting and his sharply honed instincts would have seemed understand-
able. But Murrow came from a completely different background. He had
never studied journalism, never practiced it. So his colleagues wondered
how it was that someone could report so professionally.

“Calling Ed Murrow! Calling Ed Murrow!” Thus would H. V. Kalten-
born call out over the airwaves. The phrase became famous, signifying
both the bold, new experiment in broadcasting and the courage and dar-
ing of this individual reporting from the field. In truth it was rare that
Kaltenborn would have to search pleadingly over the airwaves for young
Mr. Murrow. Murrow was able to do 35 broadcasts during that September
Munich crisis; he also arranged 116 others from eighteen European cit-
ies. Listeners got into the act as well once CBS distributed maps of the
territory Murrow, Shirer, Kaltenborn, and Trout were covering. At times,
however, it was technically impossible to reach the reporters in the field.
For instance, on September 15, the fourth day of the crisis, bad weather
adversely affected shortwave transmission, making CBS frequencies in-
audible. Murrow was unreachable. All Kaltenborn could do was to turn to
cabled news. To the chagrin of CBS, NBC relayed its shortwave broad-
casts to New York via a Capetown-Buenos Aires circuit (even though the
distance was three times greater, the delay was a mere few seconds).

Still, despite the technical difficulties, CBS stretched the possibili-
ties of broadcasting. On September 20 at 6 p.m., Paul White phoned Bill
Shirer in Germany and suggested he do a broadcast from the train he
was about to take with other newsmen to cover the Chamberlain-Hitler
meeting. Shirer would conduct interviews with the correspondents about
the prospects for war or peace. The problem was that no facilities existed
on the train for such a broadcast. Then Shirer had the bright idea of doing
the broadcast from the train station before the train pulled out. So he
lined up American and British correspondents for the 10 P.M. show. Then
he had to figure out what he could say over the air. Were he to tell the
truth, the Nazis might cut off the transmission. All he could do was hope
for the best. One by one, the correspondents spoke. An Italian journalist
spoke in halting English. A French newsman started spouting French,
and so Shirer provided an on-the-spot translation into English. Just then
Shirer noticed that the train was pulling away. Cutting the Frenchman off
in midsentence, he dashed for the train. Soon thereafter he jotted in his
diary that he was afraid that the show was something of a failure. To his
shock, a cable arrived for him the next day from New York: “Fried-
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richstrassebahnhof show last night a knockout!” That was how much he
understood about American radio.

The coverage of the Munich crisis made it clear that radio could
serve another purpose besides its original one—entertainment. As televi-
sion would in a later age, radio had become a national resource during
the Munich crisis, informing the entire nation and doing it with great im-
mediacy. At the time of Munich, 27.5 million American households (out
of 32 million) had radios. Munich also provided valuable lessons. In the
past, radio had always relied upon others, actors, speakers and orchestras
when it came to entertainment and newspapermen when it came to news.
But Murrow and his “boys” had shown that radio could develop its own
team which could stand on its own two feet. Not only that, the reports
which they had sent from Europe demonstrated the great advantage radio
had over newspapers: it was faster, it could reach many more people, and
it could present the players in person, alive. No one was happier than Bill
Paley. He could not have imagined that in taking over a radio network,
he would be creating a whole new medium that would have such a vast
impact. His excitement was evident in the cable he sent to Murrow and
Shirer: “Columbia’s coverage of the European crisis is superior to its
competitors’ and is probably the best job of its kind ever done in radio
broadcasting.” (4) The CBS reporting of the Munich crisis appeared so
extraordinary that the network issued a statement congratulating itself
on its achievement. In that statement, CBS pledged to continue the kind
of news broadcasting which has provided “comprehension” as well as in-
formation. And it hailed the arrival of radio “not merely as a disseminator
of the news, but as a social power.” Thousands of listeners had sent mes-
sages praising CBS for its coverage.

The Munich Pact may have fooled some, in the United States and in
Europe, into believing that war had been averted, but it did not fool Ed
Murrow or Bill Shirer. Both felt that fighting would eventually break out.
Poland, they agreed, would be the next victim, and CBS would need its
own staff of radio reporters to cover the hostilities. They would have to
be Americans, so they could move from one side to the other. NBC, they
had heard, was planning to use big guns like Churchill in London and
former Foreign Minister Flandin in Paris. Clearly, Murrow, Shirer, and the
others knew, a general war would prove a far more daunting test of their
skills as radio journalists than Munich. It was time to get prepared.

B Za g0 g~ g

While the CBS news-gathering team in Europe was just beginning to flex
its muscles, others in the network were about to engage in some bold
experimentation that would illustrate the power, some would say the
frightening potential, of the new medium. At that time, many rules of the
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game which are taken for granted today had not yet been written. Enough
latitude existed to allow radio to reach the point of absurdity on a certain
Halloween eve in 1938. The man at the center of the fuss was 23-year-old
Orson Welles, Broadway star and impressario and radio’s “The Shadow,”
alias Lamont Cranston. Because of his rising fame, CBS had invited
Welles to broadcast 1-hour dramas in the Sunday 8 p.M. time slot, and he
happily agreed.The program was called the “Mercury Theater.”

The rival NBC show in that time period, the “Chase and Sanborn
Hour,” was so popular, thanks to, among others, Edgar Bergen and his
wooden dummy Charlie McCarthy, singer Dorothy Lamour, and master
of ceremonies Don Ameche, that no sponsor could be found for “Mer-
cury.” The week before Halloween, its rating was a mere 3.6 percent com-
pared to a whopping 34.7 percent for the Chase and Sanborn show.

As they would throughout the years, ratings affected people’s judg-
ment about what to put on the air. It most likely affected Orson Welles's
judgment when he planned to dramatize “War of the Worlds” by H. G.
Wells. Wells had written a classic pseudoscientific thriller about men
from Mars invading earth in a flying cylinder (at first thought to be a mete-
orite) in 1898. When Welles mentioned the play to his writer, Howard
Koch, he thought little of it. Insisting that science fiction could not be
made into decent drama over the radio, Koch actually had almost con-
vinced John Houseman, the “Mercury Theater” editor, to consider substi-
tuting “Lorna Doone,” but Welles remained adamant. And with his force-
ful personality, Welles managed to convince him on October 25, five days
before the show. At one stage the idea was broached—no one now recalls
just who made the suggestion—to do the show as a simulated news
broadcast so that the arrival of the Martians sounded as authentic as pos-
sible. Suddenly, the naysayers began to respond to the idea. In the high
echelons of CBS, however, there was fear that the program would seem
too realistic. So the CBS brass asked for thirty-eight script changes. The
Museum of Natural History was changed to the “National History Mu-
seum,” the National Guard became the “Militia,” and the U.S. Weather
Bureau became the “Government Weather Bureau.”

Despite such changes, the atmosphere at the time made the pro-
gram seem realistic. So unsettling were the Depression and the war scare
in Europe that people seemed ready to believe almost anything. Was it
all that unlikely that an Armageddon might be just around the corner?

Moreover, since the Munich crisis, radio had become the accepted
means for learning about major news quickly—via bulletins conveyed in
a dramatic voice, suddenly interrupting one’s favorite radio program.
Americans had grown increasingly confident about radio, believing that
the words coming from it carried a high degree of reliability, more so
even than daily newspapers. The Welles cast did its part to create an air
of authenticity as well. The actor who played the first network announcer,
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Carl Phillips, had made a point of listening repeatedly to the hysterical
tones of the radio announcer who described the Hindenburg blowing up
at Lakehurst in May 1937.

Perhaps out of a genuine fear that the program would be taken seri-
ously, or out of a certain sense of responsibility, Orson Welles sought to
provide ample warning to his listeners that the whole program was “just
a play.” He warned them at the beginning and he warned them at the
end—and he even inserted more warnings during the four CBS station
breaks. But he overlooked the possibility that listeners would tune in at
different times during the program without having heard any of the ad-
monitions. Many radio listeners did in fact join too late to hear the open-
ing words of caution, and many were too busy twisting their radio dials
at the station breaks to detect the truth.

What they heard, and what would stick in their minds as terrifyingly
real, was the usual opening of the Mercury Theater,” the Tchaikovsky
theme, a weather report that was truthful, and then an announcer declar-
ing, “We now take you to the Meridian Room in the Hotel Park Plaza in
downtown New York, where you will be entertained by the music of Ra-
mén Raquello and his orchestra.” Then, just like a horror movie which
starts out slowly and then gets increasingly petrifying, the script took
listeners to the New Jersey town of Grovers Mill, 22 miles from Trenton.
It was 8:12 pm. The time was significant, for Edgar Bergen and Charlie
McCarthy had just completed their opening skit and a commercial fol-
lowed for Chase and Sanborn coffee.

Millions of listeners quickly switched their dials—to CBS where an
announcer was saying, over the sounds of sirens and crowd noises,
“...I'll move the microphone nearer. Here (Pause). Now we're not more
than 25 feet away. Can you hear it? Oh, Professor Pierson!” “Professor
Pierson” was none other than Orson Welles, and he was reading his lines
with great equanimity. The announcer asked him if he could tell the audi-
ence the meaning of “that scraping noise inside the thing?”

“Possibly the unequal cooling of its surface,” Pierson noted calmly.
Did he still believe it was a meteor, he was asked? “l don’t know what to
think,” came the professor’s matter-of-fact reply. Then, although the sub-
ject of invaders from space had not even been raised yet, he volunteered
some startling information. “The metal casing is definitely extraterres-
trial . . . not found on this earth. Friction with the earth’s atmosphere usu-
ally tears holes in a meteorite. The thing is smooth and, as you can see,
of cylindrical shape.”

Just than announcer Phillips interrupted to note that “Something'’s
happening!” Suggesting that “this is terrific,” he excitedly noted that the
end of the “thing” had begun to flake off and that the top was starting to
rotate like a screw. The crowd around grew excited. An announcer came
on to say that this was the most shocking thing he had ever witnessed.
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“Wait a minute! Someone’s crawling out of the hollow top. Someone or

. something. |1 can see peering out of that black hole two luminous
discs . . . are they eyes? It might be a face. It might be . . .."” The crowd
by now was shouting and the announcer sobbing. He described in even
more graphic terms what he saw, something wriggling out of the shadow
like a gray snake, and another and another. Then he saw what appeared
to be tentacles followed by the “thing’s” body, and he described it as large
as a bear and glistening like wet leather. The face had him spellbound. “I
can hardly force myself to keep looking at it. The eyes are black and
gleam like a serpent’s. The mouth is V-shaped with saliva dripping from
its rimless lips that seem to quiver and pulsate . .. ."”

A terrifying fear seemed to grip everyone, including the announcer
who by now was forced to give way to a second one. The replacement
quietly observed that “We are bringing you an eyewitness account of
what's happening on the Wilmuth farm, Grovers Mill, New Jersey.” After
a brief musical interlude, the announcer returned to the air to say that
they were going back to Carl Phillips at Grovers Mill. By this time, police-
men were trying to move closer to the Martians, but the extraterrestrials
shot out a sheet of flame to keep the officers back. The crowd wailed, a
barn blew up, and then all was quiet on the air. A new announcer declared
disappointedly that circumstances beyond their control prevented the
station from continuing the broadcast from Grovers Mill. As perplexing
as it must have been to listen to the broadcast, one can imagine how
panic-stricken the true believers must have felt when suddenly the direct
news reports from the farm ceased.

Just as suddenly, the reports were resumed, but they were now
worse, much worse. At Grovers Mill, state police were being burned to a
crisp; the commander of the state militia in Trenton, Brigadier General
Montgomery Smith, announced that the government had placed Mercer
and Middlesex counties and the environs under martial law. Pierson, who
somehow broke away from the Martians, now told listeners that the visi-
tors were definitely armed with what he described tentatively as a heat
ray. The second announcer confessed that he had reached “the unescapa-
ble conclusion” that a vanguard of an invading Martian army had indeed
landed in the Jersey farmlands. No friendly ETs, these little “things.” This
was clearly an encounter of a different kind. The announcer added in a
near state of shock that the New Jersey National Guard had been rubbed
out as had the Army Air Corps even as martial law was decreed over a
wider region, throughout New Jersey and eastern Pennsylvania.

All that the President of the United States could do was to declare
a national emergency. A man described as the Secretary of the Interior
but sounding strikingly like Franklin Roosevelt merely prayed to God for
help. An “end of the world” hysteria appeared to grip a telephone opera-
tor who proclaimed from Newark, New Jersey, that poisonous black
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smoke was billowing in from the Jersey marshes. The operator urged the
population to move into open spaces inasmuch as gas masks were now
useless. Cars were told which routes to take. But where could one safely
go?

Only one announcer was still alive, a fellow named Ray Collins who
stood on a rooftop in New York City and spoke as bells chimed in the
background to warn residents that they should evacuate the city. He ad-
vised listeners to take the Hutchinson River Parkway and to avoid the
bridges to Long Island which were already saturated. A choir was singing
in the background while Ray Collins delivered a bulletin that spoke of
“Martian cylinders” dropping around the nation, one outside Buffalo,
another in Chicago, yet another in St. Louis. Oblivious to what was actu-
ally going on in the real world, Collins tossed out descriptions of the Mar-
tians even though the gas had obviously affected his voice. A massive
tragedy was played out before his eyes, black smoke drifting over Man-
hattan, the metal hands of the Martians rising up, thousands of citizens
running in vain toward the East River as the gas rendered them lifeless.
The gas reached Times Square, crossed Sixth Avenue, Fifth Avenue, all
the while people were dropping. Collins began to fade out as he franti-
cally noted that the gas was only 100 yards away, then 50 feet. An opera-
tor appeared on the air to ask where everyone in New York City was.

Finally, there was a station break.

Moments before—at 8:32 p.M. precisely—a CBS program supervisor
named Davidson Taylor was called away from his control panel in Studio
One to take a phone call which notified him that nearly two out of every
three local stations had interrupted the broadcast to calm listeners and
to stress that the program was pure fantasy. During the program a phone
call came from a police station to the CBS control. “What's going on up
there?"” asked an officer. One policeman peered through a porthole win-
dow at CBS to find out for himself, but when he tried to enter, an actor
pushed him out. What the phone call and the peeping cop indicated were
that the Welles broadcast was mushrooming into something beyond what
the “Mercury Theater” players had imagined.

Either to protect the CBS staff from frantic citizens outside the
building or, perhaps more likely, to cage the staff in while some tough
questions could be asked, a knot of policemen surrounded the building.
Meanwhile during the station break CBS was again informing its audience
that Orson Welles and his “Mercury Theater” were in fact pulling a fast
one on them. And for some time thereafter, CBS made sure to announce
hourly that the Welles broadcast was total fabrication. But that had no
effect on the hundreds of thousands of people who took the show seri-
ously, took to the streets, and acted very much as if the end of the world
were at hand. So many hysterical people crowded Riverside Drive that it
became impassable to traffic. Worse affected was northern New Jersey—
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that, after all, was the region where the little “men” had been located.
The threat of asphyxiation and death by flames sent people to their cars,
to train and bus stations. The end of the world was in progress, and a
ticket to anywhere was in great demand. While governors insisted that
martial law had not been declared, the disbelieving crowds were pouring
into churches in tears; their aim was to seek absolution prior to the inevi-
table arrival of the extraterrestrials. The slightly less fearful made sure to
call local stations and police to get a firsthand reading of the planetary
crisis. Howard Barlow, the CBS conductor, was driving with his wife back
from the country that night and noticed that nobody was going into New
York. Yet there were thousands of cars streaking out of New York as fast
as they could. “We wondered what in the world was the matter.” (5)

“Goodbye, everybody,” Orson Welles said to his listeners in parting
as the show wound down to a close. “And remember, please, for the next
day or two the terrible lesson you learned tonight . . . and if your doorbell
rings and nobody’s there, that was no Martian! It's Halloween.” Welles
concluded the broadcast By saying that it was “the Mercury Theater’'s own
version of dressing up in a sheet . . . and saying Boo!"” But that was not
the end of it. A mayor from the Midwest phoned John Houseman in the
control room to say that the residents of his city were running amok in
the streets. Woe to CBS if, as Welles had just insisted over the air, the
whole program was one big put-on! No sooner had Houseman put the
phone down than blue-uniformed New York City police penetrated the
inner sanctum of CBS to report the latest news in their angriest tones:
because of the program there had been numerous suicides and deaths on
the road. A crowd in a New Jersey building tried to vacate the premises,
resulting in a mass tragedy. ’

Around the United States phone calls came into newspapers. Some
875 calls were registered at The New York Times. People were asking what
to do. The Associated Press sent out an explanatory bulletin te member
newspapers. Calls flooded police stations. Priests were sought by many
seeking confession. Others simply headed for the highways between New
York and Philadelphia. A few people found old gas masks in closets.
Sailors were summoned back to ships from their shore leave. When an
Indianapolis woman screamed at church congregants that the world had
come to an end according to the radio, the church service broke up. Resi-
dents in the State of Washington thought they had ample proof when a
power failure occurred in their town.

It was not clear how many reports of deaths and tragedy were true,
but CBS and Welles clearly had a problem. Although, as it would eventu-
ally become apparent, no one was actually killed, John Houseman said
later, “We thought we were mass murderers for a while.” (6) For Welles
and Houseman, there was little consolation in the fact that, having broken
no law, they would not have to go to jail. Listening to the reports of how
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people reacted to the program, Welles might have thought prison a pleas-
ant holiday compared to what might be in store for him. Still, although
many citizens wanted to wring Orson Welles's neck, some were amused.
One was Franklin Roosevelt. The day after the program the President sent
Welles a cable, saying, “This only goes to show all intelligent people were
listening to Charlie McCarthy.”

The press was less amused. The morning after the program it head-
lined: “Radio War Terrorizes (.S., Panic Grips Nation as Radio Announces
‘Mars Attacks World."” There was not much anyone could do against
Welles, but the Federal Communications Commission, promising that it
would think of establishing a new radio code, described the program as
“regrettable.” For CBS'’s part, little could be done. Davidson Taylor, the
CBS program supervisor, had been summoned the morning after the pro-
gram to Ed Klauber, for what he assumed would be announcement of his
dismissal. Instead, Klauber said simply, “I've read the script. Not knowing
what we now know, I'd have cleared it, too.” (7)

Afterward, some analyzed why so many had panicked. A Princeton
University survey said that 6 million heard the program, and of those 1
million believed it and were frightened. Writer Dorothy Thompson
thought it the news story of the century. She asked not so much why
large numbers had panicked, but what it meant in political terms. What
emerged from the program, in her view, was a new awareness of just how
dangerous the actual “Martians” of everyday life could be. What Welles
had pointed out with great poignancy, she observed, was the frightening
manner in which the true “terrors” of this century, Mussolini, Stalin, and
Hitler, played to the crowds, appealed to their emotions, and sought to
win them over. This analysis may have been true, but few were soothed
by it. There was general belief that Welles still should not have been per-
mitted to toy with everyone’s emotions so cavalierly. Thus, broadcast offi-
cials decreed that there would be no more interruptions for fictional news
bulletins on radio dramas. Those fictionalized bulletins were all too realis-
tic. Another question was raised by the famous “Martian” broadcast: be-
fore the “War” program, “Mercury Theater’s” ratings had been low. Yet
the furor caused by this broadcast suggested that the ratings services
were inaccurate. As for Welles, the publicity surrounding the “Worlds”
broadcast had catapulted him and the “Mercury Theater” into the lime-
light. Suddenly, a sponsor, Campbell Soup Company, came forward. Still
slotted in the same tough 8 pm. time period opposite Edgar Bergen and
Charlie McCarthy, the “Mercury Theater” now became the “Campbell
Playhouse.”

Welles appeared surprised that the broadcast had been taken so se-
riously. Far from expecting the radio audience to take the program as
fact, he noted that “We feared that the classic H. G. Wells fantasy . ..
might appear too old-fashioned for modern consumption.” (8) How wrong
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he was. Yet Welles was still trying to get the audience to believe the broad-
cast. “Radio,” he said cryptically, “was a voice from heaven and | wanted
to destroy it. So it was a huge practical joke.” (9) Never again would an
Orson Welles manage to bamboozle so many people for so long over the
airwaves. But a lesson indeed was to be learned, and it would be remem-
bered for years to come. Radio, and later television, had a potential power
that could drive people to the streets in panic.

While the Welles broadcast had been far more dramatic than imagined
or intended, it was clear that serious drama did have a place on the new
medium. Indeed, such programs gave CBS a new level of prestige in the
latter part of the 1930s. The man who came to symbolize this develop-
ment was Norman Corwin. While Archibald MacLeish and Orson Welles
were only part-time radio artists, Corwin worked entirely within CBS. He
helped to build a new self-confidence at the network, based on the notion
that programming could be self-generated and still be of high quality.
The Boston-born Corwin would become CBS’s prime mover and shaker
of the radio drama. He had started his career as a newspaperman, work-
ing for the Springfield (Mass.) Daily Republican. He became the Republi-
can’s radio editor while working as a newscaster for WBZ. Arriving in New
York in 1936, he did a 15-minute program of poetry reading over WQXR.
Corwin knew about CBS'’s “Columbia Workshop” and in 1938 became a
director there. He had an idea for a series of broadcasts, adapting a num-
ber of nursery rhymes to radio, and to do the pilot, he needed the princely
sum of $200. William B. Lewis liked the idea and decided to back Corwin.
The show was called “Norman Corwin’s Words Without Music,” and it
was aired on a Sunday afternoon following the New York Philharmonic
concert. Then at Christmas 1938, Corwin produced his first program,
“The Plot to Overthrow Christmas.” The program became a classic, with
its light verse not only parodying radio but mocking the powers of the
rising fascism across the sea. Tongue-in-cheek but optimistic, light-
hearted but a bit irreverent, the program gave Corwin a reputation as one
of radio’s bright new talents. There followed “They Fly Through the Air
with the Greatest of Ease,” another attack on fascism. The public loved
it. Mail came streaming in. Corwin’s picture appeared in Time magazine.
On the strength of his past work, Corwin won the right to do his own
series of programs under the aegis of “Columbia Workshop.” The series
was called “Twenty-six by Corwin.” He did everything, coming up with the
idea for the program, writing, it, directing it, producing it. As a result of
that series and his other highly touted programs, Corwin was known as
radio’s poet laureate. CBS promoted its star. Paley loved him. “CBS told
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me,” Corwin recalled later, “they never bothered to take ratings on my
programs. ‘We don't care,’ they said, ‘how many people are listening or
not listening to your programs. We believe in it.”” (10)

In the late 1930s, CBS executives could make such statements; in
later years they would hold totally contradictory views. Of course ratings
didn’t count for Norman Corwin. His programs were all sustaining. They
had no sponsors. Hence, even if ratings had mattered a great deal—and
in those days they did not—there was no one to bring pressure on CBS
to cancel the program. Corwin’s programs appeared popular, but few paid
that much attention to exactly how many people were listening, because
Corwin's programs gave CBS a programming identity. Whereas before
the network represented little more than a series of studios for hire and
a chain of affiliates stretching from the East to the West coasts, now CBS
stood for the high-quality program, self-generated, self-produced. Just as
it was beginning to establish an identity as a primary source in covering
the news, so too was it acquiring a reputation as a source for program-
ming.
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five

“THis ... Is LONDON."”

War was coming. Most of those who had been following events in
Europe conceded that fact. H. V. Kaltenborn was an exception. He an-
nounced that he was so certain there would be no fighting that he was
sending his son and new daughter-in-law to Europe on their honeymoon.
But, if not all were as convinced as Bill Shirer that war was inevitable,
many sensed that the Anschluss and Munich were preludes to more vio-
lent events. One man who remained uncertain during that summer of
1939 was Ed Murrow. Writing to Ed Klauber from London on July 26, he
noted that “such plans as can be made have been made for covering the
next crisis, which | remain convinced will not result in war.” (1) Still, it
behooved CBS to prepare its troops. Until 1938, its foreign staff had con-
sisted of three correspondents, Murrow in London, Shirer in Berlin, and
Thomas Grandin, hired that year and placed in Paris. It was time to find
more American reporters who, as neutrals in the conflict, would be able
to cover both sides of the coming war. The network by now had a group
of stringers in various capitals. Paul White was sent to London that July
to decide whether to hire more permanent staff. He approved only one
additional foreign correspondent, and so Murrow hired a 26-year-old fel-
low who was doubling as city editor of the Paris edition of The Herald
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Tribune and night editor of United Press. His name was Eric Sevareid.
CBS was adding to its New York staff as well. Major George Fielding Eliot,
an author and lecturer on military subjects, was hired to do news analysis.
Elmer Davis, a freelance writer and Rhodes scholar, came aboard at first
as a substitute for Kaltenborn who was vacationing in Europe! Davis’s
first assignment was to do a 5-minute evening news broadcast at 8:55 p.M.
(Three years later, Davis was appointed director of the newly created Of-
fice of War Information of the U.S. government. He later appointed Ed
Klauber as his deputy.). Eventually, CBS would have a full array of corre-
spondents in place, including Cecil Brown in Rome and William L. White
in Helsinki. Charles Collingwood and Howard K. Smith would be added
to the London staff.

During the late summer of 1939 CBS executives in New York ex-
hibited a sense of wishful thinking: no one wanted war, so war would not
break out. Paul White had been urging Ed Murrow and Bill Shirer to orga-
nize a program that White wanted to call “European Dances.” The two
CBS European correspondents would go to night spots in Hamburg,
Paris, and London and from each club broadcast an evening of dance
music and entertainment. Shirer thought White’s notion preposterous—
it would illustrate a Europe dancing while slipping inevitably into war.
Still, White insisted that Shirer go ahead with plans to broadcast a pro-
gram from the St. Pauli nightclub district in Hamburg. It was scheduled
for broadcast on the final Sunday of the summer—August 25. But, in the
end, the show was never aired because Shirer and Murrow would not go
along with the idea.

Bill Shirer had no doubts about the coming violence. He could peer
across the street from his hotel room at the Adlon in Berlin as an antiair-
craft gun was installed on the roof of 1. G. Farben. He noticed more and
more German bombers flying over the city. Even more significantly, he
had an instinct that the developments could not go on much longer with-
out exploding into war.

As the war drew near, Murrow, Shirer, and Grandin were doing four
to five broadcasts each day. Whenever there was news from Europe, CBS
would air a roundtable discussion from its overseas correspondents. In
that last week of August, CBS would outdo NBC in shortwave pickups
from Europe, eighty-one to seventy-nine. Some were willing to acknowl-
edge that NBC often did as good a job as its rival, but, as Fred Bate noted
candidly, “The difference was that CBS had something we didn't have—
Ed Murrow.” (2) There was another difference. NBC was still utilizing
newspaper correspondents, Parliament members, and other public fig-
ures on its broadcasts while CBS relied upon its own correspondents who,
in the words of Variety, were able to get “closer to the human element,
and. . . get to essentials quickly, [and] interpret past and present as simply
as possible for the ordinary listener.” Often the two would converse, Mur-
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row in London, Shirer in Berlin. At times they were able to circumvent the
censors in both cities. Although they were supposed to obtain the censor’s
approval in advance for whatever they planned to broadcast, they discov-
eredthat by achange of voice tone here and there, they could communicate
a great deal that the censor might not have otherwise permitted.

oo

When war broke out, CBS found itself in the enviable position of having
the story all to itself. Once Franklin Roosevelt had declared a national
emergency to enforce neutrality, much of the broadcasting industry be-
lieved that it was time to cut back on broadcasting the news from Eu-
rope—to appear as neutral as possible. Although such thinking may now
appear convoluted, both NBC and Mutual did in fact stop all broadcasting
from Europe; for a time no war bulletins or unsponsored commentators
were broadcast on NBC as well. That left CBS as the only network broad-
casting from the scene in Europe. To some extent CBS followed the gov-
ernment’s apparent wishes: it reduced the number of war bulletins and
commentaries by H. V. Kaltenborn.

While enjoying the exclusivity, CBS correspondents were grinding
their teeth over other frustrations. As Murrow and Shirer had long feared,
the CBS policy of not permitting correspondents to use tape recorders
was now coming back to haunt them. Bill Paley and Ed Klauber still be-
lieved that tape-recorded broadcasts could only bring harm to the net-
work. The ban was, in Shirer's words, “an idiotic ruling that prevented
American radio from doing the job it should have done covering World
War 11.” (3) From the 1980s’ perspective, when tape recorders have be-
come accepted, and have allowed radio newspeople to function with great
efficiency and imagination, such an attitude appears both strange and
self-defeating. Yet that attitude was the prevalent one at the start of World
War Il

From the earliest moments of the war, CBS issued warnings to its
correspondents and analysts to broadcast fairly and objectively. Shortly
after Britain declared war on Germany in early September, Bill Paley had
Ed Klauber send out a memo to the CBS organization providing instruc-
tions on how to report the war. The chairman insisted that CBS be fair
and factual, and its correspondents must maintain calm while at the mi-
crophone. Out of a sense of fairness, CBS would allow opposing view-
points to be heard. For example, after President Roosevelt gave an ad-
dress discussing his proposed revision of the Neutrality Act, CBS allowed
thirty-four speakers with differing points of view to speak during the five-
week period before Congress voted on the Act. (CBS'’s reluctance to take
a partisan stance in favor of joining the war spilled over into program-
ming; hence, it clung to the belief that there should be no dramatization,
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no portrayal of emotion over the war. Grace Field was therefore kept from
singing five Shakespearean sonnets over the air on the grounds that they
contained “prophetic messages” about the war.) Throughtout the fight-
ing, these warnings to broadcast objectively would be issued. Those warn-
ings led Eric Sevareid to note, “We must not display a tenth of the emo-
tion that a broadcaster does when describing a prize fight.” For as long
as the United States had been neutral, CBS did not want to appear guilty
of pushing the country into war. “This was right,” wrote Sevareid, “it was
the only legitimate way to perform our function—but it was very hard.”

4)

L

CBS News would flourish during World War 1. Its correspondents were
experienced; they knew the story, the newsmakers, and the turf. And they
knew how to get the story to New York. Never was this more the case
than the exclusive Bill Shirer managed to file in June 1940 when he
“beat” Adolf Hitler on the announcement of the French-German armi-
stice. Hitler had wanted to inform the world himself in Berlin of this major
development. He had in fact ordered all the correspondents, foreign and
German, flown back to Berlin from Compiégne. Hitler wanted the journal-
ists present when he would announce the French surrender. The Ameri-
can press was perfectly willing to comply, aware of how difficult it would
be to file from the spot of the signing. But Shirer decided to hang around,
hoping to see the final scene in the armistice car. His were the instincts
of a professional journalist. Perhaps, he thought, the French won't sign.
He would not know if he were part of the pack of newsmen being routed
back to Berlin. Whatever happened, it would be history, and the place
for a radio newsman to give an eyewitness broadcast. He learned that all
broadcasts from Compiégne would be recorded in Berlin and retransmit-
ted to the United States only after Hitler had given his approval. By being
at the scene, Shirer would beat the newspaper boys by many hours. At
6:42 p.M. the two delegations met in Marshal Foch’s old railroad coach for
the signing. Shirer, congratulating himself on his great fortune, watched
every historic step. He saw the French representative, General Charles
Huntziger, fighting back tears. And he could hear the pens as they
scratched out the signatures. A minute of silence was observed for the
fallen of both sides. The French then had to sign an armistice with Italy.
Pipe in his mouth, Bill Shirer wrote his story on an old typewriter as Ger-
man soldiers stood around indifferently. He set up his microphone near
the army communications van some 30 yards from the armistice car. Rain
was falling lightly. The German army and the Reichs Rundfunk had asked
Shirer—and he had agreed—to make a joint broadcast to CBS and NBC.
There was simply no time for CBS to make its own transmission as the

86 "THIs Is LONDON. **

WorldRadioHistory



precious phone line was desperately needed by the Germans. At 8:15 pm.
Shirer called both CBS and NBC but had no idea whether anyone at either
network was even listening. “Hello CBS, New York. Hello NBC, New York.
This is William L. Shirer in Compiégne, scene of the Franco-German ar-
mistice talks. In exactly 5 minutes from now we shall begin broadcasting
from here on the results of the armistice talks. . . . Hello CBS, New York.
..." When, after a few tries, CBS picked up Shirer just a minute before
he was due to start, the Saturday skeleton crew had to scrounge around
for someone to serve as an announcer. Elmer Davis was located at a res-
taurant on 52nd Street and urged to come offer commentary. Shirer
spoke for the first 20 minutes and then the NBC stringer used the last 10
minutes. Shirer has noted that it may have been the first joint broadcast
the two networks ever made. (5) (From the field, at any rate. Lowell
Thomas, of course, had delivered the news for some time over both the
CBS and NBC networks.)

At 12 noon the next day Shirer was awakened by banging on his
door. It was Walter Kerr, the New York Herald-Tribune correspondent, who
had been unable to get to Compiégne on Saturday. Having listened to
shortwave rebroadcasts from New York that were largely CBS's, Kerr told
Shirer that he had scooped the world. He offered Shirer his congratula-
tions. For several hours Shirer’s description of the armistice signing in
Compiégne Forest was all that American listeners had on the story. Shirer
was ahead of the newspaper correspondents in Berlin, and well ahead
even of Adolf Hitler. The German Chancellor had only released the news
at 11:30 p.M., more than three hours after the signing. The Berlin news-
men had to wait to get their stories out after Hitler's formal announce-
ment. As Kerr related to Shirer, CBS in New York was at first troubled
that no other news reports on the armistice were coming through. CBS
commentator Elmer Davis pointed out that Shirer was still the only
source for the story. But he noted, “Mr. Shirer is a very experienced corre-
spondent and an extremely conscientious one. We expect confirmation
from other sources shortly. In the meantime, stay tuned. . . .” Ed Murrow,
upon hearing Shirer’s broadcast, phoned Chequers to tell Winston
Churchill the news. Churchill had not yet heard it. Although the source
was Murrow, Churchill refused to believe it.

Ironically, what Shirer considered the greatest scoop of his career
occurred in part as a result of a technical mishap that played beautifully
into the newsman’s hands. The German radio engineers in Berlin who
were on the receiving end of Shirer’s military phone line from Compiégne
were supposed to direct his broadcast to a recording machine at the
Reichs Rundfunk for recording. But they threw the wrong switch and in-
stead channeled it into a shortwave transmitter at Zossen, a technical er-
ror that sent Shirer’s words out automatically to--New York! Furious at
being scooped by Shirer, Hitler ordered an investigation. Shirer was ques-
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tioned by the army, Rundfunk officials, and the Propaganda Ministry. He
insisted that he was not to blame. Was it only a technical error? Perhaps
not. Some were convinced that the German army, angry at Hitler for tak-
ing all the credit for the German victory over France, were responsible
for permitting Shirer’s broadcast to get out.

Although Shirer escaped unharmed this time, the CBS correspon-
dent found the atmosphere in Germany increasingly chilly. He had less
and less desire to work in Germany, censorship being the principal rea-
son. Shirer made clear to his superiors in New York that if censorship got
too bad, he would feel compelled to leave the country. In April 1939 he
had arranged with CBS to broadcast Hitler’s speech at the launching of
the battleship Tirpitz in Wilhelmshaven. Shirer had been in a German
Broadcasting Company control room in Berlin where he had planned to
introduce Hitler for the relay to New York. Soon after Hitler began speak-
ing, someone—Shirer thought it sounded like Goebbels—had demanded
that the CBS broadcast be cut off. The voice, trying to sound generous,
said a recording of the speech could be made from the one the Germans
were making. That was an extremely poor alternative to Shirer. He pro-
tested that listeners in the United States had probably become convinced
that Hitler had been assassinated. At least, he said, let him announce that
the speech had been interrupted due to technical difficulties and that Hit-
ler was continuing his speech. But that attempt to scotch the rumors was
vetoed. Fifteen minutes later, Paul White came on the line, just as Shirer
had predicted, to pass on reports in the United States that Hitler indeed
had been assassinated. Shirer tried to put White—and the American lis-
tening audience—at rest. But when White tried to hear Shirer on the cir-
cuit, German officials turned thumbs down. White wanted to know if
Shirer was really free to speak, and the answer came back yes. Then why
were you cut off, White asked? Shirer could only say in honesty that he
did not know. He only knew that the order came from Adolf Hitler.

New York still thought it more desirable that he remain in Germany
than leave. “Bill,” cabled Paul White from New York, “We thoroughly un-
derstand, sympathize condition in Berlin, but feel we must carry on with
broadcasts even if only reading official statements and newspaper texts.”
(6) Shirer thought this preposterous; he had not been hired to read official
handouts or to regurgitate Nazi propaganda from the newspapers. Sarcas-
tically, he told White to find himself a pro-Nazi American student and pay
him $50 a week to read such items. CBS didn’t need Shirer for that. Dur-
ing that spring, while the war was going well for Adolf Hitler, Shirer man-
aged to tolerate the German censor. But by September, as the British
bombing of Germany intensified and Hitler pondered whether to invade
Great Britain, Bill Shirer was getting increasingly annoyed at the Nazis’
interference with his reporting. They did everything they could to keep
the ugly truth of the war from reaching Shirer’s listeners. He was not even
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permitted to read the headlines from German newspapers over the air.
Moreover, he had to use a lip microphone, so-called because it was held
cclose to one’s lips, thus eliminating all other sounds that might be
picked up by the mike. The Germans had no desire for the outside world
to hear the firing of antiaircraft guns ringing Broadcast House or, for that
matter, the incoming bombs dropping nearby. That would have been an
admission that the war was much closer to home than acknowledged.
Sometimes the Germans insisted that Shirer enter an air raid shelter; he
suspected that they did so to prevent him from broadcasting the British
air raids. But that ban on Shirer hardly mattered; back in New York, Elmer
Davis was telling CBS listeners—and the Germans heard him say this—
that it was true that Shirer had made no mention of air attacks, but it was
also true that the bombs around the CBS correspondent in Berlin were
so loud that Shirer could hardly hear his own voice.

For Shirer, leaving Germany seemed inevitable. When he sent his
wife and child out of the country, Shirer considered going with them, but
Paul White again asked that he remain in Berlin. A German invasion of
England seemed likely, and White wanted CBS to have a presence in Ger-
many. For the next few months Shirer held on. But by December 5 he
pulled out, by this time concerned that the Germans might turn on him.

OO

Back in the United States, patriotism required that anyone who could,
chief executive or bottle washer, should rush to put on a uniform. Bill
Paley was no exception. In the early summer of 1940 an aide to President
Roosevelt, James Forrestal, had offered him the government post of Coor-
dinator of Inter-American Affairs. The CBS chief was grateful but insisted
that he wasn’t right for the job. From their work together at the Museum
of Modern Art, Paley knew Nelson Rockefeller, and so the CBS chief sug-
gested the future Vice President of the United States as his replacement.
Forrestal accepted the recommendation, and thus began Rockefeller’s ca-
reer in politics. During that fall, Roosevelt still had Paley in mind for offi-
cial work. And this time Paley couldn't refuse. The president asked him
to use his background in radio to counteract Nazi propaganda and its
influence over radio stations in Latin America. Thus on November 8,
1940, Paley left on a seven-week tour of South and Central America. The
trip also benefited CBS, for Paley managed to sign up sixty-four
stations to receive entertainment, cultural, and news programs from CBS
in Spanish and Portuguese. In his official capacity, Paley investigated the
influence of Nazi Germany wherever he visited and then reported back to
President Roosevelt. It was always understood at CBS that if and when the
United States entered World War Il, the Paley-initiated network in Latin
America would be turned over to the U.S. Government. That is just what
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happened. CBS began its broadcasts to Latin America in May 1942, but
just six months later the U.S. Government took over the new facility. Iron-
ically, the man then running this “CBS network” was Nelson Rockefeller,
in his capacity as Coordinator of Inter-American Affairs!

OO

As the war advanced, CBS intensified its coverage. In June 1941 the Ger-
man army moved eastward to attack Russia. CBS sent Larry LeSueur via
Archangel to the Soviet Union where he began shortwave transmissions
from Moscow. During that same year Howard K. Smith joined CBS and
went to Berlin. (Despite Shirer’s difficulties, CBS still wanted a man on
the spot.) Charles Collingwood also joined the network, working at first
in England, and Cecil Brown went to the Far East for CBS. Meanwhile,
CBS was getting ready for the inevitable American entry into the war. By
the end of 1940, CBS would have thirty-nine correspondents around the
world. By 1941, the number of correspondents and stringers had risen to
sixty-five. They would work hard. From Pearl Harbor to VJ-Day, CBS Ra-
dio would present 37,500 broadcasts, or nine months of war-related pro-
grams in all.

CBS had kept war songs from the airwaves for some time. They were
thought to strike too partisan a note. Now that the ban was lifted, it was
possible to turn on a radio station and hear a medley of “Over There,”
“Tipperary,” “Till We Meet Again,” “K-k-k-katy,” and “Pack up Your Trou-
bles.” The war songs, of course, were all from World War I. It hardly mat-
tered. They reflected the new mood in the United States, a mood that sug-
gested that soon American troops would be going “over there” once
again.

The war would not impair CBS financially. In 1937, it had grossed
$34.2 million with a net of $4.3 million. Even as the nation was switching
over to a war economy, the network’s gross was $62.2 million in 1942
with a $4.1 million net. Fully 724 CBS employees went into military ser-
vice, including Bill Paley. By 1944, CBS had improved its financial situa-
tion so that it reported a gross of $84.9 million with a net of $4.7 million.

«ononoOno”

No man would arouse American sympathy for the plight of the British
during those early days of war as much as Edward R. Murrow. His reports
from Britain during those horrifying days of August and September 1940
would have a major effect on the American attitude toward the war. By
bringing vivid descriptions of the Blitz of London into Americans’ living
rooms, Murrow managed to inject a sense of urgency and, most impor-
tant, a feeling that Britain’s war was fast becoming America’s. Murrow
had that most rare of commodities—credibility. He would advise his pro-
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tégés to speak to their listening audience as if they were at a dinner table
in the United States with a local editor, a banker, and a professor, talking
over coffee. The idea, he would tell them, was to describe what the event
was like, while the maid’s boyfriend, who might be a truck driver, listened
from the kitchen. “Talk to be understood by the truck driver,” Murrow
would say, “while not insulting the professor’s intelligence.” And that was
precisely what he would do in his broadcasts; he would talk to everyone,
the simple man, and the not so simple.

His broadcasts conveyed the fact that he was reporting the battle
from up close. He avoided air raid shelters, telling friends that once he
went near one, it would be a sign that he had lost his nerve. Murrow knew
that the only real way to report on a story was to be there, to be up close,
so that he could record the sights and sounds. Other newsmen, out of
envy or perhaps guilt, would accuse Murrow of exhibitionism, of being
“macho,” of harboring a secret death wish. But the fact was that Murrow
got to the story and others did not.

It began in 30 million American homes on Saturday, August 24,
1940 when Murrow described the first moments of the Battle of Britain.
“This is Trafalgar Square,” he opened. “The noise that you hear at this
moment is the sound of the air-raid siren. A searchlight just burst into
action, off in the distance, an immense single beam sweeping the sky
above me now. People are walking along very quietly. We're just at the
entrance of an air-raid shelter here, and | must move the cable over just
a bit, so people can walk in.” His voice was quiet, sober, no betrayal of
excitement—or fear. Murrow had been in Europe since 1937, and now, in
the words of his biographer Alexander Kendrick, had “definitely taken
upon his shoulders the cares of the world.” (7)

Murrow always wanted to get as close to the story as possible, what-
ever the dangers involved. As many as 1,000 German planes might be
bombing London on any given day during the twelve-day September
Blitz. Along with NBC’s Fred Bate, Murrow wanted to do a live broadcast
from a London rooftop during a German bombing run. The Air Ministry
said no, on the grounds that Murrow’s broadcast could not be censored
properly. He tried to convince the ministry there would be no such prob-
lem. But they were not in a mood to listen. Nonetheless, Murrow put on
a tin hat, took a sound man with him, and did a recorded broadcast of a
raid from the rooftop of the BBC, a major military target. “I'm standing
on a rooftop looking out over London,” he began. ““At the moment every-
thing is quiet. For reasons of national as well as personal security, I'm
unable to tell you the exact location from which I'm speaking. Off to my
left, far away in the distance, | can see just that faint red angry snap of
anti-aircraft bursts against the steel-blue sky, but the guns are so far away
that it's impossible to hear them from this location.” As he spoke, he
could look across the street at the damaged building where the two floors
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directly above CBS'’s fourth-floor office had been wiped out by a recent
air raid. The CBS correspondent was thrilled. Now he was getting the
genuine sound of the Blitz. Other American newsmen got the sounds of
the war from the safety of their basement. They would wait for the BBC
to have someone thrust a microphone out over the roof, obtain the re-
cording of the raid, and then use it as part of their broadcast. That was
not Ed Murrow’s style. Murrow finally appealed directly to Winston
Churchill, who said yes. As luck would have it, when Murrow did his next
live rooftop broadcast, his voice was drowned out by the sound of gunfire
and the engines of the plane.

He would open his broadcasts by saying simply “This . . . is Lon-
don.” And he would close just as simply by saying, “So long, and good
luck.” Of all the broadcasts he did that month, perhaps the most moving
came on September 22. “I'm standing again tonight on a rooftop looking
out over London,” he began, “feeling rather large and lonesome. In the
course of the last fifteen or twenty minutes there's been considerable ac-
tion up there, but at the moment there’s an ominous silence hanging over
London. But at the same time a silence that has a great deal of dignity.
Just straightaway in front of me the searchlights are working. | can see
one or two bursts of anti-aircraft fire far in the distance. . . . Out of one
window there waves something that looks like a white bed sheet, a win-
dow curtain swinging free in this night breeze. It looks as though it were
being shaken by a ghost. There are a great many ghosts around these
buildings in London. The searchlights straightaway, miles in front of me,
are still scratching that sky. There’s a three-quarter moon riding high.
There was one burst of shellfire almost straight in the Little Dipper.

“Down below in the streets | can see just that red and green wink of
the traffic lights; one lone taxicab moving slowly down the street. Not a
sound to be heard. As | look out across the miles and miles of rooftops
and chimney pots, some of those dirty-gray fronts of the buildings look
almost snow-white in this moonlight here tonight. And the rooftop spot-
ter across the way swings around, looks over in the direction of the
searchlights, drops his glasses and just stands there. There are hundreds
and hundreds of men like that standing on rooftops in London tonight
watching for fire bombs, waiting to see what comes out of this steel-blue
sky. The searchlights now reach up very, very faintly on three sides of
me. There is a flash of a gun in the distance but too far away to be heard.”

It was pure Murrow, a calm, graphic voice, an eye for the colors as
well as the madness of the moment. In the midst of war, he speaks so
personally and hauntingly in such powerful images and sober tones that
the listener in his living room felt as if he were alongside of Murrow. He
was not only reporting back home to his “constituents,” he was in effect
creating a broadcasting style that would make CBS the supreme network
in news coverage during World War Il.
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“The Murrow standard” was quietly being adopted at CBS. Murrow
was so successful, why not imitate him? Everyone knew that Ed favored
short, concise statements, and so short, concise statements became fash-
ionable among CBS newsmen. Everyone knew that Ed spoke quietly, and
that he uttered strong, direct phrases in that deliberate, measured deliv-
ery. That too became part of CBS's broadcasting value system. Of course,
not everyone could be an Ed Murrow. A certain part of Murrow was
unique, not open to cloning. Anyone listening to his broadcasts from the
late 1930s and World War Il will spot that uniqueness immediately, the
undeniable sincerity, the sense of personal identification with the people
whom he was describing (in this case, the British). But, most of all, it was
his sense of humility. As he would often remark, because he spoke into
the microphone this did not give him greater omniscience. That humility
came through in his broadcasts, and his audience responded affirmatively
to his self-effacement. He also had the wonderful quality of being able to
kid himself, and thus, he could get away with kidding others. So when
there was that famous slip of the tongue from Larry LeSueur in Moscow,
calling a certain incident a “teapest tempot,” Murrow in London cabled
Paul White and asked if he would “Please purchase suitably-inscribed,
old-fashioned enameled single-handled teapest tempot and present to Le-
Sueur.” (8)

in Ed Murrow, CBS had nurtured one of the most important men of
the time. He was not simply a broadcaster. Perhaps only the President of
the United States had more influence over the masses than he did. In
early December of 1941, he wanted to use that influence in a way that he
believed was in the interest of his country. And so he went home on De-
cember 2 and was feted by CBS at a gala dinner at New York’'s Waldorf-
Astoria attended by 1,100. The dinner was Bill Paley’s idea. He wanted to
call attention to his star reporter, and of course to CBS. Murrow was not
just an asset, he was the main reason why millions of people were turning
to Paley’s network. Thanks to CBS’s European coverage, spearheaded by
the Murrow team, the network was fast developing an identity as the place
where one turned for excellence in broadcast journalism. And Paley was
happy, eager to exploit Murrow. Variety called that dinner “the most
celebrity-studded ever held for a radio employee.” (9) Twice the audience
rose in tribute to him. Murrow had a message to convey. America had to
get involved in the war in Europe. Britain’s future depended on it. Also
on hand was Archibald MacLeish, who was considered the poet laureate
of the Roosevelt administration, sitting to Murrow’s right. (Bill Paley was
to Murrow's left.) MacLeish introduced Murrow as someone who had “ac-
complished one of the great miracles of the world,” destroying “the most
obstinate of all the superstitions—the superstition against which poetry
and all the arts have fought for centuries, the superstition of distance
and time.” Murrow, said MacLeish, had also gotten rid of the “ignorant

“'THis IS LONDON. "’ 93

WorldRadioHistory




superstition that violence and lies and murder on another continent are
not violence and lies and murder here .. ..”

Four days later—on Saturday, December 6—Murrow planned a day
of golf at Burning Tree with his wife Janet. Later there was to be a dinner
at the White House and a private talk with Franklin Roosevelt. But an
event was occurring thousands of miles away that would interfere with
Murrow’s plans. The news about the Japanese attack on Pearl Harbor ar-
rived at the White House in midafternoon. Calling the White House, Janet
Murrow was told that the dinner had not been scrubbed. It was hard to
imagine. The United States had just suffered a major military attack and
the president still planned to find time for Ed Murrow. He and Janet were
told to come along anyway. Upon their arrival, they found harried men
running to and fro. Meanwhile, Eleanor Roosevelt fed them scrambled
eggs. It got late and so Janet returned to their hotel. Ed stayed behind,
waiting outside the president’s office on a bench in the hall, smoking cig-
arette after cigarette, as cabinet secretaries marched in and out along
with members of Congress and the military. He saw their faces, their
amazement, their fury. Finally, at 12:30 A.M., Roosevelt was free and
wanted to see Murrow. Over beer and sandwiches in the Oval Office, Mur-
row and the president chatted about friends they shared in England,
about morale there. The president made a big point of insisting to Mur-
row that Pearl Harbor had been a complete surprise. He then provided
details on the losses at Pearl Harbor, the number of dead, the number of
ships sunk, the planes. “On the ground, by God, on the ground!” (10) As
the president spoke those words mournfully, he pounded his fist on the
table with great force. Knowing these facts, Murrow now faced one of
the great dilemmas of his career. He went over to the CBS office and told
the people there that the situation looked grim. But, uncharacteristically,
he did not file a story. He paced the hotel room for the duration of that
night, sensing that he might have been handed the greatest journalistic
exclusive of his life. But something inside him insisted that the president,
while he had not said so directly, had meant the information to be off the
record. Murrow still argued with himself whether duty required that he
forget what he learned—or tell it. Ultimately, he decided to broadcast
nothing, convincing himself that his middle-of-the-night conversation
with the president had indeed been privileged. Later on, Murrow would
have some regrets, wishing that he had gone with the story. Throughout
his life, he would be asked about that evening and the remarkable conver-
sation with the president. But he could not bring himself to divulge the
details. He would say that he planned to include the details in the mem-
oirs he would eventually write. Few believed that Murrow would ever stop
long enough to write a book. (And indeed he never did.) It seemed more
likely that Murrow simply could not bring himself to violate what he
viewed as the president’s trust.
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The attack on Pearl Harbor would cause surprise to everyone, sol-
diers, politicians, and the American radio networks. WOR-Mutual was
busy at the Polo Grounds, covering the professional football game be-
tween the Dodgers and the Giants. CBS was luckier as the news came off
the wire just 5 minutes before its “World News Today"” program, the regu-
lar Sunday roundup from foreign locations. Oddly enough, the public re-
sponse to the tragedy was calm and quiet, a far cry from the panic that
ensued on that October evening three years earlier when Orson Welles
broadcast his famous fake reenactment of “War of the Worlds.” 1t had
been John Daly, then on the CBS staff and later the well-known modera-
tor of the television program “What's My Line” who took the United Press
copy off the wire and at 2:25 p.M. interrupted a network broadcast to say,
“The Japanese have attacked Pearl Harbor, Hawaii, by air, President Roo-
sevelt has just announced. The attack was also made on naval and mili-
tary activities on the principal island of Oahu . . . .” Sixteen minutes later,
Bob Trout in London reported that it was too early for British reaction.
At 3:01 pm., Elmer Davis went on the air with some direct news from
Honolulu where witnesses reported fire and heavy smoke at the American
facilities. Soon Bill Shirer was broadcasting from Berlin, where he pro-
nounced, “We didn’t want war with Japan, but now it's been forced on us
and our people will learn one more lesson of these tragic times: that you
cannot stay out of war merely because you wish to . . . .” CBS correspon-
dents were stationed in Honolulu and Manila, Sydney, and Singapore, as
well as Burma, Batavia, and Chungking. But W. R. Wills, the CBS Tokyo
correspondent, became silent, as did the men in Singapore and Manila.

No longer could radio stay neutral. A performance of Victor Her-
bert’s Babes in Toyland was canceled as being too frivolous; instead, Rise
Stevens went on the air to sing the National Anthem. Kate Smith seemed
to be singing the song continuously when she wasn’t conducting War
Bond drives. Like all other American institutions, CBS took on a war ori-
entation. Characters on its dramatic programs confronted problems re-
lated to the fighting. “The American School of the Air” had war news,
information, and instructions for the children; “Country Journal” pro-
vided farmers aid in solving wartime farming problems; “The Garden
Gate” promoted Victory gardens, “Church of the Air” had chaplains do
war-oriented broadcasts. Some company-owned stations went on a 24-
hour-a-day schedule, serving as part of the air raid defense system; they
also provided entertainment for defense workers on the overnight swing.

In 1943 alone, CBS provided some 17,000 hours of war-related pro-
grams, among them “They Live Forever,” which were dramas about men
who died in battle; “The Man Behind the Gun,” dramas about the battles
themselves; and “Womanpower,” which described the role of women dur-
ing the war. One popular show was “Our Secret Weapon,” which trained
its guns on the lies in Axis propaganda. Aired on Sundays at 7 pP.M,, it had
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a CBS announcer read a statement from a recent Axis broadcast, then
Rex Stout would come on and expose the lie. One example:

Announcer (in a sharp German accent): “The best soldiers and offi-
cers in the United States Army are Germans. So are all the best baseball
and football players.”

Stout: “As you see, they've got the facts, no getting away from it.
Take the six leading batters in the major leagues: Williams, Gordon,
Wright, Reiser, Lombardi, Medwick. Some bunch of Germans. Also the
great German prize fighter, Joe Louis.”

Experiments in television advanced even though it was wartime. The
great catalyst was CBS's engineer/inventor Peter Goldmark. Color televi-
sion had been successfully developed as early as 1928, just three years
after black-and-white television had been invented, but the color was
primitive, and improvements were hard to come by. In 1939, the broad-
casting industry was in a quandary: since the color systems were incom-
patible with black and white, the industry had to decide whether to de-
velop color or black and white. Opting for color would have been
facilitated by the paucity of black-and-white sets (3,000 in New York City
and many fewer in the other large cities). But no one had the time or
inclination to make such sweeping decisions.

In February 1940 RCA had come out with a prototype color system
which it showed to the FCC. Soon thereafter CBS was working on its own
because Peter Goldmark had gone to a movie one day. During a visit to
Montreal in March Goldmark decided to take in a movie while waiting for
the train back to New York. He saw Gone with the Wind and was so im-
pressed with its technicolor that he immediately concluded that black-
and-white television was inferior: “l could hardly think of going back to
the phosphorus images of regular black-and-white television. All through
the long, four-hour movie | was obsessed with the thought of applying
color to television.” (11) During the intermission he went to a corner of
the lobby, took out his notebook, and began to calculate the require-
ments for color television. In the hotel and on the train he kept on filling
his pages with equations. Getting Paul Kesten's approval to go ahead,
Goldmark then developed what became known as “the field-sequential
system of color TV.” Some irreverently dubbed it, “Goldmark’s whirling
dervish.” The system scanned the image, or field, that was transmitted
through a sequence of colored filters—red, blue, and green. Those filters
were built into a disc which rotated between the camera and the subject.
Goldmark’s color system scanned an image three times, once through
each filter. While each image was photographed through a colored filter,
it was transmitted as black and white. The color was added at the receiv-
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ing end. There, another disc, spinning in synchronization with the cam-
era, would add the red, blue, and green to those separate black-and-white
images. Although separately colored, the resulting images passed so
quickly across the screen that the viewer's eye mixed them together.

In August Goldmark demonstrated his new system to the FCC,
which gave him a green light for more experimenting. The contest over
color television had major implications for CBS and the rest of the broad-
casting industry. But a final decision would have to await war’s end. Due
to the war, Peter Goldmark only returned to color television research in
1945. Had anyone taken the time to decide in favor of some color system
in 1942, it might have been possible to discard black and white for color
television. The CBS and RCA color systems were incompatible with black-
and-white sets, so it made sense to make either black and white or color
the industry standard.

CBS's first television news broadcast occurred in the spring of 1941.
By the end of that year, the CBS New York station was airing two 15-
minute television newscasts a day, Monday through Friday at 2:30 pM.
and 7:30 pM. with Richard Hubbell narrating. Essentially, he provided
“chalk talks.” Standing with a pointer in front of a map, Hubbell talked
about the main topic of the day, the war, describing what the latest infor-
mation was from this front or that. He had little need for his maps to be
precise: reception on the tiny, primitive sets was so poor that viewers
could barely make him out much less the lines drawn on his map. On the
day after Pearl Harbor, when the United States declared war on Japan,
CBS's television station WCBW broadcast a nine-hour news special on
the assault, with Hubbell anchoring. In those days it was not technically
possible for the cameras to show President Roosevelt live: during his fa-
mous “Day of Infamy” speech to Congress, an American flag was placed
in front of the camera and off camera a fan made the flag wave. After-
ward, television was sharply limited as American industry was told to cut
down on unnecessary production. Station building was stopped and only
nine stations remained on the air. The three New York network stations
cut down televising from four nights a week to just one. By the close of
1942, CBS and NBC had locked their studios, using only filmed shorts
and a few live sports remote broadcasts as well as civil defense instruction
films.

OO

As the war progressed, London grew in importance to CBS. In 1942, it
had developed into a hub for numerous foreign correspondents, the cen-
tral point of transmission for all broadcasts from Europe, North Africa,
and the Middle East. As the story grew in dimension, so too did the staff.
Bill Downs of the United Press had gone to Moscow that winter for CBS;
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Larry LeSueur had moved to Cairo; and a handsome, elegantly dressed
Rhodes scholar named Charles Collingwood had taken up assignment in
North Africa.

Charles Cummings Collingwood. He became one of the major fig-
ures of CBS News, and apart from Murrow, perhaps the next most exciting
journalist within CBS. He had been at Oxford as a Rhodes scholar, study-
ing Medieval law, but when war broke out in 1939 he had no desire to
return home. Nor did he want to remain at Oxford when his own genera-
tion of Englishmen were all going to war. Collingwood came very close
to joining the British Army. But instead took a job with United Press,
remaining with the wire service for nearly two years in England and Hol-
land. While working in London, he was assigned to cover the Blitz and
would stand on top of the office roof, tin helmet on his head, a map of
the city in his hand, trying to spot where the big fires were. He then sent
someone to cover them, or went himself.

In early 1941 a “Mr. Morrell” from CBS called Collingwood. Or at
least that was the name Collingwood understood from the note on his
desk. In fact, he knew that Ed Murrow was a household name in the
United States. But at first Collingwood couldn’t conceive of Mr. Morrell
being the same person as Mr. Murrow. Calling CBS, he asked for Mr. Mor-
rell. “Oh,” said Kay Campbell, secretary to Ed Murrow, “you must mean
Mr. Murrow.” Meekly, Collingwood conceded that he probably did mean
just that. When the two men met, Murrow explained to Collingwood that
he was looking for someone who could work in radio in the CBS London
bureau. Murrow wanted someone with reporting experience who had not
been “contaminated” by print. In other words, someone who could rid
himself of print journalism’s clichés. Murrow sensed that Collingwood
was the right person. After hiring Collingwood, Murrow confessed to him
that he had nearly not given him the job. It seemed that Collingwood, as
always an impeccable dresser, had gone to the interview wearing a very
loud pair of argyle socks. A great conservative when it came to clothes,
Murrow could not figure out what this meant about Collingwood’s charac-
ter. He decided to take the risk anyway.

In 1942 Collingwood had become CBS's man in North Africa. This
was a grand assignment; it was here that the Allies stepped foot for the
first time on Hitler-held territory. Collingwood was known for his firm
voice, his colorful reports, and, not surprisingly, his sartorial elegance.
Actress Kay Francis, while on tour entertaining troops, said of Colling-
wood that he was the only man in North Africa who knew where to get a
suit pressed. To Collingwood, Murrow was the embodiment of a profes-
sional journalist and, as with other CBS correspondents, imitation be-
came the best form of flattery. If Murrow dictated his broadcasts to his
secretary, Collingwood would do the same thing—and become a great
correspondent like Murrow. But Collingwood found that dictating a
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broadcast took him more time than simply committing words to paper
directly.

Like so many of the “Murrow boys,” Collingwood would go any-
where and do almost anything for a story. Sometimes, such diligence
worked. But at other times it led to embarrassing moments. One occurred
when he was broadcasting live back to the United States from the Nor-
mandy beach on D-Day, June 5, 1944. Loaded down with an 80-pound
battery pack on his back that enabled him to do the live broadcast, he
would broadcast to a nearby ship, which relayed his voice to London, and
from there it was relayed to New York. He had been describing where he
was and what it was like. Men with uniforms were all around him. “There’s
a lot of firing going on in the distance. It's very difficult to tell what the
situation is. It's quiet on this beach. There has been a first landing by
troops who moved on and other ships are coming in. Let me walk up
here. | think | see a navy officer down the other end who may have more
information.” Walking over to the man, Collingwood stopped and said,
“Commander, excuse me, I'm Charles Collingwood of CBS. Can you give
me any idea what's going on?” Suddenly, the next voice said, “It beats
the shit out of me, Charley, I'm the NBC correspondent!”

oo

They were called the “Murrow boys,” a cachet that identified them as the
prodigies of Ed Murrow. It identified them as a special breed of reporter,
one with a solid educational background, with intense curiosity, and,
above all, immense courage. Passing through this war would confer upon
the “Murrow boys” a special identity card. Murrow would call them his
“band of brothers.” Those who were part of that band, part of that coterie
of newsmen who had been part of the “big picture,” had it made after the
fighting. Walter Cronkite was not one of Murrow’s boys, and those who
were were quick to remind themselves that Cronkite was not one of them.
Considering how much of an outsider he was at CBS, he would not do
badly. Murrow had nearly lured Walter into CBS'’s net during the war, but
lost him when United Press, upon hearing that Cronkite was being
courted by the network, immediately gave him a $25-a-week raise.

One of the best known of the “Murrow boys” was Eric Sevareid. A
young journalist from North Dakota, he had been working as the city
editor of the Paris Herald by day and as night editor of United Press by
night and was considered an outstanding newsman. Unsurprisingly, Ed
Murrow learned about him.

The president of the United Press, Hugh Baillie, had just arrived
from New York and offered Sevareid an excellent new post. The United
Press man wavered. How, wondered Sevareid, could he continue to work
for a place which was far more concerned with how much attention its
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story got among the world’s newspapers than with writing quality. As he
was brooding, Ed Murrow called, saying that he liked the way Sevareid
wrote and he liked his ideas. Murrow noted that CBS’s overseas staff com-
prised only Bill Shirer, Thomas Grandin, and himself, “but | think this
thing may develop into something.” Murrow seemed aware of Sevareid’s
anxiety about United Press. He promised Eric that CBS would apply no
pressure to get scoops or anything sensational, just the genuine news.

There would have to be an audition of course. To say that Sevareid
was nervous would be an understatement. The nervousness would in fact
never go away even after years of radio and television work. The thought
of auditioning before a microphone was shattering. The assignment was
to read a speech on contemporary affairs he had just written in haste. His
hands were shaking so violently, he recalled later, that he was sure lis-
teners must have heard the rattling of the paper. However bewildered he
may have been by Sevareid’s performance, Murrow remained committed
to high-quality newsmen. Their broadcasting voices were secondary con-
siderations. Calming Sevareid, Murrow assured him that the job was his.
Against the advice of friends, Murrow did indeed bring Sevareid on board.

Sevareid began his CBS reporting in France and stayed on until
France fell in June 1940, moving afterward to England. His most harrow-
ing experience occurred in the summer of 1942 while on on a C46 plane
trying to clear the hump of the Himalayas en route to an assignment in
China. The plane was known as a “flying coffin” and nearly lived up to its
name when the left engine went dead. Passenger luggage was thrown
from the plane and men clutched at parachutes. The pilot shouted at Sev-
areid but the CBS man couldn’t understand what he was saying. Assum-
ing that the pilot was urging him to parachute, Sevareid did just that,
landing safely. He was not out of harm’s way yet. Over the next few days
he came upon some of the injured survivors. One of those survivors light-
ened Sevareid’s day by telling him that he used to listen to his broadcasts.
Soon things turned tense when the survivors were surrounded by twenty
small, naked men with spears and knives who were chanting in unison.
Sevareid fell back on something he recalled from childhood. Stepping
forward, he raised a palm and said as earnestly as he could, “How!” It
was meant as a gesture of friendship and he only hoped it would be so
interpreted. Miraculously, the tiny spear carriers calmed down. Later, an
American plane dropped leaflets warning the survivors that they were in
an area of Naga headhunters and the group should beware. Eventually, a
radio receiver was dropped from friendly planes. And later a rescue party
arrived. Sevareid’s ordeal was over. It would take several more weeks be-
fore CBS would find out that Sevareid and his fellow passengers were all
right.

OO
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Perhaps the highest compliment that could be paid to CBS’s European
coverage came from Winston Churchill. In the middle of 1943 he offered
Ed Murrow the post of editor-in-chief of the BBC with special responsibil-
ity for programming. Realizing that the offer had come directly from the
prime minister, and that nominating an American was unusual, Murrow
could not take the overture lightly. He flew home to consult with his col-
leagues. In the end, he turned it down. He could not leave CBS. Nor did
he want to give up his war reporting for his American audience.

War reporting in general remained a sticky subject for the network.
Around this time, one more controversy regarding the issue of fairness
surfaced at CBS. The question was whether a correspondent had a right
to editorialize. Network executives were never quite able to constrain on-
the-air reporters from expunging their personal views from their report-
ing. Although Paley, Klauber, and White would insist on objectivity from
their correspondents, they had at the same time given them the right to
analyze and interpret events, and here and there, a correspondent would
stretch his analysis to include personal points of view. Paley had learned
a hard lesson from the experience he had had with Father Coughlin dur-
ing the 1930s. He was also concerned about the effect of a CBS news-
man's opinion making on a sponsor. As the number of advertisers on
radio increased, the issue was focused even more sharply. CBS insisted
that sponsors have no right to dictate to the network what was said or
who would say it. But it would be nearly impossible to get a sponsor to
renew its contract with the network if it were uncomfortable with some-
one's commentary. The network was beginning to show some concern
during World War [l as illustrated by one incident revolving around CBS's
Singapore correspondent Cecil Brown. In his news analysis one night in
late August 1943, Brown offered an opinion in the wake of the Sicilian
campaign and the Roosevelt-Churchill conference in Quebec. “Any rea-
sonably accurate observer of the American scene at this moment,” ob-
served Brown, “knows that a good deal of enthusiasm for this war is evap-
orating into thin air.” Paul White assailed him for not reporting factually
and said his remarks were “dangerous to public morale.” Brown was
spreading “defeatist talk that would be of immense pleasure to Dr. Goeb-
bels and his boys.” White issued a memo to “CBS news analysts” that
CBS published in New York newspapers as a full-page advertisement. It
read: “Each of you has been chosen by us because of your background
and knowledge, insight, clarity of thought, and special ability to make
yourselves understood by vast audiences. We feel we have faced and met
a considerable responsibility in your selection. We now feel that you must
meet and face much the same responsibility in writing your analyses. For
we have said to ourselves, ‘We will not choose men who will tell the public
what they themselves think and what the public should think.” And we
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ask that you say to yourselves, ‘We are not privileged to crusade, to ha-
rangue the people or to attempt to sway public opinion.”

“... Actually, freedom of speech on the radio would be menaced if
a small group of men, some thirty or forty news analysts who have nation-
wide audiences and regular broadcasting periods in which to build loyal
listeners, take advantage of their ‘preferred position’ and become
pulpiteers . . . ." Cecil Brown resigned over the issue. For his part, Paul
White vowed that CBS would stop commentators from expressing any
opinion. H. V. Kaltenborn tried to come to Brown's rescue, saying that his
own spontaneous broadcasts at the time of Munich in 1938 hardly would
have been allowed under the new harsh decree of 1943. The chairman of
the FCC, James L. Fly, actually distanced himself from White's articula-
tion of CBS policy by noting that the network could air opinion as long
as it was so labeled. But Paul White stuck to his guns.

OO

Bill Paley wanted a piece of the action against the Nazis. Ed Klauber had
departed in August 1943. Paley chose to leave CBS in the hands of Paul
Kesten, who had been number three after Paley and Klauber. Playwright
Robert Sherwood, a friend of Paley’s, had suggested his name to the Of-
fice of War Information, and within a few weeks, Paley was chosen to
supervise the establishment of Allied radio broadcasting activities in
North Africa and ltaly. And so that fall, Paley, now 42 years old, joined a
psychological warfare unit which went from New York to Miami, on to
Brazil, Dakar on the west coast of Africa, later Marrakesh, and finally
Algiers. He figured that he could give three to six months to the war effort
and then return to CBS.

The following January 1944 Paley flew to London where he became
chief of Radio Broadcasting within the Psychological Warfare Division
of SHAEF—Supreme Headquarters, Allied Expeditionary Forces. SHAEF
was preparing for the Allied invasion of France. One of Paley's assign-
ments was to manage American English-based broadcasts in enemy terri-
tory. Paley ran both “black” and “white” broadcasts: “white” stuck to the
truth, “black” did not. Once, conducting a “black” broadcast, Paley estab-
lished a “German” radio station that presumably was located in Germany.
In fact the entire operation was handled by Sefton Delmer, a bearded Brit-
ish news correspondent from a small village near London. Upon entering
the gates of the “radio station,” one spoke only German. Eventually the
Germans began to trust the station so much that when other German
stations were knocked out of action, they turned to this one, and only
then did they receive all sorts of misinformation that led to chaos within
German ranks,

Perhaps Paley’s most complicated “white” broadcast had to do with
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the worldwide announcement he helped to prepare for the start of D-Day,
the cross-Channel invasion into Europe. General Eisenhower had already
prepared an official message for broadcast which included the following
lines, “To patriots who are not members of organized resistance groups,
| say, ‘Continue your passive resistance, but do not needlessly endanger
your lives before | give you the signal to rise and strike the enemy.”” A
Paley colleague spotted the problem. The general can’t say that, the col-
league yelled out upon reading it. Those lines could mean that Eisen-
hower would give the men an order to endanger their lives needlessly.
What to do? lke would have to rebroadcast that part. But Paley learned
that Eisenhower was too busy and had advised his communications aide
to fix the problem up himself. But how? Perhaps, Paley thought, he could
find someone who sounded like Eisenhower. But there was nobody
around who qualified. There was only one thing to do. Risking Eisenhow-
er’s wrath, Paley beseeched him once more to agree to a rebroadcast. The
general reluctantly said yes and, after Paley lugged all the equipment into
a room, carried out the mission at 6 the next morning.

Recording Haakon VII, the king of Norway, proved just as difficult.
The King insisted that only Paley be present for the recording of his
D-Day message. So taken with emotion was the monarch that he couldn't
get through an entire reading without breaking into tears. Paley kept tell-
ing him that it was all right, to take his time. After three or four unsuc-
cessful tries, Paley finally told him just to go through the script from start
to finish, weeping and all. Later, Paley and his editors managed to delete
the weeping. General de Gaulle was no easier. He insisted on reading
Eisenhower’s D-Day message first. Discovering that Eisenhower had not
mentioned him, de Gaulle said bitterly he had nothing to say to the
people of France. It took the personal intervention of Winston Churchill
to persuade the French leader to deliver the message.

Paley had planned to have the messages delivered once word arrived
that the invasion was on its way to success. The plan was for someone to
phone him and utter the code word “Topflight” as a signal that D-Day
messages could be distributed. But, when the phone rang, an excited Pa-
ley, saying, “Yes?” merely heard a voice on the other end say, “Testing.”
Dejected, Paley put the phone down. Five minutes later the same thing
happened, the phone rang and a voice said “testing.” By this time Paley
was angry. It happened a third time a few moments later. Paley exploded
at the man, telling him that if he did it once more he would “knock your
head off.” (12) Paley ordered him not to call again until it was real. The
man apologized. Some time later the authentic call came through, and
seconds later, the world learned about D-Day.

CBS wanted comprehensive, factual coverage of the invasion. Paul
White issued new instructions to his correspondents: “Give sources for
all reports. Keep an informative, unexcited demeanor at the microphone.
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Don't risk accuracy for the sake of a beat. Use care in your choice of
words. Don't say ‘German defenses were pulverized’; say ‘German de-
fenses were hard hit." When you don'’t know, say so. . . . Exaggeration and
immoderate language breed dangerous optimism.” (13) He added that
the only way to help the men at the front was to report factually, soberly,
intelligently. He concluded that winning the war was a great deal more
important than reporting it.

On D-Day, June 6, 1944, was radio’s finest performance to date. In
the 24 hours after the announcement of the Allied invasion, CBS devoted
16 hours to invasion news and commentary—23 hours from London alone.
Paul White had difficulties, however, convincing the business people in
the network to keep commercial programs off the air that day. The two
NBC networks and Mutual canceled all programming, but CBS returned
to soap operas at 10 A.M. and remained with them until 12 noon. In the
early part of the war, even such monumental events as Pearl Harbor did
not warrant a great deal of preempting. But CBS took seventeen commer-
cially sponsored programs off the air to provide five full hours of
D-Day coverage.

OO

On May 5, 1944 CBS reopened its television studios with the debut of the
CBS “Television News,” hosted by Ned Calmer, giving a 15-minute wrap-
up of the news, using newsreel film. Entertainment shows began at this
time as well, with Worthington “Tony” Miner, a newly hired producer, try-
ing to find which of CBS'’s radio shows, predominantly the quiz ones,
would adapt to television quickly. CBS was in no rush to leap into televi-
sion. It preferred to go directly to color without black-and-white televi-
sion.

Believing that television was still experimental, it did not take part
in the early bidding for new television station licenses in cities outside
New York, limiting its television operations to its one outlet in New York
City. The fall 1944 television schedule was largely empty: CBS broadcast
the news at 8 P.M. on Thursdays and Fridays and a few other entertainment
shows at week’s end. If television were going to make it, clearly a great
deal more enthusiasm would have to be devoted to this new medium.
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six

“LET'S HEAR IT
FOR THE LORD’S PRAYER.”’

The war was over. The United States had triumphed and so had CBS.
The Motion Picture Daily poll, canvassing 600 American and Canadian
radio editors, had given some phase of CBS news coverage first place
every year but one from 1938 to 1947. For the final three years of the
war, Motion Picture Daily selected CBS as the network which performed
the “Best news job in radio.” The 1945 award mentioned CBS’s coverage
of VE-Day, VJ-Day (the Japanese surrender), and President Roosevelt’s
death. Also in 1945, CBS won the Peabody Award for its outstanding war
coverage.

Aside from winning awards, CBS was busy helping the United States
celebrate the glorious finale to the fighting. On May 8, Norman Corwin
put together “On a Note of Triumph” to commemorate the end of hostili-
ties. Listeners phoned in their congratulations to CBS—for both the pro-
gram and for the end of war. A book edition of “Triumph,” put out by
Simon & Schuster, sold 50,000 copies within a few days. A Columbia
Records album of the program sold out rapidly. That summer Norman
Corwin once again supplied a script for a commemorative program of an
American victory, this one over Japan. The program was called simply
“August 14” and used Orson Welles as the narrator.
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Ed Murrow’s time in Europe was over too. Just prior to leaving Eng-
land, he did a broadcast in which he praised England for fighting the war
without giving up its principles of representative government and equal-
ity before the law. “Future generations who bother to read the official
record of proceedings in the House of Commons will discover,” Murrow
said, “that British armies retreated from many places but that there was
no retreat from the principles for which your ancestors fought.” It was
Murrow’s way of saying thank you to the country he had come to love.

With the war’s conclusion, Murrow had a dream which he shared
with David Schoenbrun, just discharged from the American army and
aspiring to become a CBS correspondent. Schoenbrun even had a place
in mind from which to report: Paris. Murrow had in fact met Schoenbrun
during the war and had expressed interest in the young man. With Eric
Sevareid and Charles Collingwood going home, perhaps Murrow’s inter-
est might be turned into a firm job offer. With that hope, Schoenbrun flew
from Paris to London to talk with Murrow. They met in the apartment
house near the BBC studios on Hallam Street where Murrow had an of-
fice. Murrow asked Schoenbrun if he planned to return to teaching. No,
came the reply, first he had a doctorate to do and there would be no
time for teaching. “Well,” said Ed, “one day | could give you the biggest
classroom in the world.” (1)

“Harvard?" asked David, apparently assuming Ed was joking with
him.

“No,” came the answer, “CBS News.” And then Murrow spelled out
his hopes. “We are going to make CBS the greatest news network in the
world. We are going to inform and educate the people of America. They
have lived almost all our history in isolation and know little or nothing of
the world we live in. But now America is the world's greatest power, with
enormous responsibilities and opportunities to advance the cause of de-
mocracy. It can no longer afford to be ignorant of the world. That's why
| see CBS as a giant national classroom. ['ve been recruiting men with
university backgrounds. Howard Smith was a Rhodes scholar at Oxford.
So was Collingwood. That's the kind of man | want.” There was a pause
and laughter from Murrow. “You know, you can'’t teach a pear-shaped tone
or a pretty face to think. But you can teach a brain to broadcast.” Mur-
row’s remarks were interesting, but Schoenbrun had a more immediate
concern: his prospects of getting a job at CBS. His chances, Murrow in-
sisted, were good. But he should not sit around waiting for the phone to
ring. Nor, Murrow added, should he be surprised if he were called “out of
the blue.”

Murrow would dream of greatness for CBS News, and Schoenbrun
would do his own personal dreaming of working for the network because
radio had become, thanks to World War 11, a national force. Ninety per-
cent of all American families now owned a radio, more than owned
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phones, bathtubs, or cars. A staggering 56 million radios were in use (but
only 16,500 television sets). Someone figured out that the only activity
Americans did more of than listen to radio was work and sleep!

As a result, CBS emerged from the war in reasonable financial
shape. It was larger, wealthier, and far more ingrained in the public mind
than in the past. Its revenues rose to $69 million and profits to $5 million.
Before the hostilities, only one-third of its schedule had been commer-
cially sponsored, but by 1945 that percentage had leaped to two-thirds.
Armed with greater financial resources and better broadcasting facilities,
NBC had continued to attract and employ entertainers far more easily
than CBS. As a result, NBC still outshone it in audience ratings.

The top fifteen entertainment programs of the 1945-1946 radio sea-
son offered little joy for CBS. “Fibber McGee and Molly” was on top, fol-
lowed by Bob Hope, “Lux Radio Theater,” Edgar Bergen and Charlie Mc-
Carthy, Red Skelton, Jack Benny, “The Screen Guild Players,” Fred Allen,
“Mr. District Attorney,” Walter Winchell, “The Great Gildersleeve,” Eddie
Cantor, Abbott and Costello, Jack Haley and Eve Arden, and Burns and
Allen. Only two of these entries belonged to CBS: “Lux Radio Theater”
and “Screen Guild Players.” ABC had one and NBC had all the rest.

Precisely how to overcome NBC's ratings lead became the subject
of a high-level debate at CBS, a debate that pitted the network’s two top
executives, Bill Paley and Paul Kesten, against one another. By all ac-
counts, the debate never became bitter. In essence, the debate centered
on what was the best direction for the network to take in selecting its
entertainment schedule. With CBS in a lowly position vis-a-vis NBC, the
debate had crucial significance. Paul Kesten wanted to turn CBS into an
elite network, to avoid transforming the network into a truly mass me-
dium. Kesten spelled all this out in a fifteen-page letter written to Paley
in Europe after VE-Day. CBS, wrote Kesten, should be beamed, not to 30
million homes, but only to 10 or 15 million. The network should become
“the one network that never offends with over-commercialism, in con-
tent, in quantity, or in tone . . . that presents superb and sparkling enter-
tainment . . . (and) an important forum for great public figures and great
public issues, for education, for thoughtful and challenging presentation
of the news and the issues growing out of it. . . . To be the network that
is never corny, blatant, common, coarse or careless, that is always bright,
stimulating. . . .” (2) He proposed that affiliates make room for 10 hours
of network broadcasting a day and then locate advertisers who would
sponsor these nationwide shows. On the surface, it appeared that Kesten
wanted to turn CBS into The New York Times of broadcasting, a high-
quality enterprise which, by virtue of that high quality, would not reach
the masses but was content in knowing that it was the best of its kind.

It was as if Paul Kesten sensed that the commercial impulses first
on radio, but especially in television, would place a great burden on the
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network. And, in stating his doctrine, Kesten hoped that Paley would
agree to avoid the handwriting on the wall. Kesten did not object to CBS's
striving to become a mass entertainment network. He simply wanted to
avoid the inevitable compromises and sacrifices along the way. Kesten
wanted CBS to develop its high standards but feared the negative effects
of overcommercialization. Kesten was indeed a prophet crying in the wil-
derness. He would have been pleased with much of what CBS did in later
decades; he would have been saddened, however, that some of his warn-
ings had been on the mark.

But Paley rejected Kesten’s ideas. He saw them as tantamount to the
abandonment of CBS's struggle to overcome NBC in the ratings war.
Even in the immediate postwar world, ratings mattered enough for Paley
to discard the Kesten doctrine. Radio, as far as the CBS chairman was
concerned, was largely a mass medium—and that was that. “To survive,”
Paley wrote, “CBS had to give the majority of people the kind of pro-
grams it wanted to hear in popular entertainment.” (3)

While Paley would triumph in the debate, this did not diminish the
respect he had for Kesten. So much so that he was eager to give Kesten
greater responsibility. He found Kesten warm and congenial, if a bit out-
spoken. Paley decided to promote him from executive vice president to
president, putting him in charge of the network’s daily operation. Paley,
as chairman and chief executive officer, would deal specifically with radio
and television development and new ideas on programming. The one
glitch was that Kesten, bothered by his worsening arthritis, was in no
mood to take over the presidency. Instead, he suggested that his protégé,
Frank Stanton, be given the nod.

While Paley was away in the war, Stanton had helped Kesten run the
company. Since joining CBS in the mid-1930s, Stanton had moved from
research to general management, including the eight CBS-owned sta-
tions, becoming a vice president in 1942. Paley had found Stanton cool,
shy, and reserved but knew him to be bright and effective. He accepted
Kesten's proposal, and in September 1945 asked Stanton to become
president. On January 9, 1946, Paley was elected chairman, and Stanton
president.

This was an extremely important passage. Stanton would remain
president of CBS for the next twenty-six years; he and Paley would pro-
vide a stability at CBS’s helm lacking in rival NBC's camp where David
Sarnoff would, on nine different occasions, shift around chairmen and
presidents. Paley left the running of the network to Stanton, involving
himself largely in the two areas where his instincts were sharply honed,
programming and discovering talent, areas which he felt were the core of
broadcasting.

Paley soon got around to Ed Murrow, eager to capitalize on the
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magic of his name. Putting Murrow in charge of CBS News would give
the news division just the luster that it needed in its postwar efforts. Mur-
row was reluctant. He had no real interest in becoming an administrator;
the idea of being forced to fire someone was repugnant. Administrators
were, in his view, glorified paper-pushers. After slogging around London
and the Continent in a major war, the thought of being desk-bound
seemed hideous. Yet Paley applied the pressure, and Murrow bent, agree-
ing to become vice president in charge of news and public affairs. The
one discordant note concerned Murrow's relationship with Paul White. In
his new capacity, Murrow would rank above White, in contrast with the
previous years. White was given the title of director of News Broadcasts
within the Public Affairs Department.

Murrow and Paley remained more than business acquaintances.
They were close friends. Murrow’s contract reflected their closeness: it
permitted him to cancel the contract if Paley ceased being CBS'’s chief
executive officer. Murrow's war feats had engendered in Paley a small
case of hero worship toward Murrow. Accordingly, Murrow was the only
employee exempted from Paley’s practice of keeping his business and
social lives separate. Indeed, in 1947 Ed and his wife Janet went to Bill's
small wedding to Barbara Cushing. Thus, Murrow had an inside channel
to Paley. In Paley, Murrow saw a cross between a father figure and an
older brother: he would not make an important career decision without
consulting Paley. (Once, he did brush aside Paley’s advice—when the
Democrats asked Murrow to run for the U.S. Senate seat from New York.
Although Murrow felt, as a North Carolinian, he would expose himself to
a carpetbagging charge, Paley told him to run. His heart in broadcasting,
not politics, Murrow declined.)

LD

The prestige CBS had achieved during the war made just joining the orga-
nization tantamount to success. Some, like David Schoenbrun, had long
had a dream of becoming a CBS correspondent. It was time for David
Schoenbrun’s dream to be realized. In the fall of 1947 he was the Paris
correspondent for a small news syndicate, the Overseas News Agency
(ONA). He also engaged in freelance broadcasting for CBS News and the
Mutual Broadcasting System. Schoenbrun had set off for Eastern Europe
after his editors urged him to explore the situation behind the Iron Cur-
tain. The morning after arriving in Prague, a telegram came for him.
Schoenbrun thought its arrival less important than trying to protect him-
self against the Prague chill. He opened it diffidently and read it in grow-
ing amazement: “If you're interested in being CBS News Paris correspon-
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dent, please call me collect soonest. Edward R. Murrow, Vice-President,
CBS News.” The telegram made him forget the cold: “Suddenly, the room
was warm. | jumped out of bed and began dancing around. | was wild with
joy.” (4) Later on the phone to Murrow, he crowed, “Ed, it’s such a great
post. | don’t know why CBS is paying me. | ought to pay to be your Paris
correspondent.” Murrow laughed and said not to worry, Schoenbrun
would pay a good deal, he would earn his keep.

CBS News had prestige, to be sure. Some of its staff were household
names, better known than politicians. Those who joined the organization
in the late 1940s, like Schoenbrun, were mesmerized by the CBS name.
They were bigger than life, those CBS staffers. And Av Westin, a member
of the founding generation of the television news staff but then in the
summer of 1947 a junior copy boy, felt dwarfed by them: “l remember
once breaking a really terrible rule. Murrow had the end office on the
17th floor at 485 Madison Avenue. When he was going to do his commen-
taries for his radio broadcasts, he would go into that office with [his secre-
tary] Kay Campbell . . . | come bouncing along and I'm ready to make my
5 o'clock run down at Colby’s. . . . So | committed the cardinal sin. Before
the secretary could grab me and say, ‘Don't go in there,’ | was in there,
asking can | get you anything. The glares and stares.” (5)

What made young men like Av Westin dumbstruck then about CBS
News and its correspondents in those days was an intangible quality that
the “Murrow boys™ had acquired as part of their war coverage. The “band
of brothers” adopted the war’s argot as their own: food became “rations,”
radio equipment became “gear.” They even had their own “in” jokes. For
instance, at the Philadelphia conventions in 1948 they put up little signs
that said, “Don’t be unbrotherly, brother.” Above all, they had dual per-
sonalities: they could cover a war by day and show up at a formal banquet
at night and not look the worse for wear. They liked a good story, and
they liked good clothes. They would go anywhere for the story, but only
to London for the clothes. As Av Westin said of one of the more senior
“Murrow boys": “You felt that Charles Collingwood could step out of that
bandbox suit, don fatigues or don a night jacket and he would put on a
helmet and he'd be striding the lead tank.” (6) Over at NBC, such compli-
ments were rarely passed out.

OO

After the war, relations between the United States and the Soviet Union
deteriorated, and, falling in line with American policy, broadcasting exec-
utives wanted to make sure that commentary over the airwaves was de-
void of left-wing propaganda, of a viewpoint that seemed sympathetic
with the Communists. In this atmosphere of postwar patriotism, CBS was

110 “LET'Ss HEAR IT FOR THE LORD's PRAYER. "

WorldRadioHistory



more inclined toward self-censorship. One of the first victims was William
Shirer.

After his 1941 book Berlin Diary, based on his war diary, had become
a best-seller, Shirer became a national celebrity. He undertook a weekly
15-minute program of news analysis, sponsored by J. B. Williams, the
makers of shaving lotion. The program aired at 5:45 on Sunday after-
noons and had attracted 5 million listeners. In early 1947, J. B. Williams
passed word that it no longer wanted to sponsor Shirer’s broadcast. It
seems that he had been offering opinions that were clearly at odds with
the conventional wisdom that acknowledged the existence of the Cold
War. He was the only commentator to criticize the new Truman doctrine
and American support for the Greek and Turkish government in their
struggle against Communist guerrillas. In March, the sponsor dropped
him. Murrow had to put Shirer in a different slot. Because Shirer had no
sponsor, the pay would be much lower. Shirer was furious. He expected
CBS to come to his aid. He was being censored—by a sponsor. Wasn't
CBS opposed to such outside interference? Shirer turned the incident
into a major controversy at CBS, charging that he had been gagged both
by the sponsor and CBS. With eighteen months left to go in his contract,
he resigned, resisting pleas from Murrow that he stay on. Supporters of
Shirer’s went to see Paley on Shirer’s behalf; they also held a demonstra-
tion at New York’s Town Hall. Shirer and Murrow tried to work things out
over a lunch, but even after they agreed that Murrow would obtain from
Paley a face-saving statement, Paley would not buy it. The chairman
wanted Shirer out.

R7al 7ol ol ~ol

Some of the “Murrow boys” would meet grief after the war. One was
George Polk. Considered one of Murrow’s bright new recruits, Polk was
in love with his work and not the byline. Polk, a Texan, had been wounded
in the Solomons. He was thin, sandy-haired, and well liked among his
colleagues for being unpretentious, kind, and honorable and a fine re-
porter. He sided with the underdog and disliked stuffiness of any type.
Polk had approached Murrow in London in the fall of 1945 for work and
a few months later was appointed CBS Mideast correspondent. A problem
occurred at the outset when CBS's Doug Edwards, who had been re-
quested by the bosses to make contact with Ted Berkman in Cairo,
showed up in the CBS Cairo bureau. Though Edwards would also spend
time with George Polk, confusion arose over just who was the new CBS
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correspondent in the region. With Edwards sent to talk with him, Berk-
man appeared the rightful CBS man. “But I'm the new CBS guy in the
Middle East,” said an astonished Polk. (7) When Berkman realized that
Murrow himself had hired Polk, he gave way, eventually going to work
for ABC.

Polk’s job was to cover Cairo, Athens, and the rest of the eastern
Mediterranean. During the winter of 1947-48 Polk was engaged in ag-
gressive reporting, assailing both sides in divided Greece, eliciting pro-
tests from both the United States Aid Mission and the Athens govern-
ment. He labeled the cabinet strongman, Populist Party leader
Constantine Tsaldaris and his comrades “semi-Fascists” in a CBS broad-
cast. Writing in the December 1947 issue of Harper's, Polk described the
Greek economic system as ‘“rotten to the core.” At CBS, Murrow gave
Polk his full backing. In private notes to Murrow, Polk wrote darkly of
being called a Communist, and of having his life threatened. Polk dis-
missed such threats, convinced that the worst that would happen to him
would be expulsion from Greece. He went north to seek an interview with
the guerrilla general Markos Vafiades. When Polk’s young Greek wife,
Rea, reached his room four days later, she found it in a mess, clearly
empty for several days. She quickly passed word on May 8 that Polk was
missing and that something may have happened to him.

Eight days later came word from northern Greece that a boatman
in the harbor of Salonika, not far from the hotels and waterfront cafes,
had come across a trussed figure in the shallows. The figure was wearing
a camel hair jacket and (.S. Army trousers. It was the body of George
Polk. His hands and feet had been bound. Behind one ear was a bullet
hole. In Athens, the Communists were blamed. Furious at the murder, Ed
Murrow said Polk’s stories represented ‘“clean, hard copy, well-docu-
mented. And his stories stood up—every last one of them. ...” (8)

RZal 7 g~ gl ]

By September 1946 Ed Murrow had formed the CBS Documentary Unit,
the framework for the documentaries that would in time become the most
prestigious part of the CBS operation. With a mandate to tackle major
national and international issues, the unit took as its first assignment a
look at postwar Germany. Murrow also produced “As Others See Us,”
offering foreign comment on the United States, and “CBS Was There,”
the radio forerunner to television’s popular “You Are There.” On the latter
show, CBS reporters played themselves, interviewing famous characters
who stepped out of re-created historical events. They might interview
Louis XVI at Versailles; other newsmen might interview members of the
mob outside the Bastille.
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Another Murrow-produced program, “CBS Views the Press,” was a
case of turnabout’s fair play, with radio taking on the printed press. Narra-
tor Don Hollenbeck might assail New York gossip columns (as total inven-
tions); he might lash into New York newspapers for exaggerating a relief
scandal. Suddenly on the defensive, some newspapers accused CBS of
following the Communist Party line. After all, it was attempting to destroy
one of America’s great institutions—the press—so it must be acting un-
der Communist orders.

Murrow, meanwhile, was growing restless for airtime. He had spent
eighteen months playing the corporate official and had found it an un-
comfortable experience. Both the unpleasantness surrounding the depar-
ture of Paul White and the controversy swirling about Bill Shirer had
taken its toll. Besides, he was a newsman first and foremost and seemed
delighted to return to being one. Paley, too, appeared quite pleased to
have Murrow return to the broadcast studio.

Conveniently, Campbell’'s Soup, unhappy at the low ratings it was
getting from Robert Trout’s 7:45-8:00 PM. newscast, offered CBS $1.5
million to have Murrow do the news at 7:45 p.M., representing the largest
commercial contract drawn up for radio news. It was decided during the
summer of 1947 that Murrow would resign as vice president and do net-
work’s main news program, the five-nights-a-week 7:45 pm. broadcast.
He returned to the microphone on September 29, providing just over 10
minutes of news, including pickups from outside the studio, using
Charles Collingwood, Dorothy Thompson, and Winston Burdett. He also
did just under 3 minutes of “think pieces” (Murrow’s phrase). He received
a ten-year contract for $130,000 a year—triple his previous income—plus
$20,000 in expenses. His contract barred him from commercial television
appearances. Murrow could easily live with that stricture: he thought ra-
dio more serious than television and doubted whether a commentator
needed to be seen. During the following twelve years Murrow would make
that program, in the view of his biographer Alexander Kendrick, “the
most authoritative and effective news period on radio.” (9) One person
was disappointed: Bob Trout, replaced by Murrow, was upset and went
over to NBC for some time.

OO

Whereas David Sarnoff had returned from the war preoccupied with the
idea of introducing television, Bill Paley was determined to replace rival
NBC as the leader in radio entertainment. Paley believed firmly that the
situation could not be changed until CBS gained control of the programs
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it put on the air. Most of its entertainment programs were produced and
controlled by advertising agencies or outside producers. CBS could veto
a show, but it could not keep a good one from going over to NBC. The
solution, Paley thought, was for CBS to produce some of its own pro-
grams and then sell them to advertisers or sponsors directly. Thus, CBS
would have more control over scheduling the programs as well. The new
strategy would be revolutionary, risky, expensive. But Paley had a goal in
mind. “l was determined that CBS would overtake NBC as the number-
one radio network. | was not satisfied with second place. | would grant
NBC its greater reputation, prestige, finances and facilities. But CBS had
and would continue to have the edge in creative programming. That, |
thought, would be the key to success in post-war broadcasting.” (10) Tak-
ing a heavy risk, Paley announced in advance that the time slot for certain
programs would be available only to those sponsors who purchased CBS
programs in those time slots. Although the policy took two to three years
to become reality, it began to prove itself: CBS put together thirty-six
radio programs, twenty-nine of which were sponsored. Two of them, “My
Friend Irma,” with Marie Wilson playing the dizzy blonde lead role, and
“Arthur Godfrey’s Talent Scouts” hit the top ten. In time the other net-
works adopted CBS's strategy. Advertising agencies, which had been
creating the programs, eventually gave way to the networks.

To deal a blow to NBC, CBS would have to find performers who
could attract large audiences. Not coincidentally, the best place to find
such talent was over at NBC. For years, Paley had been unable to create
a formula that would attract the great performers. (Some argued that it
was for that reason that he put such emphasis on the news division in the
1930s and 1940s). Paley was haunted by NBC’s monopoly of the stars.
He had always felt a special place in his heart for entertainment and pro-
gramming. He had little knowledge of how the news department oper-
ated, but he did believe that he understood what made the entertainment
world tick.

To succeed, however, to implement the strategy of turning CBS into
a mass-appeal network, he would have to win over the talent that until
now had been eluding him. For that purpose, Paley found some ingenious
tax attorneys working for Music Corporation of America who informed
him that it would be possible to change the way the big stars pay their
taxes so they would earn even more money, and that would induce those
stars to come over to CBS. Until then the stars were paying 77 percent of
all their earnings above $70,000 in federal income taxes. The lawyers
noted that the shows were owned by the entertainers themselves. By hav-
ing the performers reorganize themselves into corporations, it would be
possible to have their earnings taxed as capital gains at only a 25 percent
rate.

That coincided with an offer in the summer of 1948 from the top
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executives of Music Corporation of America, the largest talent agency in
the United States. Lew Wasserman, MCA president, and Taft Schreiber,
MCA executive vice president, offered to have CBS purchase the “Amos
'n’ Andy"” program—then one of NBC's most successful and longest-run-
ning shows. “Amos” had been with NBC for nineteen years. Paley knew
Freeman Gosden, who played Amos, and Charles Correll, who played
Andy. Remember, he had tried to attract them to CBS in 1929 prior to
their joining NBC. He would love to make up for that now. But the Wasser-
man-Schreiber asking price seemed too steep. MCA had proposed that
CBS purchase the newly formed “Amos 'n’ Andy" Corporation for $2.5
million. The talks were long and intense. The advantages to all sides were
obvious: Gosden and Correll would get an immediate financial bundle for
their families, MCA would have a fat agent’s commission, and CBS would
pull off a broadcasting coup. Paley believed that if he could win Gosden
and Correll for CBS, he could lure such other entertainers as Jack Benny,
Red Skelton, Edgar Bergen, and Burns and Allen.

By September the deal was finalized at $2.5 million. CBS acquired
exclusive ownership to the show for twenty years. Gosden and Correll
were to receive over $1 million each plus large annual salaries. They took
over the Sunday 7:30 p.M. time slot. (Gosden and Correll would not play
their roles on television. They had performed in an experimental broad-
cast at an RCA television exhibit at the New York World’s Fair on February
26, 1939, playing their characters in blackface, but black actors would
play their roles in the television version of “Amos 'n’ Andy” in the early
1950s.)

In October, Wasserman offered Paley “The Jack Benny Show,” using
the same capital gains scheme. The Benny show had run on NBC for the
previous sixteen years. Benny was America’s outstanding comedian.
Born Benjamin Kubelsky in Waukegan, lllinois, in 1895, Jack had always
had a great ability to get people to laugh. A vaudeville performer for four-
teen years prior to his radio days, he debuted over at NBC on October 1,
1934, using no props, no funny suits, just his own brand of self-deprecat-
ing humor.

In the late 1940s, Benny was earning $12,000 a week, quite a high
salary, but less impressive considering the high tax bracket. CBS was to
purchase the comedian’s corporation, Amusement Enterprises, Inc.,
which included “The Jack Benny Show,” plus some other productions.
This resulted in a new CBS early evening lineup of “The Jack Benny
Show” at 7 PM. and “Amos 'n’ Andy” at 7:30 PM. on Sundays. Wasser-
man's deal with Paley for Jack Benny would cost CBS $2.6 million. At
the last minute, Wasserman informed the CBS chairman that Benny had
to back out of his deal. Upon hearing of the CBS negotiations, NBC had
begun its own bargaining. Still determined to win Benny over, Paley
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found the comedian at a dinner party and the two agreed to talk the next
morning. Unfortunately for Paley, he could not find Benny that next day.

Benny had decided to go off to rehearsal. Paley did locate Wasser-
man who informed him that NBC and Benny had come very close to sign-
ing only to have the negotiation explode over some minor legal point.
What did this have to do with him, Paley must have asked himself? It
became clear shortly. Wasserman explained that Benny had authorized
him to let CBS know that if Paley were prepared to sign the same contract
that Benny nearly signed with NBC, there could be a deal with CBS after
all. Paley was thrilled. He conferred with his lawyer and eventually agreed.
“Okay,” said Wasserman with a sigh of relief, “All we have to do is change
the name National Broadcasting Company to Columbia Broadcasting
System.” (11)

Meanwhile, Sarnoff was seething at Paley. Sarnoff might have been
able to stave off Paley’s tactics, but he refused to act aggressively. This,
in effect, gave Paley a clear field. Sarnoff argued that he had made many
of these stars and had taken risks with them when no one else was inter-
ested in their careers. To compete with Paley over these personalities
would create a star system, Sarnoff felt, and that would ruin the broad-
casting industry. He wanted no part of that. As furious as he was with
Paley, Sarnoff was angrier at the stars for displaying such ingratitude by
threatening to leave his network. Unwilling to run after comedy stars, as
Paley was prepared to do, the NBC leader decided to stay put in New
York. He also had qualms about the tax scheme Paley and his associates
had cooked up, believing that it was legally and ethically improper. (Later,
the Internal Revenue Service would declare that the CBS tack was indeed
legal.)

But it was not over yet. Paley had waited until after the contract
signing to hold a discussion with American Tobacco to whom Benny re-
mained under contract for a few more years. The sponsor could have in-
sisted that Benny remain with NBC. Paley saw Benny the morning after
signing to offer congratulations, then flew on to New York where he ran
into a wall of indifference from American Tobacco. He could not get a
straight answer from them. There were more negotiations. So eager was
Paley to close the deal that he agreed to a remarkable clause: if as a result
of Benny’s move to CBS the show suffered any loss in ratings, CBS would
pay American Tobacco $3,000 a week per point lost in those ratings. With
that cleared up, Jack Benny was on his way to CBS. Benny debuted on
CBS on January 2, 1949, and his ratings were even higher there than on
NBC.

The signing of Jack Benny was a major turning point for CBS. It
sent a signal to both the entertainment and broadcasting industry that
CBS was preparing to compete head to head with NBC, and, most impor-
tant, in so doing, that it could entice stars from NBC. As a result, CBS

116 “'LET's HEAR IT FOR THE LORD'S PRAYER."”’

WorldRadioHistory

el



would become the top network in entertainment. For the first time, it won
the ratings battle that year, a prize it would keep in radio and then in
television for the next quarter century. The Benny signing led to other
Paley acquisitions, including Bing Crosby, Red Skelton, Edgar Bergen,
and Burns and Allen.

Paley, meanwhile, was just getting started. After Jack Benny, he
turned his attention to luring another big catch, Bing Crosby. Earlier,
Crosby had left CBS and gone over to NBC. Then in 1946, he had
switched to ABC. Warned by his own associates that Crosby had a reputa-
tion for being difficult, Paley now learned that indeed the singing star
could be demanding. Crosby wanted to make sure that he would be giv-
ing the best possible rendition of a song. The only way to assure that was
to prerecord his entire radio program. ABC was already pre-recording;
CBS, however, along with NBC, remained adamant that the listener
should hear only live entertainment. The two networks believed that if
top-caliber programs could be recorded and sold directly to individual
stations, it would spell the demise of networks. But Paley wanted to woo
Crosby back, and so in 1948 he changed his view: realizing that the public
didn’t care about the issue all that much, he permitted prerecordings.
Paley convinced Liggett & Myers, makers of Chesterfield cigarettes, to
take Crosby on for a three-year, noncancelable contract at $20,000 a
week. The top singer in movies and on radio at the time, Crosby could
demand such a price. Liggett & Myers insisted, though, that Crosby cease
his criticism of cigarettes. He agreed to that one easily. The sponsor also
wanted him to carry around a pack of Chesterfields whenever he ap-
peared in public. Complaining a bit, Crosby said to Paley, “But that'll
make a bulge in my pocket, won't it?” “Yeah,” Paley replied, “and so will
the $20,000 a week.” (12)

The Crosby deal was announced in mid-January 1949. The word was
out, CBS was buying up the big stars—it wanted them, and it could get
the sponsors for them. That very month Red Skelton came over and, in
February, so did Edgar Bergen; then in March, Burns and Allen. These
acquisitions were given a pejorative name. They were called the “Paley
raids,” but Bill Paley didn’t mind being called a raider. He loved it in fact.
Once at CBS, Jack Benny grew more and more popular. CBS quickly
became the top network on Sunday evenings. The first Sunday night “The
Jack Benny Show" was heard on CBS the network’s total Hooper ratings
jumped 53.3 percent over the Hoopers registered two weeks before, while
NBC suffered a minus 34.8 percent setback for the night. Frank Stanton,
the expert on audience research, had predicted that Benny would get
27.2. Benny racked up 27.8 percent. On Wednesday evenings the CBS
lineup was weighty as well: Groucho Marx, Bing Crosby, and Burns and
Allen. In 1949, CBS had twelve out of the top fifteen Hooper-rated pro-
grams and sixteen out of twenty in the Nielson ratings; its average-audi-
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ence rating was 12 percent higher than that of any other network. As
Paley noted with glee, “In short, that year, 1949, CBS became number
one in radio.” (13) CBS executives estimated that the reward for the star-
stealing would be a $6.6 million increase over its $64 million of revenues
in 1948. Lots of people wanted to believe that Bill Paley had somehow
unfairly stolen David Sarnoff's talent. There was even a story put out that
Sarnoff had phoned Paley after the raids to complain, how could he do
this to him, hadn’t they had an agreement that they wouldn't steal from
each other? “Because | had to,” came Paley’s reply. The story is apocry-
phal. “It is a cute little story,” Paley has written, “but it just never hap-
pened.” (14)

OO

The future of television remained unsettled. Experiments had been in
progress since 1931. In one of those embarrassing bursts of enthusiasm,
Bill Paley mistakenly predicted then that by the end of the next year
(1932) television would be operating on a commercial basis. World War Il
had postponed all the main issues surrounding this exciting new medium:
Should the standard be black and white or color? Should the RCA color
standard be approved, or should CBS’'s? Peter Goldmark, the inventor/
engineer of the CBS Laboratories, remained enthusiastic that his color
standard would win FCC approval.

After the war, CBS operated two television stations, one in black-
and-white that broadcast for 4 hours a week, the other an experimental
color one. The two systems were incompatible. A decision would have to
be made whether color or black and white would become the industry
standard. At CBS, Frank Stanton and Paul Kesten had been pushing for
the color standard; manufacturers of black-and-white televisions were,
not surprisingly, urging black-and-white on Bill Paley. Loyal to the Stan-
ton-Kesten team, Paley encouraged Peter Goldmark, now with a staff of
one hundred people in the laboratory, to try to perfect his color system.

Matters came to a head in the summer of 1946 when RCA put its
black-and-white televisions on the market. In September, CBS asked the
FCC to authorize commercial color television, based, of course, on the
CBS color system. CBS had commissioned surveys that showed that the
public would be willing to put off buying black-and-white sets as long as
it was confident that color was around the corner; it would also pay nearly
50 percent more for color. With only 6,000 black-and-white televisions
around, the CBS gamble appeared reasonable. If the FCC gave CBS the
OK, color would win the day. The issue of incompatibility would presum-
ably fade as black-and-white sets eventually gave way to the new color
ones. Complicating matters was the FCC'’s practice to continue accepting
applications for new black-and-white television stations. Owning only one
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such station (WCBW in New York, which later became WCBS-TV), CBS
was eligible to buy four more black-and-white stations in four other cities.
Should CBS pick up the option? It was a tough decision. If the FCC turned
down its bid to televise in color, the network would have lost a great op-
portunity to expand its black-and-white television operation. But, if it
made applications for black-and-white stations now, that very act would
appear to demonstrate a lack of confidence in Peter Goldmark’s color
system, something that would hardly help its case with the FCC. Stanton
backed off from applying for the stations.

David Sarnoff went on the attack, hitting at CBS for its small screen
size, the color degradation and fringing, and the lack of capacity for
proper mobile coverage. He also noted that CBS’s color would come up
blank on current television sets. NBC's color system, when it was devel-
oped, would be able to work on black-and-white sets, albeit in black and
white. Sarnoff was still in favor of electronic color unlike the CBS system,
which involved a rotating wheel. Hence CBS's pictures could not be
viewed on existing prewar black-and-white sets. But the NBC electronic
system, Sarnoff acknowledged, was still five years off.

Again there was a CBS trial before the FCC, this time at the Tappan
Zee Inn at Nyack, New York, overlooking the Hudson River, 40 miles from
the color transmitter at the Chrysler Building in New York City. While the
FCC chairman, Charles Denny, appeared to like what he saw, on January
30, 1947 the FCC still ruled, in a major setback for CBS, that more field
tests were needed. Now the network had to look around for television
stations, but they were in short supply, especially after the FCC'’s decision
in 1948 to impose a freeze on building and licensing new television sta-
tions. In 1949, the FCC held hearings on color television, this time finding
in CBS's favor, but the victory was pyrrhic; by now there were some 3
million black-and-white television sets, none of which were compatible
with the CBS color system. It appeared that Peter Goldmark and CBS
had, for the time being, lost the battle.

R2gl 7 D /gl

Apart from color television, Peter Goldmark had his mind turned to rec-
ord playing. One evening in the fall of 1945, Goldmark and some
friends in Westport, Connecticut, were listening to a record of Vladimir
Horowitz playing Brahms's “Second Piano Concerto.” Suddenly they
heard a click recalled by Goldmark as “the most horrible sound man ever
invented.” Someone got up to change the record. The mood was broken.
“I'’knew right there and then,” remembered Goldmark, “that | had to stop
that sort of thing.” (15) Within three years he had invented the 33}-rpm
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microgroove record, stamped from Vinylite to reduce surface noise. It
immediately became known in the trade as the LP. Since 1948, the year
the new record was introduced, the LP has grossed more than $1 billion
for CBS. By 1973, more than one-third of CBS’s yearly income from its
record business came from long-playing records.

Goldmark’s new record had major advantages over the 78-rpm disc:
it revolved more slowly—at 33; rpm—permitting more than twice as
much music to be stored in the same record space; the new CBS disc also
had better sound quality. The first Columbia LP went over big, offering
Bach to Harry James at prices from $2.85 for a 10-inch popular disc to
$4.85 for a 12-inch Masterworks. CBS debuted the record at the Waldorf,
but the reception was cool at first.

Trying to avoid competition, Bill Paley invited David Sarnoff to at-
tend a trial of the LP. A joint venture might be in store. Some days earlier,
Stanton had invited Sarnoff to a private luncheon to discuss this very
venture. Now, accompanied by eight engineers, Sarnoff visited the CBS
boardroom. Goldmark was nervous. He knew this was his day of judg-
ment after years of hard work. Paley, dressed impeccably, smiling, ex-
plained that Goldmark would first play an ordinary 78 and then the CBS
invention. Sarnoff grew more interested. Goldmark played the 78 for
about 15 seconds before switching over to the new record. He put on the
needle. As the first few bars were played, Sarnoff got out of his chair.
After 10 seconds, Goldmark switched back to the 78 record. The eight
engineers looked downcast. “l want to congratulate you and your people,
Bill,” Sarnoff said in a loud, emotional voice. “It is very good.” (16) Paley
proposed delaying the announcement of CBS's long-playing record so
that RCA could join CBS in a joint venture. Sarnoff said he would think
it over.

Soon thereafter, Sarnoff dropped a bombshell on Paley: NBC's own
scientists had, after ten years of research, developed a new system that
recorded at 45 rpm and featured an incredibly fast record changer. NBC's
small 45-rpm disc had less playing time than did CBS’s LP, but it would
be easier to distribute and cheaper to produce. NBC put its 45 rpm on
the market in January 1949.

With two new record formats joining the original 78 rpm on the mar-
ket, the public became understandably confused. For its part, CBS had
some major supporters for its new product: the influential National Asso-
ciation of Music Dealers as well as the three largest independents, Decca,
Mercury, and London Records. Moreover, a number of RCA artists liked
the LP’s longer recording time and sound quality. Everywhere but in juke-
boxes, the LP became the industry standard, dealing a staggering defeat
to RCA. Over the years pop stars would take the place of symphonic and
opera performers as the main source of record industry profits.

OO
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World War Il had interrupted the development of television so that by
1946 only 6,000 television sets existed. With television sets costing as
much as $3,000, only 225 sets were produced in the first eight months
of that year. Yet television would finally come into its own in the late
1940s. A spurt of television manufacturing began that fall: 3,242 pro-
duced alone in September, 5,437 by January 1947, and 8,690 the follow-
ing May. Major advertisers were still reluctant to go over to this new me-
dium. As a result, television budgets remained tight. Puppets were used
a great deal as were all sorts of animals, including snakes and ducks. The
reason was economic. Puppets and animals came cheaply. They didn't
need to be fed as did human actors. By 1946 some popular radio pro-
grams had moved over to television, among them “The Major Bowes Am-
ateur Hour” and “Town Meeting of the Air.” Still, television lacked a lot
of programming. But the screens were getting sharper, less snowy, and
larger—going from 7 to 12 inches, then to 14 inches. CBS Television
still comprised just one station broadcasting six to ten hours a week, its
experimental W2BXA (later WCBS-TV). Airtime was given away free, and
people were charged only for the use of CBS’s studios, sets, props, and
costumes—with so few sets available, there seemed no point in charging.
On June 19, television had covered the Joe Louis-Billy Conn fight. But
December 31 of that year in a real sense was the night of television’s
formal birth. New Year's Eve parties were being televised for the first time
as pictures were transmitted in eleven American metropolitan areas.

Americans now bought television sets in large quantities, 250,000
in 1947, Coaxial cable now linked New York, Washington, D.C., and Phila-
delphia. As a result, television advertisers leaped from 31 to 181. The
opening of Congress was shown for the first time that January. During
the summer the Zoomar lens was used for the first time in a CBS telecast
of a baseball game between the Brooklyn Dodgers and the Cincinnati
Reds. Thanks to the new lens, the camera could do more than simply
show a close-up of the pitcher and catcher; now fans could take in a full-
field long shot as well, creating new excitement for viewers. And later
that year television covered the 1947 World Series.

By the end of 1947, CBS'’s programming had doubled that of the
previous year and now stood at twenty hours a week. (By the end of 1948,
it was up to thirty-eight hours a week.) Slowly, television began to cover
certain events, notably sports, being easy, cheap, and entertaining. By
1948, a microwave link connected up Indiana, Kentucky, and Ohio. The
start of television was truly the year 1948. CBS began producing its own
programs and sending them out to the stations either via cable or on film
through the mails. Now one could watch “Arthur Godfrey's Talent
Scouts,” the dramatic show “Studio One,” and Ed Sullivan's “Toast of the
Town.”

One of CBS's most profitable assets, Arthur Godfrey, was something
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of a phenomenon: he had two television programs, on Monday and
Wednesday evenings, as well as morning radio and television programs.
Not surprisingly, Godfrey earned $500,000 a year. He had been an ob-
scure disc jockey in 1930 with a talent for engaging in easy patter. On
April 14, 1945, he was given the assignment of narrating the network'’s
radio coverage of President Roosevelt's funeral procession down Pennsyl-
vania Avenue. Godfrey was taken with emotion. Rather than hold it back
like other broadcasters would do that day, he evoked in his words just
how troubled and frustrated the nation felt at losing its leader. When the
new president passed in his car, a choking Godfrey called him the man
who “just had such burdens fall upon him. God bless him, Harry Truman!”
As Roosevelt’s coffin came into sight, Godfrey simply broke down, sob-
bing into the microphone, and saying, “Oh God, give me strength!” His
whole radio style had been based on sounding honest, natural, and never
would he sound more so than on that sad day.

D77 gl 7ol 7]

CBS had twenty-eight television affiliates in 1948, but on September 30
the FCC ordered a freeze on processing applications for new stations be-
cause of the problem of cross-station interference and the need for further
study of the problem. At the time the freeze was announced, 37 television
stations existed in 22 cities, with 86 others approved and thus permitted
to go on the air. Another 303 station applications not yet approved were
filed away until the FCC could work out the frequency problem. Once,
the ban was lifted in the early 1950s, the number of CBS television affili-
ates would rise to 62.

The real thrust forward for television came in 1949. By midyear 1.6
million American homes possessed television sets and new televisions
were purchased at an astonishing rate of 100,000 a month. (Only a dec-
ade later 50 million televisions had been bought.) By the end of the year
CBS was showing all sorts of programs: variety shows, pop music, situa-
tion comedies, sports, mysteries, dramas, children’s shows, quizzes, as
well as news and public affairs programs.

Television news started on CBS in 1946 with one regular weekly Saturday
night broadcast featuring Douglas Edwards. Edwards had started his ca-
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reer at the age of 15 in Troy, Alabama, and three years later moved to
Atlanta radio station WSB as an announcer, later a newscaster. In 1938
Edwards moved to the Detroit radio station WXYZ. (CBS’s Mike Wallace
was a newscaster there at the same time.) At the very end of World War
11, Edwards had been working for CBS in Europe. In May 1946 he returned
to the United States and was asked to be a guest on a television program
during his first week back. It was May 1946. Announcer Milo Boulton
interviewed Edwards over the experimental CBS New York station’s
Thursday evening news program. “They apparently liked the way | acquit-
ted myself in front of the camera,” Edwards recalled. (17) As a result, he
was chosen to narrate the Saturday evening television news. At that point,
CBS television had news on Thursday, Friday, and Saturday evenings.
Edwards'’s telecast could be picked up only in New York. In these pretele-
vision network days, CBS radio correspondents were the mainstays of
television news. Edwards began work on Friday afternoons. A premium
was placed on obtaining filmed reports of events occurring that week
rather than relying upon stock footage. Recalled Edwards, “Perhaps a
ship would be due. Somebody prominent was going to be aboard. We'd
go and do interviews with them on the ship, depending on when the ship
got in, because it took several hours to develop film in those days. We
didn’t try anything live. You wouldn’t think of bringing your camera down.
There was no minicam. Of course, no satellites. . . . But then we had ma-
terial from the United Nations and guests from there. Mrs. Roosevelt,
Abba Eban, the secretary of state, maybe, if he was in town. | would go
over on a Friday afternoon or a Saturday morning and do an interview on
film, bring it back and cut it, and put it on the air, as part of the 15-minute
show. We used stock footage to illustrate topical points of the day’s news.
If it was an agricultural story, we would have flowing wheat fields on the
air. .. .” (18) Soon Edwards took over the Thursday television news as
well.

At one stage, CBS closed the experimental television station for six
months. That did not deter Edwards and his small crew: “We continued
doing the Saturday night news show rather ingeniously. Today it would
be called cheating. What we did was take me up to Studio 9, which was
the radio studio in those days, on the 17th floor at 485 Madison Avenue,
and a cameraman put on 35 millimeter film various angles of me sitting
before a microphone, obviously delivering a news script, everything ex-
cept perfect head-on to avoid problems with lip-sync. We used that as a
kind of insert technology. | would say, ‘Well, I'm going to put two stories
in this section,” where normally | would have been on camera live. ‘I'm
going to put three stories in here. I'll need 42 seconds of the film." When
that went on the air that Saturday night, we didn't prerecord it. | would
come in and over the pictures of Edwards there would be stock footage
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made weeks before, | then would lay in a live narration of those three
news stories.” (19)

Once the television operation resumed, Edwards was back in the
normal routine, doing the “World News Roundup” at 8 p.M. on radio while
leading off with 2 minutes of news on the new 12 noon radio soap opera,
“Wendy Warren and the News.” After Edwards'’s 2 minutes, Wendy would
read a minute of news, a commercial would follow, leading into the soap
opera revolving around the life of Wendy Warren, girl reporter, wife of a
big-city editor.

Edwards was the first of the radio newscasters who was genuinely
not alarmed about switching to television. Many others were cautious.
Apart from covering photogenic “special events” such as sports, political
conventions, or congressional hearings, television was still not consid-
ered very practical for presenting news. It could offer the pictorial side
but little more. Reflecting the views of other radio newsmen, Ed Murrow
was skeptical of television as a news conveyor. “Most news,” he once said,
“is made up of what happens in men’s minds, as reflected in what comes
out of their mouths. And how do you put that in pictures?” (20)

The first real experience for television newscasting came at the 1948
political conventions in Philadelphia. Although only 400,000 sets existed
by the summer of 1948, the number was sufficient to warrant interest on
the part of the convention organizers. Television coverage of the quadren-
nial affairs began in 1940, but few were able to watch the telecast of the
Republican convention in Philadelphia; war prevented television cover-
age of the 1944 convention. In 1948, coaxial cable reached only to the
Atlantic seaboard so an Eastern city was the preferred choice for the con-
ventions’ locale. Philadelphia’s Convention Hall was chosen, demonstrat-
ing at an early stage the power of television over the nation. Radio had
until now dominated the conventions and still did in Philadelphia. But by
the time the 1948 conventions were over, it was clear that television was
on the map, so to speak, thus doing for television what the 1928 political
conventions had done for radio.

An experienced newscaster was needed for the 1948 conventions
and, though he was a junior member of the CBS News team (he was only
31 years old), Doug Edwards qualified. He had been anchoring television
news twice a week in New York City for CBS so he was no stranger to the
new medium. In contrast with later years, when television would have a
standing equal to if not greater than the politicians themselves, in the
year 1948, it was the new kid on the block and most looked disdainfully,
if at all, at the people who were its pioneers. Edwards could expect little
help at the conventions. Indeed, no one had even bothered to tell him
about his assignment until he showed up in Philadelphia. In effect, func-
tioning as an anchorman, Edwards was backed up by Ed Murrow and
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historian-commentator Quincy Howe. Television, however, was not Mur-
row and Howe's first priority, and they conducted their interviews and
offered analysis only after they freed themselves from their obligations
to radio. Edwards’s cramped enclosure was accessible, moreover, only by
traveling the ignominious route through the radio studios.

Logistics for the television team were a nightmare: it was not yet
possible for the anchorman to switch down to the floor and conduct inter-
views with politicians on the air. Correspondent and politician, sweating
in the absence of air-conditioning, ran up to television’s tiny quarters and
held their interviews in those uncomfortable surroundings. Edwards was
seated so far from the convention floor that he could not see the black-
board where the votes were being tallied. Improvising, he borrowed his
daughter’s Girl Scout binoculars.

Beyond the discomfort was the frustration Edwards and others felt
at having to focus the camera on the podium for the most part. It was
clearly a hardship to work for television. Ed Murrow and the other report-
ers arrived on the convention floor lugging around on their backs heavy
voice transmitters with batteries, power, and sound. One or two cameras
were set up around the hall to pick them up. The sound had to come
through that backpack. Murrow would come off the floor soaking with
sweat. One photo of Murrow shows him on the convention floor, looking
like a man from Mars with antennas protruding every which way. In his
right hand he is holding a huge microphone. Around his ears he is wear-
ing a headset. He is clutching the battery pack, looking distinctly in need
of a break. Even though the television reporters found the experience
loathsome, The New York Times actually thought Edwards, Murrow, and
Howe had accorded themselves well, commending them *“for straight,
adult reporting, seasoned with real humor . .. in a class by itself.” The
Times singled out Murrow for his ad-lib quips “that were far and away the
most amusing words heard all week in Philadelphia, reflecting . . . a good-
natured yet perceptive sense of detachment that was truly mature journal-
ism.” (21) By now the top commentator of the day, Murrow remained
attached to radio. He was not about to abandon it for this new invention,
if he could help it.

CBS decided to begin a nightly television news program that sum-
mer. In need of public service programming, the network wanted to make
Douglas Edwards the regular newscaster. NBC would follow in February
with its own nightly news show at 7:45 pM. called the “Camel News Cara-
van.” Edwards, however, was only lukewarm about taking on such a ma-
jor television assignment.

Radio had been his meal ticket and he did not want to give it up.
Edwards had been averaging $400 a week in the fees given newsmen
routinely from sponsored broadcasts, representing most of his income.
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Largely unsponsored, television, on the other hand, still could hardly pay
its bills. Derisively scorning television as a medium devoted largely to
roller derby and fake wrestling, Edwards was prepared to help it out once
or twice a week. But even his work at the Philadelphia conventions had
not convinced him to move over to television entirely. To drop radio
would ruin his reputation, and why do that? Television was—what did the
other radio journalists call it?>—slumming. And so Edwards at first said
no.

That did not stop CBS. Returning from a vacation, Edwards was
called in for a chat with CBS president Frank Stanton. Edwards’s fears
were groundless. Stanton assured him; television would in time surpass
radio in news coverage. “Doug, | guarantee you, if you do this television
broadcast,” Stanton said, “you’ll soon be as well known as Lowell Tho-
mas.” (22) It is not clear whether Edwards wanted to be “as well known
as Lowell Thomas,” but Stanton’s little speech was convincing. So was
the fact that Stanton offered to double his salary. And to permit him to
remain the news broadcaster for “Wendy Warren and the News.”

Edwards found the offer acceptable, though he obviously felt little
excitement. “I've been described as being pulled into television kicking
and screaming,” he has said. “It wasn't that at all. Just a little bit reluctant
because | was worried about dry-running a lot of things, and then having
somebody in the cool of the day come in and Edwards getting lost, re-
ally.” (23) On August 15 CBS inaugurated the first nightly (five nights a
week) television news program, from 7:30 to 7:45 pm. Douglas Edwards
was the anchorman, and he would remain in that slot until 1962, winning
a Peabody Award in 1956 and several Emmy nominations.

But Edwards would have trouble at first. There were those at CBS
who insisted that it was technically impossible to produce a nightly news
program—it was simply too much work. Not helping matters, CBS was
handicapped by its lack of resources. CBS was still dependent upon out-
side newsfilm suppliers for pictures. (CBS only began its own newsfilm
operation in the mid-1950s.) It still divided its writers and other produc-
tion personnel between its radio and television operations. NBC, for its
part, had already invested in developing its own film crews and a full-
blown staff for its television news and, accordingly, captured an early rat-
ings lead.

At first called simply the “CBS TV News,” the program became
“Douglas Edwards with the News"” two years later (in the fall of 1950),
after CBS realized that Edwards had attracted his own viewing audience.
Primitive by today's standards, the telecast employed no videotapes, no
film reports on the same day’s news from overseas or remote points
within the country, no communications satellites, no field correspon-
dents, and no camera crews. Recalled Edwards, “Some of the visuals were
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crude. We didn't go first class the way we do now. We didn't have tele-
prompters. It was all done either from memory or from ad-libbing or from
reading. Actually a combination of those three. One didn’t get too far
away from the planned script because if he did, he would throw the direc-
tor a real curve when it came time to lead into a commercial or a piece
of film.” (24)

Although embryonic, CBS's television news took itself seriously. It
was after all following in the tradition of Ed Klauber, Paul White, Ed Mur-
row, and the “Murrow boys.” Television news, like radio news in the past,
would brook no interference from sponsors, from the government, or
from anyone else for that matter. Meanwhile, the Edwards newscast,
watched at first only along the East Coast from Boston to Washington,
D.C., added station after station. Each time a new station hooked into the
CBS television network, Edwards would open the show by welcoming
them to the broadcast. By the end of 1951, when the West Coast was tied
into the coaxial cable, he opened with these words, “Good evening, from
coast to coast.”

D7g 7l 7ol 7]

The guiding light behind the Douglas Edwards newscast was one of tele-
vision’s true pioneers, someone who remained in the shadows for years,
inventing, improvising, always sensing television’s potential, always un-
derstanding that television was the one medium that was ideally suited
to bring the news. Don Hewitt was the genius behind early television
news, the man, in Av Westin's oft-repeated phrase, who invented the
wheel.

Born and raised in New York, Hewitt loved the news business from
childhood. His father had been an advertising salesman for the Hearst
newspapers. No wonder that Hildy Johnson, the tough, wisecracking re-
porter in The Front Page was an early idol. At age 19 in 1942, Don worked
as a copy boy at The New York Herald Tribune, earning $15 a week. As it
was wartime, he enrolled in the Merchant Marine Academy and spent
World War Il as a front-line correspondent in Europe for the War Shipping
Administration.

Hoping to cash in on his wartime journalistic experience, Hewitt
searched for a post as a foreign correspondent. Instead, all he could find
was the job of head copy boy at The Herald Tribune. So, over he went to
the Associated Press, where at least he was given work as a newsman: he
was sent to the Memphis Bureau as night editor, remaining there for a
year. During 1947 he edited the Pelham Sun in Pelham, New York, and
then took work at Acme Newspictures, United Press’s picture service.

Hewitt's big break came when Bob Rogow, an acquaintance of his
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from The Herald Tribune who worked at CBS Radio, contacted him to say
that the network was looking for someone with picture experience.
Strange, Hewitt thought, a radio network looking for somebody with pic-
ture experience. In fact, CBS Television was conducting the search. With
only a mild understanding of television, Hewitt trooped off to the area
over New York City’s Grand Central Station where he found a staff of
stage managers and artists. The sets and microphone booms enthralled
him.

After News Director Bob Bendick hired Hewitt on the spot, Hewitt
proudly informed Boyd Lewis, his boss at Acme Newspictures, the picture
arm of the United Press, that he was moving to television. Television,
asked Lewis? Why would he want to work there? It was only a passing
fad. It had no chance of lasting. Hewitt later would say that Lewis had
been half-right: it had been a fad, but it had also lasted.

When the Edwards news program debuted, Hewitt was one of sev-
eral directors. On the fourth day, Edwards asked that Hewitt become sole
director, and it was agreed. Hewitt experimented with using charts and
maps behind the newscaster. One evening when he couldn't sleep, Hewitt
took brown paper and cut out figures; he then taped them to his television
screen and walked around the room, asking himself if someone were sit-
ting 20 feet away, would those figures be big enough? Hewitt also was
concerned with the way Edwards read the news. He tended to look down
at his script. Hewitt preferred that he look up. He had someone copy the
text from which Edwards would read in large black letters which were
then held up in front of the newscaster. Eye level, however, was frequently
off. Hewitt, at one moment of frustration, actually suggested that Ed-
wards learn braille! Once he did that, he would be able to stare into the
camera while reading the news with his finger. Edwards would have none
of that.

Television entertainment was every bit as experimental in the late 1940s
as was news. That led to a certain pragmatism. If something worked at
NBC, it was worth a try at CBS. And vice versa. But CBS had a problem.
It had been unable to find anyone like NBC’s Milton Berle, television’s
most popular comedian. In time, it would find someone, someone who
would seem as far removed from Milton as could be. Yet, for reasons that
no one could fathom, this individual would prove to be one of television’s
greatest “entertainers.” By the end of 1948, this unsmiling newspaper
columnist named Ed Sullivan had television’s most popular show, a vari-
ety program known as “Toast of the Town.” (Ed was producer as well as
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master of ceremonies.) In 1955, the show was renamed “The Ed Sullivan
Show.”

He was born Edward Vincent Sullivan into an Irish family in Manhat-
tan on September 28, 1902. He began his career as a journalist in high
school covering sports part time for the Port Chester Daily Item. After
graduation he took a full-time job with the newspaper at $10 a week.
Much later in his career, when he was once asked to describe himself in
a single word, Ed said, “reporter.” His first column, “Ed Sullivan Sees
Broadway,” appeared on June 1, 1931, for the Graphic, a brassy scandal
sheet. He delivered a bitter sermon to other Broadway columnists. “The
Broadway columnists,” he wrote, “have lifted themselves to distinction
by borrowed gags, gossip that is not always kindly and keyholes that too
often reveal what might better be hidden.” He promised to give no space
to phonies, to avoid mentioning divorces, and to praise a Broadway play
if it so merited. “With the theater in the doldrums,” he concluded, “it
needs a decisive voice and | promise to supply it.”

Sullivan began writing for the New York Daily News in 1932. That
same year Sullivan did a program on CBS radio entitled “Broadway’s
Greatest Thrills,” later renamed “Ed Sullivan Entertains,” originating at
New York City's “21” Club. Sullivan introduced a number of big stars to
radio, including Jimmy Durante, lrving Berlin, Florenz Ziegfeld, Jack
Pearl, Frances Langford, and Jack Benny. Sensing television’s bright
prospects, Sullivan was eager to have his own show and had in mind a
sports interview program that would be called “Pros and Cons,” with golf
professionals advising viewers on how to improve their game. He men-
tioned the idea to Marlo Lewis of the Blaine Thompson advertising
agency, who passed it on to CBS. The network replied that it was not
interested in a golf show but it was considering a Sunday-night variety
series. CBS producer Worthington Miner had “discovered” Sullivan after
he had served, at Miner's initiative, as master of ceremonies for the 1947
Harvest Moon Ball, the Madison Square Garden ballroom dance event
televised by CBS. Miner used Sullivan again in a 1948 Easter Sunday
variety benefit. Recalling these events, CBS executives believed that Ed
might be ideal as master of ceremonies.

He was hired as the temporary master of ceremonies, temporary in-
asmuch as he was a newspaper columnist with no performing ability. Sul-
livan, who certainly had wide personal contact with the entertainment
world, insisted that he could produce a good show cheaply. By virtue of
his Daily News column, he had the advantage of being able to plug per-
formers—apparently fair recompense for appearing on his show. Still, the
dour, humorless Sullivan was not exactly what the CBS brass had in mind
when they sought a rival to Milton Berle—and as soon as a professional
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emcee could be found, Sullivan would be released. That was the original
plan.

On May 21, 1948, CBS officially announced the new program, call-
ing it “You're the Top."” The title did not survive past the first press release.
“Toast of the Town” premiered on Sunday, June 20, at 9 pM. at New York
City's Maxine Elliott Theater on 39th Street. A staff of thirty-five, includ-
ing Ray Bloch’s fourteen musicians, put the show on the air, working with
a $1,350 budget. (By the late 1960s, the staff had grown to two hundred,
the budget to $372,000 a week.) That opening night, despite an array
of great talent, was something less than a smash. Sullivan introduced
Broadway's Richard Rodgers and Oscar Hammerstein 11 (who refused pay-
ment), along with a pair of unknown comedians named Dean Martin and
Jerry Lewis (who split the $200 fee) and a fight referee Ruby Goldstein
who accepted $75. Apart from the cost of Ray Bloch's orchestra, the en-
tire show cost $475.

His poker face and awkwardly dangling arms led themselves to kid-
ding, but Ed Sullivan’s “shew,” as he called it, eventually was a great tri-
umph. Not at first, though. Television reviewers were not kind. Emerson
Radio, Sullivan’s first sponsor, canceled after 13 weeks. Sullivan liked to
say that it was no wonder he didn’t smile much in those days. The most
unpleasant moment came when he learned that CBS was trying to sell
“The Toast of the Town” to prospective advertisers with or without him.
Apparently, the Sales Department felt that sponsors were being fright-
ened away by the press criticism of Sullivan. That was the low point of
his life, Sullivan would say later. As it turned out, the optional offer had
come from just one man, Jack Van Volkenburg, who had acted on his
own initiative without the backing of either Bill Paley or Frank Stanton.
Sullivan was quickly apprised of that. Matters improved quickly enough.
By the end of the year, according to a Pulse survey, “Toast” was the top-
rated show in New York City and Philadelphia. His first show was broad-
cast on only 6 stations. By the late 1960s it would be on 196. The compe-
tition couldn’t keep up with him. NBC put up Perry Como during the
1949-50 season and later tried such stars as Bob Hope, Dean Martin and
Jerry Lewis, Jimmy Durante, and Eddie Cantor. But Sullivan triumphed.
“The Ed Sullivan Show” would run for twenty-three years, and many
would call it the best variety program television has ever produced.

He introduced to television Louis Armstrong, Fred Astaire, Lionel
Barrymore, Humphrey Bogart, James Cagney, Gary Cooper, Henry
Fonda, Jackie Gleason, Bob Hope, Burt Lancaster, and Phil Silvers. Also,
Julie Andrews, Maurice Chevalier, Noel Coward, and the Beatles. He had
his largest audience watching the Beatles whom he introduced to Ameri-
can television on February 9, 1964, 73.7 million people, according to the
Nielsen ratings.

The most controversial guest appearances were the three times
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Elvis Presley came on “Toast,” over a six-month period beginning in Sep-
tember 1956. Presley was paid the then-staggering sum of $50,000 for
the three appearances, a record payment for Sullivan. At first, Sullivan
was reluctant to book Elvis. He was known only in the Southwest; his hip-
swiveling act did not seem proper for a family show. But then Presley
appeared on Steve Allen, Sullivan’s Sunday night rival, trouncing Ed in
the ratings. Less than two weeks later Sullivan signed Elvis.

He had incredible influence with his audience. “All the Way Home”
opened on Broadway on November 30, 1960 to fine notices but drew little
box office attention. Enjoying the show, Sullivan urged everyone to go
see it, paving the way for box-office success and a Pulitzer prize. Dis-
turbed at Sullivan for violating its policy against providing unpaid com-
mercials, CBS reprimanded Sullivan with a light slap on the wrist.

Once he became a major television star, Sullivan could not escape
controversy. When he and Jack Paar engaged in their famous March 1961
feud, it was front-page news. The feud erupted over Paar’s paying per-
formers the $320 minimum union wage when the same performers were
receiving up to $10,000 for a Sullivan appearance. Sullivan notified talent
agents that anyone accepting the $320 figure for a Paar appearance
would be paid the same on his show. For several weeks Sullivan and Paar
traded insults, all of which became immediate news.

Sullivan got into a public tiff with Arthur Godfrey as well. In 1953
Godfrey fired singer Julius La Rosa from his program while on the air,
another page-one story. Sullivan signed the singer, who had been getting
$1,000 a week from Godfrey, for a “television comeback” at $30,000 for
six appearances. The show, as Sullivan shrewdly realized, garnered a high
rating. Sullivan did much the same thing when in 1955 Godfrey fired
singer Marian Marlowe, signing her up for $3,000 an appearance. “It's
nothing personal against Godfrey,” Sullivan said. “If they'd fire him, I'd
try to sign him up, too.” To which Godfrey replied, “I'd certainly accept
the offer.” (25)

It was strange. Ed could not perform. He simply talked, and he didn't
do much of that. But people loved the show. Ed Sullivan, this quiet man
who could not sing, act, or dance, managed to entertain. He was, in fact,
one of television’s greatest acts. Indeed, when critics lambasted Ed, it was
usually due to the fact that he was not a real performer in the classic
sense, that he was on television under false pretenses, as it were. Alan
King, the comedian, summed up Sullivan’s talents tersely, “Ed does noth-
ing, but he does it better than anyone else on television.” (26). Still, some
described him as television’s most influential performer. He “performed”
often with the little puppet personality the Italian Mouse Topo Gigio.
“Hey, Eddie, keesa me good-night,” the mouse’s parting phrase, became
part of the national lexicon. Burly truckdrivers, spotting Sullivan on the
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highway, would roll down their windows and say to him, “Hey, Eddie,
keesa me good-night.”

Sullivan had his faults. But they were overlooked as his television
success crowded out any criticism. His awkward introductions of his
guests and reactions to their performances became almost a trademark.
He once said, “Let’s hear it for the Lord’s Prayer” after Sergio Franchi
sang it on the 1965 Christmas show. He introduced Roberta Sherwood as
Roberta Peters. New Zealand natives were, in Ed’s words, “the fierce
Maori tribe from New England.” He made a pitch on behalf of the tubercu-
losis drive and concluded, “Good night and help stamp out TV.” He called
Benny Goodman a “trumpeter” and introduced Robert Goulet so fre-
quently as a Canadian that few, perhaps even including Goulet himself,
realized that the singer was born in Massachusetts. After presenting the
Supremes with a long, flattering description of their talents, he brought
them on camera, and promptly forgot the group’s name. All he could do
was say, “Here are the girls.” But he was Ed Sullivan, and everyone
promptly forgave him his gaffes.

OO

Ed Murrow’s relationship with Fred Friendly would alter the course of
television. They got together, not because of radio or even television, but
because of a record album. Fred was born in New York on 113th Street
in 1915. His name was Ferdinand Friendly Wachenheimer, a mouthful
which he would later shorten to just plain Fred Friendly. When, at age
22, fresh out of business school, he showed up for his first day at work
at radio station WEAN in Providence, Rhode Island, Ferdinand Friendly
Wachenheimer told the station manager his name. “He said we can’t have
a long name like that. What’s your middle name? | told him my middle
name, and | became Fred W. Friendly. That's all there is to that. And I've
had that name 50 of my 70 years. I'm proud of both names.” (27) At the
Providence station he scripted a series of 5-minute programs—*"mini-
mini-documentaries,” 5-minute portraits of great men and women, more
than a thousand of them, called “Footprints in the Sands of Time” for
which he was paid $8 per program.

It was only natural that his wartime experiences were mixed in with
journalism. After being inducted in 1941, he was involved in the develop-
ment of a panel competition, “Sergeant Quiz,” which was used for testing
American soldiers on knowledge gained in basic training. He traveled on
behalf of the army’s information and education section, setting up the
quiz at various camps and lecturing to soldiers about the war’s back-
ground. In 1943 Friendly became the overseas correspondent for the CB/
Roundup, the Army daily for the China-Burma-India theater of operations
(the Asian equivalent of Stars and Stripes). Friendly reported from all over
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the world on such events as the D-Day landings in France and the drop-
ping of the atomic bomb on Hiroshima and Nagasaki.

Arriving in New York in 1946, he convinced NBC to do a television
program in which a panel of well-known personalities would try to guess
the authors of quotations taken from the week’s news. A mere summer
replacement, the program was well received and sparked the interest of
rival CBS, which asked Friendly for a radio version. In 1947, Friendly and
Jap Gude, who served as an agent for some of the major CBS personali-
ties (including Ed Murrow, Walter Cronkite, Elmer Davis, and Raymond
Graham Swing), had been reading Frederick Lewis Allen’s popular social
history of the 1920s, Only Yesterday. The book gave Friendly the idea of
producing a history on records. Allen was approached to moderate the
record, but he declined. Friendly thought of Ed Murrow. Over lunch with
Friendly, Murrow loved the idea even though it was well known that talk-
ing records weren’t supposed to sell: “That’s a good idea, let’s do it.” (28)

So Gude, Murrow, and Friendly went to Goddard Lieberson, head of
the classical part of Columbia Records. “In one of those accidents of hist-
ory,” says Friendly, “we went in there the day that James Petrillo pulled
them out on strike. So the big recording facility had nothing to record.
So Goddard said, ‘pretty good idea. We need something to be recorded.’
They gave us a $1,000 advance, which Ed said | should take because |
was unemployed and he was gainfully employed.” (29)

The album, called “l Can Hear It Now,” was released in the winter
of 1948. Friendly wrote the connecting narrative and chose the historic
excerpts, culling 500 hours of recordings to produce a 45-minute album.
It was an immediate, smash hit, selling 100,000 copies by Christmas.
Friendly was amazed: “1 who had never had more than $500 in the bank
at one time, except for that stuff during the war—I went to the bank the
day before Christmas with a check for $19,000—my share of the royal-
ties.” (30) Murrow, who was making $ 125,000 at the time in broadcasting,
was probably not as excited about the new earnings. Undoubtedly, he was
more thrilled to win a number of awards for the album, among which was
the Newspaper Guild Page One Award. The album eventually sold nearly
a half-million copies. This marked the first time that a nonmusical album
had been a big moneymaker. (Later volumes were produced, and while
they sold well, did not approach the original one in sales.)

Radio documentaries were spurred by the technical work that went
into producing the album. Only when it became possible to edit audio-
tape were such documentaries feasible. Such internal editing was done
for the first time with the album. It was a CBS Radio engineer named Joe
Tall, working on the album with Friendly, who discovered a way to splice
tape on a bias to make it all meet. Friendly had said to Tall one day,
“Here’s a Winston Churchill speech | want to use, but it's 8 minutes long
and | want to get it down to 3 minutes.” Friendly marked the script, show-
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ing Tall what he wanted to take out and what he wanted to leave in. And
Tall managed it. (31) As Friendly explained, until then, records used to
be uneditable: “If you had something, let’s say, the Duke of Windsor's
abdication or Churchill’s speech, there was no way to edit it. You could
take two records and make three records and then play them into a third
record, but every time you made a stub, it would lose quality. But when
tape came in, the precursor to that, big tape, or rich tape, it was possible
to take the Duke of Windsor's speech, which ran 13 or 14 minutes, take
the pauses out—he stuttered a lot—but also take out the redundancies,
and with a razor blade, splice that.” (32)

“I Can Hear It Now” was, as Murrow and Friendly liked to call it, a
scrapbook for the ear, dealing with the years 1933 to 1945, describing
many of the events which Murrow had personally covered. One heard the
voice of Will Rogers, the cowboy comedian, making jokes about the De-
pression; Franklin Delano Roosevelt talking about fearing “fear itself”;
Senator Huey Long expounding on “sharing the wealth”; New York Mayor
Fiorella LaGuardia reading the Sunday comics during a newspaper strike;
Edward VIl delivering his abdication message; and labor leader John L.
Lewis talking about the Bible. Neville Chamberlain returned from Mu-
nich; Adolph Hitler shouted and ranted; and Charles Lindbergh gave his
“America First” opinions. There were other remarks by Joseph Stalin,
Dwight Eisenhower, and Winston Churchill as well as the sounds of
D-Day, VE-Day, and VJ-Day, and of the burgeoning atomic era. And there
was House Speaker Sam Rayburn, getting ready to introduce a fidgety
Harry Truman as the new President of the United States. “Just a moment,
lemme present you, willya—Harry?”
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seven

“. ..AN OLD TEAM TRYING
TO LEARN A NEw TRADE.”

It was a time of fear and suspicion, of peeking into private lives, of
insidious suggestions that people were what they were not. It emerged
out of the smouldering embers of World War |l when the United States
believed that one enemy had been laid to rest but worried that another
one would come to take its place. So pervasive was the fear that a new
enemy was rising, even more monstrous than the first, that nothing was
sacrosanct, nothing was taken for granted. Communism was the enemy,
and, asserted its opponents, it lay within as well as without, inside Ameri-
can borders as well as far away in the Soviet Union, Eastern Europe, and
mainland China. When the enemy was a foreigner, a Russian or a Chinese,
he was easy to spot. But how could one spot the enemy within—when he
was an American like all the rest of us? Why, came the answer, just look
at the people who are different, who are unconventional. Look at the lib-
erals. Look at the entertainers! Thus by its very nature, CBS became a
special target of those on a Communist witch hunt. The spotlight shone
brighter on CBS for another reason. Back in the late 1940s, Bill Paley
had decided that CBS, and not the sponsors, theatrical producers, or ad
agencies, should produce its own programs. There thus arose within the
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network a need for the very type of creative figure who would also be
characterized as liberal and unconventional.

With the publication of a 215-page book called Red Channels: The
Report of Communist Influence in Radio and Television, the broadcasting
industry—and CBS—became a target of the Communist hunt of the early
1950s. On Red Channels’ cover was a red hand clutching a microphone.
Published by Counterattack, the newsletter of facts to combat Commu-
nism, and sold for $1, the book listed the names of 151 people who pur-
portedly had infiltrated radio and television to “transmit pro-Sovietism to
the American public.” Days after Red Channels appeared, the war in
Korea broke out. Broadcasting executives might have read the Counter-
attack book with mild bemusement had there been no Korea. But the
international Communist conspiracy was on the move, forcing those ex-
ecutives on the defensive. The Korean hostilities seemed an all-too-real
reminder that world Communism was a concrete, immediate danger.

Therefore, to be on the Red Channels list could prove devastating to
one's career. Still, rather than a nest of infiltrators, the book provided an
honors list of the most talented and respected people in the industry,
among them writers, directors, and producers. Included were such well-
known names as Leonard Bernstein, Oscar Brand, Abe Burrows, Lee J.
Cobb, Aaron Copland, Norman Corwin, Howard Da Silva, Paul Draper,
Howard Duff, José Ferrer, Martin Gabel, John Garfield, Ben Grauer, Da-
shiell Hammett, Lillian Hellman, Judy Holliday, Lena Horne, Langston
Hughes, Burl lves, Sam Jaffe, Garson Kanin, Alexander Kendrick, Gypsy
Rose Lee, Joseph Losey, Burgess Meredith, Arthur Miller, Zero Mostel,
Dorothy Parker, Edward G. Robinson, Robert St. John, Hazel Scott, Pete
Seeger, Artie Shaw, Irwin Shaw, William L. Shirer, Howard K. Smith, Sam
Wanamaker, and Orson Welles. As a result of their appearance in Red
Channels, the careers of these men and women were often seriously
harmed. The story is told that when Bill Paley met Zero Mostel years later,
he complimented the actor on his talents, to which Mostel replied, “If I'm
so talented why didn't you put me on your network.” (1) But not every
employer was intimidated. Red Channels contained the names of two
overseas CBS correspondents. With his own news staff under attack, Ed
Murrow stood by his men. “If you're in trouble, we're all in trouble,” he
told one of them. (2)

Not everyone at CBS mentioned in Red Channels was as lucky. Rob-
ert Lewis Shayon, who had been a producer for CBS, had been abruptly
fired without an explanation. Betty Todd, a studio director, had been dis-
missed after being subpoenaed by the House Un-American Activities
Committee and refusing to answer questions about her alleged member-
ship in the Communist Party. The CBS television program, “The Gold-
bergs,” became an object of controversy after one of its cast, Philip Loeb
(who played Jake), was mentioned in the book. Its sponsor, Sanka,
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dropped the series “for economic reasons,” and when the show was resur-
rected on NBC with a different sponsor, it was minus Philip Loeb. Ger-
trude Berg, star, author, and owner of the “Goldbergs” series, told The
New York Times that Loeb had stated categorically that he was not and
had never been a Communist. “| believe him. There is no dispute between
Philip Loeb and myself.” But her statement did not prevent Loeb’s career
from deteriorating. After his theater appearances were the subject of har-
assment, he took an overdose of sleeping pills. While the Loeb case re-
ceived headlines, in other, less publicized instances, the professional ca-
reers of some radio and television artists also suffered setbacks.

Performers on Ed Sullivan’s program were affected as well. In Jan-
uary 1950 Sullivan had booked a dancer named Paul Draper for a “Toast
of the Town” appearance. Although Sullivan knew that Draper had been
accused of being pro-Communist (a charge the dancer denied), he went
ahead with the show. After Draper’s performance, Sullivan’s sponsor, the
Ford Motor Company, and its advertising agency, Kenyon & Eckhardt,
remained on edge. Their fears were realized when angry letters streamed
in to Ford. As a result, it was decided that Sullivan would write a letter to
the president of Kenyon & Eckhardt, William B. Lewis, which would then
be distributed to the press. In that letter, dated January 25, Sullivan wrote
in part, “I am deeply distressed to find out that some people were of-
fended by the appearance, on Sunday’s ‘Toast of the Town' television
show, of a performer whose political beliefs are a matter of controversy.
That is most unfortunate. You know how bitterly opposed | am to Commu-
nism and all it stands for. You also know how strongly | would oppose
having the program used as a political forum, directly or indirectly.

“After all, the whole point of the ‘Toast of the Town' is to entertain
people, not offend them. . . . If anybody has taken offense, it is the last
thing | wanted or anticipated, and | am sorry.”

The letter, so apologetic in tone, demonstrated the length that some
of the biggest names in entertainment felt they had to go to escape from
the devastating effects of the Communist witch hunt. As for Paul Draper,
he discovered soon thereafter that he could not earn a living in the United
States and so he moved to Europe. Ed Sullivan turned increasingly to
Counterattack’s staff for guidance about artists he planned to use on his
show. If the entertainer had to explain anything, and Ed Sullivan still
wanted to have him on the show, a Counterattack staff member and the
artist would get together for a serious chat. Sometimes, sitting in Sulli-
van’s living room, the staff member would give the artist the green light;
at other times he would insist that the artist show greater proof of loyalty.

Having been attacked as an especially “Red” network, CBS sought
to counter that impression. First, it hired former FB! agents to probe CBS
employees. It then sought to assure its sponsors and others that it would
not tolerate Communist members working for the network. Ironically, in
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contrast with Ed Murrow’s daring attack on McCarthyism later, CBS at
this time appeared the most aggressive of the networks in institutionaliz-
ing the practice of blacklisting. A policy guideline was issued, making
clear that CBS would not knowingly employ anyone identified with “any
philosophy not coincident with the best interests of the United States, its
institutions and citizens.” No one defined “best interests.” In late Decem-
ber 1950 the network issued an in-house questionnaire that became
known as a loyalty oath. Someone was asked, “Are you now or have you
ever been a member of any organization listed as subversive by the Attor-
ney General of the United States?” (The list of organizations, including
the Communist Party, was printed on the reverse side of the question-
naire.) “If so, explain, and sign.” CBS was the only network to use such
an oath. The network said “wartime conditions” required the step. Still,
CBS employees reported later that there was much dismay and a loss of
morale. Bill Leonard, who at the time was a young television broadcaster
and would become president of CBS News, recalled that “Like most of
my colleagues, | was disgusted with the whole charade, ashamed of CBS
for what we all considered to be abject knuckling under . .. but | had
nothing to hide. The paper did not say one would be fired for not signing.
But ... 1signed.” (3)

Bill Paley came close to acknowledging that CBS adopted the prac-
tice of the loyalty oath; he called it in his memoirs an “in-house question-
naire.” (4) According to Paley, the “questionnaire” was used to aid CBS
in avoiding threatened blackmail, accusations, or pressures by outsiders.
Only a handful of CBS employees refused to sign; one person resigned
as a matter of principle. Between fifteen and twenty responded that in-
deed they had joined one of the listed organizations. Interviewed, they
were permitted to remain at their jobs if their past associations were
deemed harmless. But four or five were forced to leave either because of
what they had done or because they had difficulty in explaining their past.

Years later, in discussing the “in-house questionnaire,” as Paley
called it, CBS officials at the time remained defensive on the issue.
“Well,” noted Frank Stanton, “It wasn't a happy period, certainly in Holly-
wood or in broadcasting. | don't believe that we, CBS, were any more
concerned about the McCarthy influences than were our counterparts at
ABC and NBC. [ think perhaps our efforts to do internal housekeeping, if
you will, received more attention in the press, but | doubt that what we
did was a lot different than what others were doing at the same time.
. . . Perhaps because we were a more liberal organization than NBC, and
certainly more liberal than ABC, that we were singled out for more atten-
tion at that time by both the House Un-American Activities Committee
and conservative groups such as AIM (Accuracy in Media) today.” (5)
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Through those dark days, the CBS news operation remained the crown
jewel of the network. The correspondents from overseas who came troop-
ing back home on January 1, 1950, were assembled for the annual year-
end broadcast: Howard K. Smith from London, David Schoenbrun from
Paris, Bill Downs from Berlin, Winston Burdett from Rome, and Bill Cos-
tello from Tokyo. They were joined by Larry LeSueur at the United Na-
tions; Eric Sevareid, the chief Washington correspondent; and, of course,
Ed Murrow, who was the anchorman. “It was,” recalled Schoenbrun “a
first-rate group of reporters. In those days, CBS News was not just number
one, it was in a class by itself. Its competitors finally caught up with it
and there is now a close race among the networks, but for a few brief
years the Murrow team was nonpareil. There was CBS and then the oth-
ers. It was a magic moment early in the history of television....” (6) It
was Ed Murrow, in Schoenbrun’s view, his prestige and his integrity, that
thrust the CBS correspondents into a league of their own. To his chagrin,
Schoenbrun added that this too would pass. “Our day did not last more
than a decade before the producers, managers, bookkeepers, and lawyers
took over, but while it lasted it was dazzling.”

Dazzling, because Murrow and his team would seemingly go any-
where, do anything—to get at the story. And Murrow always seemed to
be out there, leading the pack. Thus, it was inevitable that the man who
had carved out a reputation for himself in the London Blitz would a dec-
ade later be eager to cover the first American military encounter after
World War 1ll. So when Korea broke out in June 1950, it would have
seemed unthinkable for Ed Murrow to remove himself from the fray.
Drew Middleton, The New York Times military correspondent, had been
visiting Murrow when the news came in that the North Korean Army had
crossed the 38th parallel. Middleton asked Murrow if he wanted to go.
No, he replied honestly, but he supposed he would have to. He took with
him a progressive “single-system” camera that would capture sound as
well as sight—until then the sound track had to be added later to film.
Now, viewers would be able to hear the sounds of war as background to
Ed Murrow's interviews.

In some respects, Korea was every bit as hazardous to a war corre-
spondent as London had been. During his stay in Korea early in the sum-
mer of 1950, Murrow was “taken prisoner”’—along with three other Amer-
ican correspondents—by American marines! The CBS man was traveling
with The New York Times’ Bill Lawrence, Mutual Broadcasting's Bill Dunn,
and the Afro-American’s James Hicks. On the way to meeting the 1st Divi-
sion Marine Brigade, camped northwest of Pusan, their plane had skidded
while landing at night and had almost gone off the runway at Chinhae.
Murrow’s companions wanted to sleep at the airfield. But he convinced
them that they were better off trying to locate a Marine bivouac area to
spend the night.
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However, as the four-man journalist party made for the road, a voice
shouted in the darkness, “Who's there?” Murrow identified himself and
the others. The sentry asked for a password. None of them obviously
knew it. “l have no orders to let correspondents through,” said the ma-
rine. “Put your hands over your heads and don’'t move, or I'll blow you
apart.” He seemed to be quite serious. Although Murrow and his col-
leagues could not have known it, the marines in this unit were particularly
trigger-happy, apprehensive that the enemy might be nearby. As part of
their nervousness, they had already accidentally killed two of their own
men and wounded several others that evening. Meanwhile, other sentries
approached and eventually the reporters were taken off to a captain who
recognized Murrow’s name and voice from the radio. While spending the
night at the bivouac, Murrow made sure to do a spot into his tape re-
corder. Later, he would concede that he had been more frightened that
evening than at any time during World War Il. “Maybe,” he noted, “it was
because | was older. In Europe [ felt the same age and generation as those
fighting, even if | wasn't. In Korea, | didn't feel that way.” (7)

The sense of danger was not the only new troubling element for
Murrow in Korea. There was his own agitated belief that the war, only
seven weeks after the United States entered it, was not going well for the
Americans. To be true to himself as a broadcaster, he felt he had to report
his feelings to the American people. On August 14, 1950 he began his
broadcast by saying, “This is a most difficult broadcast to do.” He had
never believed in offering criticism of the American military while it was
engaged in battle. But this time he would do so. The views he would offer,
the questions he would ask, sound strikingly similar to those of other
American reporters covering another war in Asia nearly two decades
later.

“The question now arises,” he told his listeners, “whether serious
mistakes have been made.” While commanders were predicting six more
months of difficult fighting, Washington was saying it could be wound up
in the fall. Added Murrow: “To paraphrase the Gls in Korea—that ain’t
the way it looks from here. So far as this reporter is concerned,” he said,
“he doesn’t see where or when this conflict will end. For this is not an
isolated war, except in the purely geographic sense. It is isolated only for
the men who are fighting it. When we start moving up through dead val-
leys, through villages to which we have put the torch by retreating, what
then of the people who live there? They have lived on the knife-edge of
despair and disaster for centuries. Their pitiful possessions have been
consumed in the flames of war. Will our reoccupation of that flea-bitten
land lessen, or increase, the attraction of Communism?” (8)

But before Murrow could put those questions to an American audi-
ence, he had to get past the editors at CBS. When those editors saw the
transcript of Murrow’s broadcast they went into a frenzy. In the newsroom
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at 485 Madison Avenue, news executive Wells Church took a look at the
transcript which had just been printed on the teletype machine. He rushed
a copy to the office of Ed Chester, director of news. Within minutes the
transcript, like some hot potato that no one wanted to touch, was being
whisked to the 20th floor and taken to Stanton. Some time later, Chester
returned to the newsroom to say, “It's killed.” Someone asked why, and
Chester explained that the broadcast would give comfort to the enemy
and could be used as propaganda by Radio Moscow. The executives had
felt that Murrow had violated General Douglas MacArthur's order barring
criticism of command decisions. Besides, said Chester, casting doubt
where no doubt had ever been cast before, Murrow’s sources might be
unreliable. Ultimately, Paley took responsibility for the decision to rein
in Murrow. He would call it later the most difficult experience he had ever
had with his star broadcaster. Years later, Fred Friendly would note that
the controversial Murrow nonbroadcast had a broader significance:
“...It's not a terribly critical piece. ... Certainly a man of Ed's creden-
tials had every right to do that broadcast. But it was really—there’s so
much written about the bad blood between Murrow and the brass, usually
overstated, but that was the first hint of any problem.” (9)

And so no American radio audience ever heard Murrow's stinging
words. They were supposed to be aired on the CBS “Evening News” pro-
gram the night of August 14. The story got out. Newsweek broke it, say-
ing, “Murrow’s stormy objections brought the censorship problem to a
head in the network’s newsroom and for other Americans trying to report
the war in Korea.” Murrow considered resigning. He decided against it
and would not go public with the incident. Privately, though, he vowed
that he would never let such a thing recur. In later years, when he enjoyed
the kind of independence and freedom to say and do on the air what was
accorded to no other broadcaster, the quashing of Ed Murrow’s views of
the American role in Korea would be recalled with irony. It would have
been uncharacteristic of Ed Murrow to fall totally silent no matter how
eager his editors and bosses might have been to keep him in check. And
so on his 7:45 P.M. news broadcast that fall of 1950, he would talk about
his being in Korea, noting that he had been the only broadcaster who
could talk from direct, personal experience—and he would warn his audi-
ence not to be unduly optimistic about Korea. He would try to impart the
idea that Communism had a certain appeal to Asians. These remarks
were not biting, but they suggested that it was impossible to keep a man
like Murrow down for long.

OO

Just as Ed Murrow was returning from Korea, Sig Mickelson, then the
public affairs director at CBS, was giving consideration to luring Fred
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Friendly away from NBC. Mickelson had been a former radio newsman
and journalism teacher from Minnesota. He had run a very successful
news operation at the CBS affiliate WCCO in Minneapolis. Paley and
Stanton felt CBS's radio documentaries could be improved even more.
Mickelson had suggested using “taped actualities,” the format Murrow
and Friendly had utilized so successfully in their “I Can Hear It Now” al-
bum. Fine, said the CBS executives, but then who would produce such
programs? Jap Gude had been recently promoting Fred Friendly to Mick-
elson, and so Sig immediately mentioned Friendly as someone who had
been doing fine work at NBC.

Ironically, Friendly's “The Quick and the Dead,” a four-part series
on nuclear weaponry, aired during the summer of 1950: it relied upon the
style deemed by Paley and Stanton undesirable; the series was at least
proof that Friendly had the talent for which they were searching. Over a
Chinese meal in New York City Friendly and Mickelson chatted. Friendly
said that what he really was hoping to do was a “Life Magazine of the Air.”
He understood that radio wasn’t quite ready for that. In the meanwhile, he
agreed to do a weekly radio documentary program to be called “Hear It
Now.” The idea of the program would be to recall the major events of
each week, using recorded sound. Friendly would handle the editing; Ed
Murrow would be reporter and narrator. Murrow and Friendly thought the
program should last 30 minutes. Too short, said an enthusiastic Bill Pa-
ley. Take an hour. Do it right.

It was the first joint enterprise of Ed Murrow and Fred Friendly in
broadcasting and premiered just as the Chinese Communists entered the
war in Korea in late December 1950. The first program was a collection
of news vignettes: a pair of marine privates in Korea talking about the
retreat from the Chongjin Reservoir, a New York newsdealer explaining
why he was unwilling to sell the Communist Daily Worker, the Duchess
of Windsor talking about love. Aired at the prime 9 pM. time, “Hear It
Now" was heard on 173 stations. It won a Peabody Award almost at once
and had unusually high ratings. Its format would become the standard for
what would become “radio news specials.” It would last only one season
to be replaced by its television equivalent, “See It Now.”

It was also in 1950 that a young man who later would have a major impact
upon CBS News entered Sam Houston State Teachers College in Hunts-
ville, Texas. Dan Rather was nearly 19 years old. During high school, the
youngster had thought of working for a newspaper. Never during his col-
lege days did he imagine he would become a television personality,
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though he was intrigued by the new medium. During college he majored
in journalism even though his father had warned him that there was little
money to be made in such a profession. While at Sam Houston he found
a mentor in Hugh Cunningham who taught journalism there. By the time
he graduated Dan had been trained to be a newspaperman. His first job,
however, was in broadcasting at the Huntsville radio station, KSAM. It is
worth noting, given the fact that in 1980 Rather would sign a contract
with CBS that was worth $2.2 million a year, that first job paid him the
healthy sum of 40 cents an hour! At KSAM he broadcast sports, did the
news, and combined it with covering executions at the state prison for the
wire services. His mobile news unit was a 1937 Plymouth pickup truck.

By 1950 the United States was becoming televisionland. Three million
people owned television sets. In the following twelve months another 7
million sets would be bought. But with 40 million radios in American
homes, television still had a long way to overcome the older medium.
During the spring of 1949 Hooper rating figures had indicated that 82
percent of the residents of Baltimore listened to radio while only 18 per-
cent watched television. But the following May Baltimore became the first
city in which television’s evening audience (50.2 percent) was larger than
radio’s. (10) It was a sign of bigger things to come for television. By Sep-
tember 1951, viewers saw the first coast-to-coast television broadcast,
President Harry Truman's address at the Japanese peace treaty confer-
ence in San Francisco. That broadcast went to 40 million viewers and was
carried by ninety-four stations. Now that television had arrived, it seemed
that nearly everyone wanted one. For the next five years television dealer
sales averaged 5 million television sets a year. Correspondingly, Amer-
icans, particularly the youngsters, were spending an increasing amount
of time watching the new medium. Not helping the situation was the in-
vention of the television dinner in 1954. For a while in those days, people
were puzzled why water consumption rose during the 3-minute commer-
cial breaks. Then someone figured out that viewers were dashing into
bathrooms all at once so as not to miss a minute of their favorite pro-
gram. Viewers were spending an average of four to five hours a day taking
in television. If the car had taken people from the home, television was
bringing them back.

Television audiences remained small for a number of reasons. The
most important one: during the late 1940s and early 1950s, the audiences
were still small largely due to lack of abundant, high-quality program-
ming and the poor quality of the reception. The picture was snowy, anten-
nas were put up incorrectly, the early sets needed too many repairs, and
there were too few repairpersons who really knew how to fix the sets.

“.. . AN OLD TEAM TRYING TO LEARN A NEw TRADE. "’ 143

WorldRadioHistory

| s




Nonetheless, while television was going through its birth pangs, ra-
dio remained king. The major CBS radio stars (Ed Murrow, Arthur God-
frey, and Bing Crosby) had yet to move over to television. But, slowly, the
entertainers would indeed make the shift, not with great enthusiasm, but
with an awareness that the new medium would eventually become a ma-
jor form of entertainment. Bing Crosby was disdainful of television, re-
quiring as it did a performer to appear “live.” In 1949, he wrote to Bill
Paley: “Only one thing seems consistently apparent to me, and that is
you just have to be twice as good on television as on any other medium.
Anytime you let down (on television) for an instant you've lost your au-
dience's interest, and it’s a struggle to recapture it again.” (11) In February
1951 Paley had persuaded him to make his debut on CBS Television but,
to the chairman’s chagrin, it was only a one-shot appearance. (It would
take Crosby another thirteen years before he would agree to do a weekly
television series, a domestic-situation comedy that ran on ABC for one
season.)

Some wouldn't be able to make the transition from radio to televi-
sion at all. No one ever imagined that white actors Freeman Gosden and
Charles Correll would get away with playing “Amos 'n’ Andy” on televi-
sion—and they did not. “Here was a difference between radio and televi-
sion we had not foreseen,” wrote Bill Paley, “Gosden and Correll had cre-
ated a warm and funny fantasy world in the listener’'s imagination on
radio. When that world became visual, it also became concrete and
literal. . . . We soon learned that creating television programs was a dy-
namic art with a life of its own. Producers had to find new forms or new
variations on old forms. What worked on radio or on the stage or even in
the movies did not necessarily work on the small screen.” (12) Bowing to
the inevitable, Gosden and Correll helped in the nationwide search for
black actors to play Amos, Andy, the Kingfish, and others. Debuting on
television in 1951, “Amos 'n’ Andy” was an immediate smash hit. But,
denounced as insulting to blacks by the NAACP, it lasted only two sea-
sons. (The radio program lasted until 1960.)

Other stars, overly self-conscious, had trouble making the switch
from radio to television. Edgar Bergen was one. He had grown careless
during his radio days about not moving his mouth while throwing his
voice to his wooden dummy pal, Charlie McCarthy. But that hardly mat-
tered on radio. Television was a different matter. Bergen worried that he
would be accused of moving his lips, of being a fraud. He didn’t want
that. He appeared on CBS Television only twice—during the 1950-1951
season. [ronically, his television audience didn’t seem bothered about his
lip moving. The comedian George Burns (of Burns and Allen) had other
concerns about television. He was afraid there would not be enough for
him to do if he and Gracie Allen simply redid their radio act on television.
Bill Paley had an idea. Why didn’t George alter the pace of the program
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by doing a monologue at the start, followed by a dialogue with Gracie?
The idea appealed to both comedians, and the audience liked it as well.
Burns and Allen appeared on CBS Television from 1950 until Gracie re-
tired in 1958.

The same timidity about television affected Jack Benny. It would
take him a full year and a half between his first talk with Bill Paley about
moving over to television and his making a commitment to make the
switch. Even when he finally agreed, it was only to appear on television
once every eight weeks. In fact, Benny was a natural for television. He
added new trademarks, the long stare, putting his hand to his cheek, and
that famous fastidious walk. Still as stingy and vain as ever, on his first
network television appearance on October 28, 1950, Benny brought the
house down with his first set of remarks. Which was he more, stingy or
vain? “I'd give a million dollars to know what | look like,” he said with a
straight face. Routinely the Jack Benny program ranked in the top ten
for the next seven years. He switched to NBC in 1964 but lasted only one
season.

R el Za D7 ¥ )

By the fall of 1950, CBS was interested in developing an alternative to
the variety show to compete more effectively against NBC. It thought of
the sitcom. This way, it would not look as if the network were simply
putting on 60 minutes of random activity. The only sitcom ready for that
fall, however, was “The George Burns and Gracie Allen Show,” and it only
aired every other Thursday. CBS searched for more of the same. The
search would be difficult, but would eventually pay off.

The network began to focus on a red-headed actress-comedienne
named Lucille Ball.

“I Love Lucy” became the greatest comedy blockbuster television
show of all time. Lucy played the housewife who would scheme with
neighbor Ethel Mertz (Vivian Vance) to get good things from their hus-
bands, Desi Arnaz and actor William Frawley. For four years it was the
top-rated program; in two other years it was rated number two, and num-
ber three for two other years. (Lucy and Desi parlayed the television series
into a show business empire. After the spring of 1957, the show' was
switched from a 30-minute weekly format to a 1-hour monthly one.)
When during the 1952-1953 season, Lucy had a baby—in real life as well
as on the show—the ratings soared to 68.8, triple what was generally con-
sidered a big success. “America’s most famous baby,” the baby was
dubbed. Some would look at the program, at its huge success, and de-
clare that television had finally been adopted as a significant part of
American culture, that viewers had finally accepted the new medium.
Some went so far as to date January 19, 1953 —the airing of the “baby”
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show—as the moment when television became the most powerful me-
dium in the country.

Lucille Ball had been born in Celoron, a town in upstate New York,
on August 6, 1911. She dropped out of high school at the age of 15. Her
future husband, Desiderio Alberto Arnaz y de Acha ll, had been born in
Santiago, Cuba, on March 2, 1917. During the 1930s she appeared in
Hollywood films. In 1948 CBS Radio signed her to star in the radio pilot
of “My Favorite Husband,” a new situation comedy. A great success, the
pilot turned into a series that ran for nearly four years. Lucy portrayed a
scatterbrained wife always getting her husband involved in absurd situa-
tions. She appeared on television in 1949 with husband Desi, guest-
starring on Ed Wynn’s variety show. In one sketch they played a husband-
and-wife team. The television programming executives at CBS liked what
they saw. They wanted to transfer “My Favorite Husband” to television
forthe 1950 television season and were prepared to give Lucy the starring
role. Lucy was willing but insisted that her Cuban bandleader husband
Desi be on the show as well. Chairman Paley balked, asserting that Desi
was not really an actor and, apart from that, had a thick Spanish accent,
which would not go down well with American audiences. Lucy held her
ground. She had traveled on too many one-night stands with her husband
and yearned for a more normal married life. She hoped to have a child.
Whatever their future, she declared, she and Desi would be together. Pe-
riod.

Lucille and Desi tried unsuccessfully to convince producers and tal-
ent agencies to co-star them in a television series or film. She was told
that the public wouldn’t believe she was married to Desi. After all, what
typical American girl was married to a Latin? In the spring of 1950 they
took their husband-and-wife situation comedy act on the road to prove
the naysayers wrong. They also formed Desilu Productions. Unable to
get CBS backing for the pilot, Lucy and Desi produced the trial show
themselves. She was five months pregnant. Lucy gave birth to her first
child, Lucie Desiree Arnaz, a month before her fortieth birthday, on July
17, 1951. Finally, Bill Paley gave in and "l Love Lucy” premiered that
October 15. It was not an overnight ratings success, though the critics
seemed to like the show. Within a matter of weeks, its ratings soared.

Pregnancy was still a delicate issue for television in those days, and
so Lucille Ball took a chance in dealing with this taboo topic, especially
in a comedy format. But the “most famous baby in America” was born on
that morning of January 19, 1953, Lucy’s son, Desiderio Alberto Arnaz IV.
That night on television, she gave birth (fictionally) to Little Ricky. An
estimated 50 million people saw the show, which had actually been filmed
in November. The show got a higher rating than the inauguration of Presi-
dent Eisenhower the next day. Two weeks later, Lucy was named Best
Television Comedienne of 1952. “I Love Lucy” received an Emmy as well
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for the Best Situation Comedy Show. A new contract was drawn up for
$8 million, the largest ever signed in television until then.

In the fall of 1953, crisis struck Lucille Ball, and her rosy world ap-
peared about to tumble. In September broadcaster Walter Winchell ac-
cused her in a broadcast of being a Communist. (13) Rather than cower,
she dealt with the situation frontally, summoning the press and acknowl-
edging that her grandfather, a furniture worker who had been active in
labor and politics, had read the Daily Worker. He had indeed wanted her
to join the Communist Party, and so she did, she asserted, not from any
sense of political conviction, but merely to please one’s grandfather. Con-
fronted with her candor, the public accepted Lucy's version and forgot
about the whole thing. Just prior to the next scheduled “I Love Lucy,”
before a standing-room-only audience of 300 there for the filming of the
show, Desi addressed them: ] want to talk to you about something seri-
ous. Lucy has never been a Communist, not now and never will be.”” The
audience broke into applause for a full minute. “| was kicked out of Cuba
because of Communism. We despise everything about it. Lucy is as
American as Bernie Baruch and lke Eisenhower.” Then he introduced his
wife: “My favorite redhead, and that's the only thing red about Lucy and
even that is not legitimate.” (14) When the show ended, Lucy said, “God
bless you for being so kind.” Walter Winchell soon reported that Lucy
had been cleared “one hundred percent.”

OO

Variety programs still loomed large in CBS's programming schedule in
the early 1950s. And, even though the network had actually found some-
one to rival Milton Berle—the nonperforming, but highly successful Ed
Sullivan—it still longed to showcase a talent equal to Berle’s performing
stature. CBS found him in Jackie Gleason. He had been born in Brooklyn,
the son of an insurance auditor who disappeared when Gleason was 8
years old. Jackie dropped out of high school and began working as an
emcee at carnivals and nightclubs. Signing Gleason up in 1952, CBS put
him on Saturday nights. “The Jackie Gleason Show” had an extraordi-
narily high rating (42.5 in the Nielsen counting for the 1954-55 season).
In 1952 he received a TV Guide citation as the best comedian of the year.
“And a-way we go” became a kind of national chant after Gleason intro-
duced it, his parting words following his opening monologue. He played
a variety of characters and did them all astonishingly well: he was the
poor soul, he was Joe the bartender, he was Reginald Van Gleason; but
his greatest role was that of Ralph Cramden, the bus driver from Brooklyn
who constantly searched for get-rich schemes. At first Cramden appeared
in a Gleason segment called “The Honeymooners” and eventually the
segment became an independent program. It was reported at the time
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(1955) that the contract for the series, which was sponsored by the Buick
Division of General Motors, called for him to be paid $11 million if the
weekly half-hour shows ran for three years. It was said to be the biggest
deal in television history until then. The first program was televised on
October 1, 1955, with Gleason as Ralph, and Audrey Meadows playing
his wife, Alice.

So successful was Gleason that he won a contract from CBS that
called for a $7 million commitment for two years of shows plus a guaran-
tee of $100,000 a year for fifteen years even if CBS never put him on the
air. While demonstrating how badly the network wanted to keep Gleason
under contract, the agreement nearly broke CBS. They called him “the
Great One,” a nickname that fit his girth (he once topped 280 pounds),
his exuberance, his gregariousness (he called everyone “pal”), and above
all, his self-confidence. “If | didn't have an enormous ego,” he once said,
“how in hell could | be a performer?”

PO

The one performer who made the switch to television flawlessly was
Arthur Godfrey. As early as 1949, he not only had his highly popular
morning radio program but two evening television shows as well, “Arthur
Godfrey and His Friends,” an hour-long show on Wednesdays, and
“Arthur Godfrey's Talent Scouts,” which appeared for 30 minutes on
Mondays. By the early 1950s, he was reaching over 80 million viewers
and in 1954 accounted for 12 percent of the network’s revenues. In a
sense, Godfrey was a dream come true for CBS, a man who could go on
radio and later television, prove so entertaining that he would attract a
huge audience, and in doing so, guarantee high sales for whatever prod-
ucts advertised on his programs. And, indeed, Godfrey was known as an
incredible salesman.

The story is told that when Ed Murrow and Fred Friendly were as-
sembling material for their “1 Can Hear It Now" album, they came across
the famous Arthur Godfrey broadcast of President Roosevelt's funeral
and included it in the album. When Godfrey plugged the Murrow-Friendly
album on his program, the album became a huge seller. (Godfrey, of
course, didn't get one penny for the promotion he did.)

In recognition of his talents, Time put Godfrey on the cover of its
February 27, 1950 issue, declaring that “No one on the network air ever
had the unbuttoned nerve to talk with his mouth full, use sloppy diction,
give free plugs to non-sponsoring products or blithely ad-lib whatever
popped into mind. Beyond such calculated flaunting of the rules of radio
and TV, the thing that makes Arthur Godfrey remarkable as a hit enter-
tainer is his relative lack of definable talent. He can neither sing, dance,
act, nor perform with skill on a musical instrument. Yet today he is the
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top moneymaker and the outstanding personality on the air. From radio
and TV, records, business investments, stocks and bonds, and other odds
and ends, he gets close to $1 million a year. He earns $1,500 for every
minute he broadcasts. He is seen and heard—and apparently loved—by
40 million people.”

The Godfrey magic affected Bill Paley as well. One day in a confer-
ence Godfrey started selling the CBS chairman a product and Paley went
right home and asked his wife if she had ever used it. A free plug by
Godfrey was deemed so valuable that manufacturers, on the off-chance
that he would mention their product, deluged him with all sorts of mer-
chandise. Since the early 1930s the ukulele industry had been in the dol-
drums, but from the time Godfrey began to strum on his ukulele on the
air, business picked up. Godfrey was, above all else, informal and because
he was, others in radio would adopt the same carefree attitude. As Time
noted in its cover story, “The listening audience can thank Godfrey for
removing much of the starch and stuffiness from radio. He found the me-
dium bustling with split-second efficiency, and slowed a portion of it
to a comfortable walk. He helped clean up the high-pressure babble of
machine-made commercials, and proved to a nervous, self-conscious in-
dustry that informality pays off.” No better illustration of his informality
can be cited than the line he became infamous for in kidding advertising
men on the air: “Boy, the stuff they ask me to read!”

OO

The entertainers were bringing in lots of money for CBS. The network'’s
gross sales in 1952 totaled $251.5 million, and its profit before taxes was
$15.9 million, an impressive gain from 1948, when gross revenues were
$64 million, and 1949, when they were $91.9 million. There were other
money-winners as well. Apart from sitcoms and variety shows, CBS was
developing other forms of entertainment. It was during the early 1950s
that the network offered a selection of drama programs, beginning with
“Studio One,” which won the 1951 Emmy for best dramatic show. Later in
the 1950s, it produced “Suspense,” “Omnibus,” “The Lux Video Theater,”
“The Twentieth Century Fox Hour,” “The U.S. Steel Hour,” “The Best of
Broadway,” “Dupont Show of the Month,” and “Playhouse 90.”

In addition to the dramatic programs there were the episodic series,
a form that had been used with great success on radio. By 1953 it had
become the main staple in television programming. These series featured
a number of continuing characters as well as a separate plot for each
program; most used either mystery-crime or comedy formulas and al-
most all were live, or at least had begun as live series. One example was
CBS'’s frequently top-rated “Man Against Crime,” starring Ralph Bellamy,
which ran from 1949 until 1954. Each episode, costing $10,000 to
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$15,000 to produce, was written by one of a stable of fifty freelance
writers. Sponsored by Camel cigarettes, “Man Against Crime” could not,
according to the mimeographed instructions sent to writers “have the
heavy or any disreputable person smoking a cigarette. Do not associate
the smoking of cigarettes with undesirable scenes or situations plot-
wise.” (15) Cigarettes could never be puffed nervously, only smoked
gracefully. And one could never give a cigarette to a character to calm
his nerves—this could imply a narcotic effect to the product. Writers were
given some rather incredible instructions on plot: “It has been found that
we retain audience interest best when our story is concerned with murder.
Therefore, although other crimes may be introduced, somebody must be
murdered, preferably early, with the threat of more violence to come.”
Still, there was a practical problem. Given the flimsy sets, violence could
only be staged briefly. Arson was forbidden—it being too much of a re-
minder that cigarettes can cause fires. And no one could cough on the
program, again because of a possible negative association with ciga-
rettes. Doing the episodic series live stifled variety. The actors were lim-
ited to five sets. Costume changes were unpleasant and unwelcome.
Ralph Bellamy was constantly running from set to set between scenes.
Eventually, “Man Against Crime” went over to film despite the higher
costs.

R Zal 7o D7 g7 )

The success of the CBS network stars—Jack Benny, Burns and Allen, Red
Skelton, Jackie Gleason, Arthur Godfrey—attested to the sound judg-
ment of the CBS brass, especially the keen insight of Bill Paley. Not that
CBS as a network was particularly innovative in programming during the
1950s. Boldness and imagination were commodities found more in the
NBC camp in those years. It was NBC under Pat Weaver who instituted
the “Today” program in the early morning hours and the “Tonight” pro-
gram late at night. Spectaculars and long variety programs such as
“Show of Shows” were NBC products as well. Moreover, NBC pioneered
the advertising concepts—particularly employing minute-long commer-
cials rather than longer ones—that proved effective in amassing financial
support for these innovative programs. Indeed, CBS lagged in the 1950s,
giving the early morning and late evening hours to NBC by default, a
situation that continues into the late 1980s. According to Mike Dann, who
was chief of programming for CBS in the 1960s, “Paley’s basic approach
to broadcasting, being a smart professional in the conventional sense,
was not to take gambles. Experimentation and development. He didn't
understand that. . . . He would pay money for a sure thing. He would buy
a ‘Lucy’ and pay the capital gains arrangements. He didn’t care. [But] he
wouldn’t open up early morning programming. He wouldn’t go for the

150 “. .. AN OLD TeAam TRYING 1O LEARN A NEw TRADE."’

WorldRadioHistory

L .



‘minute’ (advertising) plan. He wouldn’t do anything innovative. . . . He
was not a discoverer or creator of programs. Paley’s genius, his ability,
was that he gave programming a priority. He didn't care about sales
. . . affiliate relations . . . administration, or Washington. He cared about
programming. His great strength was to say that if it's not on the tube, it's
no place. He loved programming. He loved programmers. . . . He himself
wouldn’t recognize a good script.” (16)

With the kind of defects Dann mentioned, it would seem surprising
that CBS amassed such strong ratings through the 1950s. Again Mike
Dann: “Paley was very lucky in that he had no competition. Remember
Paley grew up in an industry [in which] he had very little American com-
petition. His biggest competition, NBC, was run by a man who thought
that the advertisers and the agencies should really run the programming,
should operate stations and he essentially liked the engineering aspects.
... He [Paley] had a remarkable instinct for priorities. He ran the store.
He had no stockholders to contend with. He made the broadcasting and
later the record companies primary thrusts. He led the charmed life. Very
few men in American industry ever enjoyed the luxury that Paley did as
a broadcaster. . . . He was the General Motors of the broadcasting busi-
ness. He had the money. He could do no wrong. Most of all you could pick
up the phone and talk to Paley about programming at night, morning,
afternoon. He'd discuss it anytime with you. And support you. The only
thing in programming you couldn’t tell him was how good things were.
He liked to talk about what's wrong. That’s what he said, ‘l can only help
you with what’s wrong.” Not with what’s right.” (17)

O

In the early 1950s CBS continued its battle with RCA over color televi-
sion. In October 1950 the FCC voted to approve CBS's mechanical non-
compatible process as the nation’s official color television system. Even
though the Korean conflict had halted television’s spread, 9 million sets
had been sold by the time of the FCC decision, all of which would have
to be discarded if the CBS system gained public acceptance. That led
RCA to engage in a futile seven-month court battle to get the order re-
scinded. On May 28, 1951 the U.S. Supreme Court unanimously upheld
the FCC ruling. CBS, assuming it had finally obtained victory, announced
plans to broadcast 20 hours of color programs each week, starting Octo-
ber 15. On June 25, CBS broadcast the first commercial color network
program in history, a one-hour show called “Premiere,” with Arthur
Godfrey, Ed Sullivan, Faye Emerson, and other stars. Bill Paley, Frank
Stanton, and FCC Chairman Wayne Coy appeared briefly. But, without
compatible sets, few watched the program, which aired in Boston, Phila-
delphia, Baltimore, and Washington.
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Too caught up in the Korean conflict, the public could not contem-
plate getting rid of black-and-white sets in favor of color ones. Still, CBS
went ahead with plans to market color television sets using the CBS sys-
tem. Flush with the Supreme Court triumph, CBS wanted to move into
the one field in which NBC had carved out a niche—the manufacture of
electronic equipment. Certain that NBC would not manufacture color
televisions that were compatible with the CBS color system, Paley sought
a means for CBS to do the manufacturing itself. It was not a new impulse.
He had returned from World War Il determined upon building a diversi-
fied enterprise. For CBS to have been solely dependent on broadcasting,
in his view, was problematic. Broadcasting, being government regulated,
could become subject to new regulations that could adversely affect CBS.
It was better, Paley believed, to get involved in businesses outside of the
government’s reach.

Thus, on June 15, 1951, CBS purchased Hytron Radio and Electron-
ics Corporation of Salem, Massachusetts, one of the oldest manufacturers
of radio and television tubes and the fourth largest in sales. The purchase
came through an exchange of some $17.7 million of CBS stock. Consid-
ering that CBS had just $68 million in sales, the sale price was remark-
ably high. Hytron’s two principal owners, Bruce A. Coffin and Lloyd H.
Coffin, two brothers, became immediate millionaires as a result of the
deal; both were elected to the CBS board of directors.

Almost from the beginning, the deal went sour. Paley had relied
upon Peter Goldmark’s positive reaction to Hytron. But within three
months of the sale, Paley discovered that Hytron's inventory of vacuum
tubes and television sets had been overvalued by millions of dollars.
Then, at the insistence of the government, CBS suspended the building
of color television sets in October 1951, ending the need for Hytron. The
reason: the Korean conflict. (In 1961 CBS sold Hytron, losing an esti-
mated $150 million.)

By the time the (1.S. government had rescinded its order banning
the manufacture of color television sets in March 1953, the number of
black-and-white televisions had risen to 23 million, an insurmountable
obstacle to CBS's incompatible color system. With great enterprise, Peter
Goldmark invented a converter device that could be attached to existing
black-and-white sets, but by this time RCA had its own color system that
could transmit to existing black-and-white sets without a converter. The
final blow to CBS came in December when 200 engineers from 91 man-
ufacturing firms produced a refined color system based on the RCA sys-
tem. That same month the FCC adopted the new system.

L7 gl 7 gl 7 g7 g]

Although Ed Murrow had appeared on television as early as the 1948
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political conventions, only in 1951 did his first serious introduction to the
new medium occur. So influential was he that, in coming over to televi-
sion, Murrow would legitimize it for others. Not that Murrow had been
pleased to go on television, essentially an inferior means of breaking
news, in his opinion, to radio—nothing more than the reciting of captions
for photographs and film. For those reasons, he would stay away from
narrating television news even after his television days began.

Television was of course less sophisticated than radio in the early
1950s. It could not get to fast-breaking stories quickly; live coverage re-
quired large mobile vans and miles of cable, not to mention days of ad-
vance planning. In this presatellite era, getting film of news events over-
seas could take a week. Even within the United States, where plane
connections were still limited, it could take 24 hours to get film on the air.
As a result, much of early television news focused on staged, predictable
events, particularly events that occurred in New York or Washington.

When Ed Murrow went on television, he in effect put television news
on the map. (Although Murrow constantly told friends that he had no
desire to go into television, that the way he wrote and projected himself
was designed for radio, some of those friends sensed that he was dead
wrong. “Television,” observed Fred Friendly, “was invented for him.” (18)

It was only natural that Murrow and Friendly would want to adapt
their “Hear It Now” radio program to television. When Murrow met repre-
sentatives of Alcoa, the Aluminum Corporation of America, sponsor of
the program, he was asked what were his politics, and he answered that
was none of their business. The Alcoa officials were sensible enough to
understand that Murrow meant what he said. They promised they would
give Murrow and Friendly a free hand. Murrow’s independent spirit may
have put Alcoa off, but it needed him badly, coming off a losing antitrust
suit. Some public relations people advised the firm that it would do a
good deal for its image if it involved itself in television and if it could get
Ed Murrow to star in an Alcoa-sponsored program. So Alcoa approached
Murrow and Friendly and said that it would sponsor “See It Now,” which
was to be a half-hour documentary. Alcoa and CBS sealed the deal in
time for the third program. The first two were sustaining.

On November 18, 1951 Murrow televised the first “See It Now” pro-
gram. He sat on a swivel chair before two monitors that could be viewed
by his live audience, Murrow called on one camera to bring in the Atlantic
Ocean, on another to bring in the Pacific Ocean. Suddenly there were
pictures of the Golden Gate Bridge and the San Francisco skyline fol-
lowed by the Brooklyn Bridge as part of New York'’s profile. He was mak-
ing use of the recently developed coast-to-coast broadcasting facilities
that were a combination of coaxial cable and microwave relay. Some
thought it smacked of gimmickry, but there was a fascination with the
new toy that led to such playfulness. If all Murrow was doing was letting
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someone sitting in his living room gaze at two oceans at once, that
seemed enough wizardry to justify the excitement over television. “Good
evening,” said Murrow, stern, cigarette in his fingers, “this is an old team
trying to learn a new trade.” The old team had been in the foxholes of
World War 1], had created and then mastered radio journalism. Now they
were involved in something new, the new trade of television news. The
team consisted of Murrow and Friendly, one the reporter and analyst, the
other the technician, producer, and organizer. Friendly would describe his
relationship to Murrow in military terms. “He's the company commander.
Everything | edit, | edit with Ed's eyes. | write with his fingers.” (19) The
new coast-to-coast link made Los Angeles suddenly available as a city
from which television programs could originate. As a result, performers
who had moved East to host the top variety shows on CBS (and NBC)
now went back to the West Coast.

Also on that first program, Murrow, in New York, and Eric Sevareid,
in Washington, talked about the war in Korea; Howard K. Smith did the
same via a prefilmed phone conversation with Murrow. That half-hour
would enter broadcasting history, suggesting the true potential of televi-
sion. “Both in itself and in its effect on the medium,” wrote Murrow’s
biographer Alexander Kendrick, “it was perhaps the most significant tele-
vision half-hour presented on the home screen until then.” (20)

Daniel Schorr, then a young correspondent for CBS, recalled com-
ing upon Fred Friendly early in the “See It Now" days. “| was taken to his
‘See It Now’ shop at the back of 485 Madison Avenue. Since | had been
living in Europe for the previous four years and didn't really understand
television at all, | had no idea what was happening in television. ... So |
asked Friendly, what do you do back here? He said, ‘We don’t know. We're
trying to invent something." And while he tends to exaggerate, as Fred
does, to dramatize his lack of knowledge, whatever, but | remember him
saying, ‘We are fooling around with an hour on television.”” (21)

“See It Now"” was supposed to last only thirteen weeks, but thanks
to the honors paid to it, the Murrow-Friendly documentary program
lasted seven years. The main reason for the program’s success, even in
the view of rivals, was Edward R. Murrow. Those who watched would
sense that here for the first time was an attempt at confronting the power
and potential of television. The man who worked most closely with him,
Fred Friendly, noted: 1 don't think that broadcast journalism would have
been what it is except for Murrow. I'm talking about television journalism.
Because he had a chance, with whatever | did to help him, to set a course.
People looked at that as a benchmark . . . | guess there was a compulsion
about Murrow when he was on the air that this is the most important
subject in the world I'm telling you about, an involvement, | guess is the
best word.” (22)

“See It Now” had the feel of a news magazine. Each week three or
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four subjects were tackled during its 30 minutes; occasionally a program
would focus on one subject only, whether it was Trieste, Lt. Radulovich, a
Big Four foreign ministers’ conference, or the recognition of Communist
China. During the first season of 1951-52 the show was aired from 3:30
to 4:00 on Sunday afternoons, what Murrow called “that intellectual
ghetto” of programming time. (23) The following two seasons, 1953-54
and 1954-55, it shifted to the 10:30-11:00 slot on Tuesday evenings;
thereafter, until July 1958 when it ended its run, “See It Now” was on
irregularly—eight times a season with the programs 60 or 90 minutes
long.

Murrow could never quite get used to the distinct physical discom-
fort of performing on television. He found television’s hot lights uncom-
fortable. They made him sweat. He didn’t like the makeup. Murrow and
his crowd had disdained early television news as containing too many
frills. With its directors, technicians, bulky cameras, blinding lights, the
emphasis appeared to be on show business and glitz—not news. Worst of
all, the requirement to use makeup suggested there was something un-
manly about appearing on television—and Murrow and his bunch, im-
bued as they were with all that World War 1l machismo, had great diffi-
culty getting used to this new world. A journalist worth his salt donned a
trench coat and went off to risk his life covering war. But makeup? That
and all the other rough edges made television unpleasant to contemplate.
Oh, Murrow yearned for radio, with its directness, its facelessness, the
control over his material that it gave him. As for television, the cameras,
lights, setting, producers, directors, coordinators, and stagehands—all
seemed to be disturbing him, getting in his way of reaching the audience
with the story. It was all that paraphernalia that seemed to be in charge,
not him. For that reason, among others, he would never give up his
nightly radio news broadcast. How ironic all this was.

For all his complaints about television, the man seemed to have
been born to the medium, with a personality and looks that gave him
superstar quality. Murrow may not have liked television, but he had the
personality and appearance of someone perfectly suited to television.
“His eyes,” wrote Murrow biographer Kendrick, “were deep-set and grave,
his mouth and chin purposeful—a baritone timbre of voice, straight-
forward address, and serious interest, with an occasional Mephistophelian
smile.” (24)

Because of Murrow (and Fred Friendly as well), “See It Now” broke
new ground. Its reporting was the most realistic yet devised for documen-
tary film. It was also the first program to shoot its own film rather than
use archive film material or film already shot for the newsreels and for
daily news programs. Differing from other documentary programs, “See
It Now” sent its cameras out without a prepared script, striving to be spon-
taneous—and authentic. Dubbing was forbidden. So was the use of
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actors. Interviews were not rehearsed. Murrow and Friendly would shoot
as much as twenty times as much film as would be used. The classic illus-
tration of this was a four-week journey on the famed Orient Express—
from Paris to Istanbul, with stops in Milan, Trieste, Belgrade, and Salon-
ika~—which was pared to a 9-minute, 34-second segment. Cost appeared
to be of little consequence: programs could cost $100,000. At times CBS
had to pay a portion of the bill as the sponsor would pay only $23,000 a
week plus $34,000 for the purchase of airtime. Although “See It Now”
was frequently in the red, it did not seem to matter, so great was its pres-
tige. Everyone realized that, compared with the high-cost entertainment
shows and “spectaculars,” with their big-name stars and lavish produc-
tions, the ratings for these serious documentaries would be small. (That
first Sunday afternoon the program had 3 million viewers; it would never
reach more than 7 million.) But in the early 1950s, no one expected a
documentary program to attract a huge audience.

The program went from strength to strength. Occasionally, “See It
Now™ would do longer presentations as was the case with its Christmas
show in 1952, marking the first full-hour program as well as television’s
first full-length combat report. For two and a half years, the day-to-day
coverage of the Korean war had been based largely on Washington-issued
battle reports with some government-supplied combat footage. None of
this conveyed the war in human terms. And none of it could have commu-
nicated the central fact of the fighting: the existence of a stalemate. “See
It Now" was about to convey all this in the most ambitious enterprise yet
undertaken by television. Involving nearly everyone connected with the
“See It Now” pool of camera and sound personnel, the show sent to Korea
a fifteen-member camera crew, Murrow, and four other CBS correspon-
dents: Bill Downs, Larry LeSueur, Robert Pierpoint, and Lou Cioffi. Five
camera crews filmed on the front line in the midst of the Siberian winter,
working in near-zero temperatures, snow, rain, and sleet.

Ed Murrow was reporter and executive field producer. One marvel-
ous photo of Murrow from that journey shows him decked out in army
fatigues, replete with black army boots and a tin helmet; beside him is a
black soldier; Murrow is holding a mike, talking into it while the soldier
smiles, holding a gun. They are surrounded by other American troops. It
was a new experience for American television audiences, the reporter at
the front, sending back his report soon after it happened.

The most famous shot came as a result of an attempt to get lots
of film of a foxhole being dug. That old front-line landmark had come to
symbolize World War Il, and Friendly and Murrow wanted to present it as
a symbol of the Korean fighting as well. Murrow found a sergeant from
Nebraska hacking away on his twenty-fourth birthday with a shovel upon
a ridge. Cameraman Charlie Mack filmed the soldier’s boots, the young
man’'s hands holding the shovel, and the shovel digging into the frozen
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earth. Friendly made it the show's opening and it became a classic of
wartime television coverage. He recalled that “nobody knew anything

about doing sound in cold weather. . . . Nobody'd ever done sound. We
went up to the top of old Baldy and Pork Chop Hill with two and three
hundred pound recorders. . .. Now, | can remember Ed and | saying to

Johnny Mack and Leo Rossi and Palmer Williams, ‘We want to get the
sound of a guy digging a foxhole in Korea.” You remember that scene,
when we ran a guy digging a foxhole for four and a half minutes? [ can
remember people saying, ‘Well, you don’t want to bring that sound equip-
ment up to the top of Old Baldy. What you do is, you do a silent picture
of that, like it was done in World War ll, and when you come back to New
York you put in the sound effects.” We said, ‘No, we want to do that live.’
Not live but recorded with real sound. Now, today, everybody does it that
way. Nobody would put in any fake sound. | would like to think that the
fact that Murrow and | were so stubborn in those days and said, ‘If we
have a guy digging a foxhole, we want to make it happen that. . . . What
we didn't understand was that nobody'd ever run equipment like that in
that kind of weather, and the oil would coagulate and dials would freeze
and everything else. But we had a hardy bunch of guys who were a band
of brothers under Ed.” (25)

But that wasn’t the end of the story. The odds that the film would
prove usable in those days was only fifty-fifty. “How are you doing?”
Friendly in New York asked Murrow in Korea, after the famous foxhole
filming.

“Well,” said Murrow, “if there’s anything on the film we’ll be all
right.” (26) There was, as it turned out, something on the film. The Christ-
mas in Korea program was shown on December 28, and Jack Gould of
The New York Times the next day called it “one of the finest programs
ever seen on TV . . . a unified mosaic that gave the persons sitting thou-
sands of miles away at home a sensation of participating in the ordeal.
..." Variety's headline read: “Murrow’s Korea: The New Journalism. Even
a battlefront brought into the parlor.”

In a certain sense, the program supported the American war effort,
but in showing the sacrifices and frustrations of the American boys, it
had another effect as well. There was footage of soldiers saying that they
thought the war a lot of nonsense, something that would have been un-
thinkable in wartime radio broadcasting. Murrow ended the show: “There
is no conclusion to this report from Korea because there is no end to the
war.”

There would be other significant “See It Now” programs, Murrow
interviewing Harry Truman about Douglas MacArthur; MacArthur talking
about Truman. Murrow interviewing Nikita Khrushchev in the Kremlin.
“See It Now" was also the first television program to discuss the danger-
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ous relationship between lung cancer and cigarettes, an irony, given Ed
Murrow’s own heavy cigarette habit.

OO OO

The balance between radio and television was shifting in the early 1950s
as television became increasingly more important. Toward the end of
1951, a directive was issued by CBS President Frank Stanton to CBS
Television News to look for ways to get more serious. In 1951, television
and radio at CBS were split into separate entities, each with its own presi-
dent. That put pressure on radio to show a profit on its own, creating what
some thought was an unhealthy competition between these two media, a
competition that would have some bizarre dimensions. (Until late 1965,
for example, CBS Television could not be used to inform its audience that
a certain special event was to be broadcast over radio, and vice versa.)
Sig Mickelson became head of a newly-formed News and Public Affairs
Department within the CBS Television Network Division. In effect, Mick-
elson had been given a mandate to inaugurate a fully blown television
news operation for CBS. Mickelson asked for $2 million to build up the
television operation, and Jack Van Volkenburg, then president of the
network’s new television division, gave it to him.

From the start, Mickelson was under a handicap—with only thirteen
people working for television news—four producers, two graphic artists,
four technicians, two producer-directors, and newscaster Douglas Ed-
wards. They worked out of a corner of a floor at 485 Madison Avenue and
had to run to the studios at Liederkranz Hall, eight blocks away. When
Mickelson was given a budget to hire reporters exclusively for television,
he hired Harry Reasoner and then Charles Kuralt, two men who would
become giants of CBS Television News. He also hired Ernest Leiser and
Les Midgley as producers.

Television was beginning to cover politics more aggressively by the
early 1950s. No better illustration of that exists than the effort CBS made
to cover Dwight Eisenhower's kick-off of his campaign for the presidency
in June 1952. Bill Paley, who counted himself as a friend of Eisenhower,
wanted CBS to cover the announcement live. Sig Mickelson did some
checking and found that unfortunately it would have cost thousands of
dollars, requiring the laying of a cable from New York to Abilene, Kansas,
site of the Eisenhower announcement. The event was planned for June
4. It proved a disaster. A torrential rainstorm soaked Eisenhower and his
manuscript. Efforts to get him to speak in a nearby barn failed. But the
next day he planned to hold a news conference at the Abilene movie
house. At first, it appeared that CBS's television cameras would not be
permitted inside. The print journalists didn't want to allow television cov-
erage, arguing that the presence of the cameras and the crews would be
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disruptive. There was much discussion, but in the end David Schoenbrun,
brought in especially from Paris because of his close friendship with Ei-
senhower, was permitted inside.

The presence of television at that Abilene press conference proved
highly significant. For as Sig Mickelson has written, "It created the first
crack in the then existing impenetrable barrier between the printed press
and representatives of television. ... The conference also pointed the
way toward later live television coverage of presidential conferences”
(which would get under way in 1961 under President Kennedyy). (27)

Television news was fast making inroads. Covering major news con-
ferences was but one example. Covering political conventions was
another. But the presence of television at a convention inevitably worried
politicians. While an increasing number of them understood the impor-
tance of television, no one had quite figured out how to conduct a conven-
tion with the whole world watching. At the 1952 Democratic convention,
held in Philadelphia, all delegates and alternates were provided with in-
structions noting that, “You will be on television. Television will be watch-
ing you. There are to be no empty seats, no sleeping, and good behavior
is urged.” Newspapermen had been covering political conventions for
years, but now the politicians had to adjust to the presence of television.
At the Republican convention that year, reporters hovered around the
senator from California, Richard M. Nixon, after he was nominated for
the vice presidency. Suddenly, Don Hewitt instructed his floor man to
hand over his headset to Nixon so that Ed Murrow and Walter Cronkite
could interview him directly from their booth. At that time, it was a revo-
lutionary notion for a politician to talk live on television. Print reporters
had to wait. Richard Nixon, it so happened, was just as eager to talk to the
new television boys as they were to interview him, sensing that through
television he had a quick pipeline to the entire nation. Thanks to Hewitt's
initiative, CBS had an exclusive—and television had injected itself in a
new way into the goings-on of the politicians. (CBS Radio and Television
still behaved like competitors toward one another. At the Democratic
convention, CBS Radio News managed to bug an important caucus and
obtain a recording that turned out to be a good story; however, it refused
to share the recording with CBS Television News.)

As television news took on a new acceptability, its pioneers came
under pressure to improve the technology. Accordingly, Don Hewitt kept
inventing. Once during the 1952 conventions he had stopped for break-
fast at a diner. In the back of his mind was the continuing problem of how
best to identify the hundreds of delegates on the convention floor without
having to interrupt Walter Cronkite’s commentary. Sitting down to eat,
he spotted a sign with movable letters, advertising the day’s specials—
hamburger 35 cents, soup 20 cents. The waitress asked him what he
wanted to order. Without blinking an eye, he replied that he would like
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the entire board—and he paid $20 for it. Thus was born the “super,” the
letters that were superimposed on the television screen.

One novelty at the 1952 convention was the anchorman. Television
would have, for the first time, a major presence at the two conventions,
and so, it was felt, the camera should focus on one key personality—to
give the coverage of the four-day-long conventions some sense of orderli-
ness. Besides, someone would be needed to keep talking throughout the
entire proceedings. Someone would be needed to serve as anchor for the
reporters on the floor. One prospect was Robert Trout, who had been han-
dling conventions for CBS since 1936. Sig Mickelson had another choice.
His name was Walter Cronkite.

L a7 gl o0/ )

Walter Cronkite was the only rising star at CBS News who had not been
part of the Murrow crowd. He had found reporting more exciting than his
studies so he dropped out of the University of Texas in his junior year.
For a short time he was a radio sportscaster and would replay football
games with wire service copy and a sound effects man. Employing a rich
imagination, he would improvise complicated descriptions of players and
cheerleaders. Sometimes he pretended to recognize friends in the stands.
On one occasion, the wire machine broke down and he had to keep the
game going on for another 20 minutes, using his imagination completely!
“I marched them up and down the field—with frequent and protracted
time outs,” he recalled. “When the wire finally came back, | discovered
that Notre Dame had scored. | had them on their own 20-yard line. | had
to get them all the way back downfield to score in a hurry.” (28)

He had almost been one of Ed’s “boys” back in the fall of 1942. As
a London-based reporter for United Press, Walter caught Murrow's eye;
after a friendly lunch, he was offered a job with CBS. Murrow and Cron-
kite shook hands on the starting salary of $125 a week plus fees. But the
United Press immediately offered him a $25 a week raise. Walter was so
impressed by the gesture and so smitten with the fast-paced wire service
life, that he decided not to quit. To Ed Murrow, Cronkite's decision
smacked of lunacy, but he could do nothing about it.

Remaining with the wire service throughout World War 1, Cronkite
covered the North African landings and then, from London, the air war.
After the Allied invasion, he was put in charge of United Press's coverage
of the Low Countries: frequently, he reached towns ahead of liberating
Canadian troops. “I got a lot of garlands and heard a lot of welcoming
speeches,” remembered Cronkite. “The Canadians were not amused.”
(29) For the next two years, largely unpleasant, he was United Press’s
Moscow bureau chief. He returned to the United States with a promise
that soon he would be named United Press chief in Europe. But, failing
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to get a raise in 1948, he headed to Kansas City where he had spent part
of his childhood; while there, he was hired at $250 a week to work in
Washington as the radio correspondent for a string of Midwestern radio
stations. He was dubious about the whole thing, telling his friends at the
time that newspapers, not radio, should be covering the news. But the pay
was good. His aim was to return to Kansas City as the general manager of
KMBC, the Kansas City CBS radio affiliate.

A year and a half later, Cronkite got a call out of the blue from Ed
Murrow. Would he be willing to cover the Korean war for CBS? Yes, said
a happy Walter Cronkite. He never got there. The television news director
of Washington, D.C.'s WTOP, a new CBS affiliate, suddenly confronted by
a manpower shortage, asked Walter to report on the Korean story each
night—from Washington! Briefed daily by the Pentagon, Cronkite used
chalk and a blackboard to explain the military situation. He was a superb
explainer. He had information, presence, a sense of authority; in short, he
possessed an unbeatable professionalism.

OO

Sig Mickelson had been offered a list of one hundred reporters, among
whom was Walter Cronkite. He had assigned Walter as anchor for the
network pool coverage of the Japanese Peace Conference in San Fran-
cisco in September 1951 and had been impressed with him, enough so
that now he wanted him for the convention job. Walter supplied an audi-
tion film and on that basis won the job.

Now he would be tested at the conventions. He was discernibly dif-
ferent from the Murrow group, not sophisticated or intellectual, not gen-
teel. He eschewed deep analysis, loved hard news, and actually said “Gee
Whiz" when an exciting event occurred. He had done his homework and
learned who the important delegations were. He had a degree of profes-
sionalism that others lacked. He had one other quality that few possessed,
endurance. He rarely became fatigued, and considering that others would
wither a short time after working under the hot television lights, Cronkite
was indeed an unusual find. He had the gift of gab as well, always some-
thing to say, always there when confronted with a few minutes of empty
air. What he had to say was generally clear, thoughtful, and colorful. And
it sounded authoritative. It sounded as if you could trust him. Which, as
it turned out, most Americans did. CBS did well in the ratings contest for
the conventions that year. And Walter Cronkite was given the credit.
There was a wonderful moment when some of the Murrow radio crowd
inched over to Walter to let him know that they would be happy to take
on assignments for television. It was their way of saying that Cronkite was
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acceptable—and that television was acceptable. That meant a lot. One
thing it meant: Walter Cronkite had become a full-fledged star.

OO

Television was not content merely to bring the personalities into one's
living room instantaneously. It wanted to do more—to report on the out-
come of a presidential election instantly and not have to wait hours or
even days for all the votes to be tallied. In 1952 CBS planned to do this
through the use of computers. One giant public relations exercise for the
network, the computer gambit would boost CBS’s prestige enormously—
if it worked! If it failed, the network would have egg on its face.

The exercise was the result of a barter accord between CBS and
Remington-Rand. (30) CBS had asked Remington for several hundred
typewriters and adding machines to use on election night; in return, the
network gave its promise that it would focus its cameras on the Reming-
ton-Rand logo. A Remington-Rand public relations man proposed to CBS
that one way of retaining the audience’s attention throughout the tire-
some vote count would be to attempt to predict the winner using a com-
puter. At the outset, network officials believed that the machine would
be little more than a show business gimmick. “We're not depending too
much on this machine,” anchorman Walter Cronkite told his reporters.
“It may be just a side show.” He thought for a moment and added, “Then
again it may turn out to be of great value to some people.”

With that uncertainty, CBS prepared for election night. Meanwhile
in Philadelphia, engineers programmed UNIVAC |, building algorithms
to help the computer analyze election returns and voting patterns in the
previous two presidential elections as well as voting trends dating back
to 1928. The task was so monumental that engineers employed three
computers—one to process the data on the air, a second to check the
first, and a third to serve as a backup in the event that one of the other
two “crashed.” Using a teletype line, the data went back and forth to New
York. The engineers labored right up to airtime.

Then at 6 pM. Eastern time CBS went on the air. The data were
entered on three magnetic tapes. One tape was placed on the second
computer to check for accuracy with the other two. A program was also
used to assure that no precinct reported more votes than voters and that
each new total was higher than the last one. Then it happened. Three
hours later UNIVAC I made the Republicans exceedingly happy by predict-
ing a landslide win for Dwight D. Eisenhower, running counter to what a
lot of political pundits were saying at the time. Charles Collingwood, the
CBS man assigned to report on what the computer was spewing out, told
anchorman Walter Cronkite that when he asked UNIVAC for a prediction,
“he [UNIVAC] sent me back a very caustic answer. He said that if we con-
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tinue to be so late in sending him results, it's going to take him a few
minutes to find out just what the prediction is going to be. So he’s not
ready yet with the [new] predictions, but we're going to go to him in just
a little while.”

Obviously, computers don'’t talk like that. They don’t even talk. Col-
lingwood was stalling for more time. It was not clear whether he was de-
liberately not telling the truth or was being misled. But it seemed likely
that the computer was about to have the last laugh. The UNIVAC engi-
neers were in a panic, refusing to believe what the computer was telling
them with just 7 percent of the vote in the machine. UNIVAC insisted that
Eisenhower would triumph overwhelmingly, winning the Southern states,
almost an unthinkable feat for Republicans.

CBS begged for something to put on the air, but the engineers re-
fused until they could check the program more thoroughly. They did so.
And then incredibly, Arthur Draper, Remington-Rand’s director of Ad-
vanced Research, ordered the engineers to alter the program so that it
would conform with what the pundits were saying! Now, UNIVAC was re-
porting that the Republican nominee would capture 28 states and 317
electoral votes, a more modest victory; again the engineers played with
the program so that Eisenhower led by just 9 electoral votes. Finally at
10 pM,, they went on the air with a prediction.

One hour later, the computer decided that Eisenhower was running
way ahead of the Democratic nominee, Adlai Stevenson, no matter what
the programmers had tried to do to its brain; it reported a landslide. Col-
lingwood told the audience, “An hour or so ago, UNIVAC suffered a mo-
mentary aberration. He [the computer] gave us the odds on Eisenhower
as only eight to seven . . . but came up later with the prediction that the
odds were beyond counting, above 100 to 1, in favor of Eisenhower’s
election.” Collingwood then turned to Arthur Draper in Philadelphia and
asked him to explain “what happened there when we came out with that
funny prediction?”

Draper meekly said, “We had a lot of troubles tonight. Strangely
enough, they were all human and not the machine. When UNIVAC made
its first prediction, we just didn’t believe it. So we asked UNIVAC to forget
a lot of the trend information, assuming it was wrong. . . . [But] as more
votes came in, the odds came back, and it is now evident that we should
have had nerve enough to believe the machine in the first place.” With 7
percent of the vote in, UNIVAC gave Eisenhower 438 electoral votes; in
the end he actually got 442, only a 1 percent margin of error. Undoubt-
edly, the UNIVAC experience would encourage CBS—and others—to rely
upon computers as the competition for coming up with final results at
election time intensified.

OO
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The CBS evening news remained under the steady anchor of Douglas Ed-
wards, although the conditions under which he and his team worked were
far from ideal. They occupied a crowded place on 42nd Street over Grand
Central Station. The broadcast studio, thirteen blocks from Grand Cen-
tral, was a converted German singing club named Liederkranz Hall. This
required the staff to hustle into a cab every night at 7:20, trying to rush
the broadcast material to Edwards in time for the start of the nightly
news. This did not always work out. Once, when film of Queen Elizabeth’s
visit to Bermuda was arriving at Idlewild airport, the film director sensed
that, owing to heavy traffic, time would not allow getting the film from
the lab to the studio by 7:30 p.M. So the director improvised, setting up a
portable processing machine at Liederkranz. Unfortunately, the machine
failed and the film rolled out, dripping wet. The film editors stretched the
film of the Queen’s arrival all over the men’s room floor until it had dried.

Edwards’s newscast was the poor relation at CBS News, due largely
to the awesome prestige of “See It Now.” Murrow's documentary program
was able to command the best equipment and triple the number of staff.
Moreover, Murrow staff members received higher pay than their col-
leagues at CBS Television News. No one believed that it was important
to pump money into Doug Edwards’s nightly newscast. To work for Ed-
wards was in effect a demotion.

Television news programs in the early 1950s had a good deal of
chatter to them—due in part to television being a child of radio, due in
part to its inability to communicate pictures easily. As yet there were no
television correspondents; it was left to the radio correspondents to file
stories for television. Most of the film in the early 1950s came from Tele-
news, the inexpensive syndication service. Don Hewitt found, however,
that only 20 percent of it was usable; the rest of the news show was de-
voted to Edwards reading the news, aided by photographs, maps, and
drawings, or conducting an interview.

Hewitt’s greatest innovation was the double projector system. A true
revolution, it gave producers and correspondents greater flexibility in
covering news for television. Until the innovation, almost all television
news stories were shot on silent film. Once the film reached the shop, the
correspondent recorded the “voice-over” narration on an audiotape, and
the two elements were combined to form the finished piece. Then the
sound camera became popular, enabling the correspondent to record his
sound track on the film as it was being shot on the scene of the news
story. Sound and picture could then be recorded at the same time, offer-
ing immediacy: the reporter could now be shown at the scene, doing his
spot.

Clear-cut progress over silent film, the new “voice-over” method was
still limiting. Because sound and picture were recorded on the same film,
the camera was required to focus on the reporter and his exact location.
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Then along came Don Hewitt’s double projector system. One day in
the early 1950s, Hewitt and his film editors were looking at some footage
of a speech given by Senator Robert Taft on the swollen federal budget.
Although a significant piece of oratory, the speech seemed dull. Hewitt
wondered out loud if it might be possible to retain Taft’s sound track and
illustrate it by cutting away to still photos or charts. “Talking heads”
could, in this way, be used less, a welcome step forward. He was told,
technically, yes it was possible. Later that day, while working on another
project, Hewitt concluded that it would also be possible to cut away to
film. All that was needed, his film editors advised Hewitt, was to use a
second projector! Adopting that technique, it became possible to take a
reel of picture on one projector and combine it with a reel of narration
from the sound camera, on a second projector, and by mixing the two,
produce a better story in terms of words and pictures. One great advan-
tage: film could be shot on location and the reporter could do his narra-
tion at a later stage.

Hewitt was a genius at graphics. When the Soviets launched Sputnik
in 1957, he built a makeshift rig, taking an ordinary globe and attaching
a motor to it. Stretching a wire clothes hanger out in a straight line, he
then fastened one end of the hanger to the bottom of the globe and on
the other end attached a ping pong ball which had small spikes glued on
to it. Once the motor was turned on, the globe would turn slowly, giving
the impression that Sputnik itself was rotating in the heavens. The exhibit
proved somewhat clumsy for Doug Edwards when he used it on his eve-
ning newscast. Still, to viewers, the Hewitt-created Sputnik served to
make space technology slightly more comprehensible.

So inventive was Hewitt that he was forgiven for bending the rules
every once in a while. One morning during the early 1960s he rushed off
with a film crew to cover a New Jersey prison riot. Arriving after the
event, Hewitt saw before him the choice of returning to New York empty-
handed or taking the initiative. Could he simply take some background
shots, he asked prison officials? No, came the terse reply. Then, relenting
a bit, they allowed Hewitt and his crew into an area from which they could
view part of the prison interior where inmates had congregated. Hewitt
had to promise that he would not talk to the prisoners. He did so. Eyeing
a dozen inmates, Hewitt decided to spring into action. “Are you rolling?”
he asked a cameraman out of the side of his mouth. Hewitt gazed at the
prisoners, and, placing his left hand in the crook of his right arm, thrust
his right fist upward, action finger extended, the classic “Up yours” ges-
ture. In response came catcalls, obscenities, along with tin cups and
plates banging against the prison bars—in short, lots of usable footage
of a “riot.” When angry prison officials raced up to Don, he insisted that
he had kept his word—he had not said a word to the inmates! (31)
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It was not just Don Hewitt’s lively imagination that gave CBS News its
special character in those days. It was the conviction that there was some-
thing special about the network, something that carried over from the
founding days of broadcast news in the late 1930s and World War Il
When Dan Schorr joined CBS in 1953, he sensed this: “You felt you were
joining a very elite group of newspeople, Murrow’s people. . . . CBS acted
and felt unique. | recall somewhere in the '50s, watching NBC, and seeing
a story on NBC that we hadn’t had. And | wished we had had, and when
| said something to someone on the desk, ‘Have you been watching NBC?”
his reply was, ‘No, NBC watches us.” (32)
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eight

“THE FAULT, DEAR BRUTUS, . . .”"

Few chapters in CBS's history are as controversial as the one involv-
ing Edward R. Murrow and the series of programs he would do in the
early 1950s on McCarthyism. By this time, Murrow was such a luminary,
his views on almost anything held in such widespread respect, that he
appeared to have carte blanche in what he could put on television. No
other figure on television enjoyed so much independence; after him, CBS
would impose the kind of controls that would make it all but impossible
for another Murrow to surface. In Fred Friendly’s apt phrase, there could
not be an Ed Murrow today. (1)

As co-producer of “See It Now,” Murrow was technically responsible
to Sig Mickelson. In fact, Murrow had near total autonomy. Ed had
watched the witch-hunt against Communism with growing pain. He had
seen a few close friends lose their jobs over the McCarthy scare. Yet, by
the time Murrow got around to examining McCarthyism on television, Ed
would acknowledge that he was somewhat late. Few would blame him.
The rest of the nation was reeling from the senator and no one until then
had had the temerity to act. Still, Murrow wanted to be 100 percent cer-
tain that he was doing the right thing. He sensed the raw power of televi-
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sion and he asked himself repeatedly whether it was right to turn that
power on a single issue or a single man and go on the attack.

Eventually, he decided to go on the attack—believing McCarthyism
a cancer that was spreading.

He began in October 1953 by producing a program on “See It Now"
about a 26-year-old University of Michigan student who was a meteorolo-
gist in the Air Force reserves, Lt. Milo J. Radulovich. He had been classi-
fied a security risk after his father and sister had been accused by uniden-
tified sources of radical leanings, especially of reading “subversive”
newspapers. The Radulovich program was television’s first attempt to fo-
cus on McCarthyism. It was also the first time a nationally televised news
broadcast had engaged itself in controversy. When the shadow of scandal
hovered over Radulovich, he had been asked to resign his commission;
when he refused, an Air Force board at Selfridge Field ordered his separa-
tion on security grounds. One October day at lunchtime, Murrow handed
Fred Friendly a wrinkled clipping and asked him to read it. The two men
agreed to send reporter-producer Joe Wershba to Detroit to gather more
information about the case. Wershba read the transcript of the Air Force
hearing and talked to Radulovich, his family, and their neighbors. Per-
suading the Radulovich family and friends to talk on camera was no prob-
lem. But the Air Force refused to let a spokesman defend its actions in
public. This presented a dilemma to Murrow and his team. How could
they do the program if they could only film one side? Would that not be
essentially unfair?

Murrow wondered whether he ought to drop the program rather
than offer only one version of what happened. Others might have dropped
the program. Not Ed Murrow. By scuttling the project, he thought, he
would be permitting one side, by its silence, to hold a veto power over
broadcast discussion. But even as he was determined to go ahead, there
were new pressures awaiting him. An Air Force general visited Murrow
and Friendly, and reminded Murrow that he was considered a friend of
the Air Force; the general was cordial and restrained, but his message
was hardly subtle: Murrow should drop the Radulovich program.

If anything, the pressure spurred Murrow and Friendly to do the pro-
gram. Their enthusiasm for the show led them to ask CBS to take out an
advertisement in The New York Times. But CBS was skittish and said no.
So the two men paid $1,500 out of their own pockets and placed the
advertisement in their own names. The Radulovich program would test
Murrow’s vaunted position of power and independence at CBS. He was
very much aware that he was placing himself in a ticklish situation. He
knew that what he would say at the end of the program—the “tailpiece”
in the lexicon of television documentaries—would have a crucial bearing
on the public’s response. “Leave me enough time because we are going
to live or die by our ending,” he said. “Management is going to howl, and
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we may blow ourselves right out of the water, but we simply can’t do an
‘on the other hand’ ending for this.” (2) Murrow and Friendly knew only
too well how Paul White, the wartime head of the CBS News Department,
would have felt about the Radulovich program. He would not have felt
good. In controversial issues, White believed, the audience should never
learn where the analyst stood. This case was different. Neutrality, Murrow
decided, was simply out of place: “We can’t make the air force's case if
they won't help us. Besides, some issues aren’t equally balanced. We can't
sit there every Tuesday night and give the impression that for every argu-
ment on one side there is an equal one on the other side.” (3)

When it came time for the program, Murrow demonstrated that
the newspaper Radulovich's father had read was harmless. A Serbian-
language newspaper read in Yugoslavia, it expressed support for Marshal
Tito, the Yugoslavian leader, hardly demonstrable proof of being a Com-
munist as Tito himself had little affection for the Soviets. Murrow con-
cluded the program with an offer to the Air Force to reply, adding: “What-
ever happens in this whole area of the relationship between the individual
and the state, we will do ourselves; it cannot be blamed upon Malenkov,
Mao Tse-tung, or even our allies. It seems to us—that is, to Fred Friendly
and myself—that this is a subject that should be argued about end-
lessly . . .." When the program ended, “See It Now" staff members and
engineers, tears in their eyes, crowded around Murrow to shake his hand.
Phones rang; congratulatory telegrams and letters arrived; some newspa-
per columnists assailed the program but more praised it. CBS manage-
ment was deafeningly silent.

Most significantly, Lt. Radulovich was cleared of being a security
risk. The announcement came in a statement filmed for the “See It Now"
program on November 24. Murrow introduced Secretary of the Air Force
Harold E. Talbott who said that he had reviewed the Radulovich case and
had decided he was not a security risk. “l have, therefore, directed that
Radulovich be retained in his present status in the United States Air
Force.” It was a great victory for “See It Now,” for Murrow, Friendly, and
the others.

All this while, Ed Murrow had been a recognizable star within the
news broadcasting field; he had never become a national sensation. That
only occurred once he began to moderate a program far afield from the
news, one that seemed totally out of character for him. After Murrow paid
two “television visits” to a celebrity’s home as part of “See It Now,” the
idea arose that he adopt that format to a fully fledged program. It was
called “Person to Person.” When movie star John Cassavetes, who was a
guest on the new show, asked Murrow why he was doing it, Ed replied
honestly, “To do the show | want to do, | have to do the show that | don't
want to do.” It aired for the first time on October 2, 1953. If “See It Now"
was a gourmet dish, “Person to Person” was pablum: it avoided conten-
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tion as if it were indecent to intrude upon the celebrities’ time with such
unpleasantness. The formula clicked. “Person’’s ratings were higher than
those of “See It Now,” and it became a top-ten show. The reason? In the
words of broadcasting historian Eric Barnouw, the show had “a Vogue and
House Beautiful appeal, along with a voyeuristic element.” (4)

Each Friday evening Ed Murrow sat in an easy chair in the studio,
famous cigarette in hand, talking breezily with guests from all walks of
life. Seated in their living rooms, the guests had to endure the disagree-
able reality of television producers and cameramen arriving on the scene
and dumping their paraphernalia all about. No one objected. The expo-
sure was well worth the bother. For Murrow, “Person to Person’s” popular-
ity served as a shield of immunity against the slings and arrows that were
tossed at him over “See It Now.”

On the opening “Person to Person.” Murrow visited baseball player
Roy Campanella, and then conductor Leopold Stokowski and his wife,
the former Gloria Vanderbilt. Three cameras and ten miles of wire con-
nected each home with the studio, and wireless microphones enabled the
hosts to move around their homes, followed by cameras, as they showed
paintings, played piano, or pointed out trophies. Awkward and unex-
pected moments were inevitable. When Krishna Menon, the Indian dele-
gate to the United Nations, was asked a question by Murrow that ap-
peared to imply criticism of Indian policy, the ambassador said, “That
is an improper question for you to ask me.” Undaunted, Murrow cor-
rected the politician: “Perhaps it is an improper question for you to an-
swer.” When John F. Kennedy, then a U.S. senator, appeared with bride
Jackie, Murrow asked him about his wartime ordeal as the commander
of PT-109. “An interesting experience,” the future president said. “Inter-
esting?” replied Murrow. “I should think that would be one of the great
understatements.”

Murrow managed to entice the Duke and Duchess of Windsor into
making their first television appearance on “Person to Person,” but the
conversation was dull and superficial. More colorfully, after waiting two
years, he finally landed Marilyn Monroe for the show (she took five hours
to put on her makeup). Murrow had actually wanted that program to fea-
ture Marilyn Monroe and Dr. Albert Schweitzer, or if he couldn’t get
Schweitzer, financier Bernard Baruch. But he had to settle for conductor
Sir Thomas Beecham. The show still garnered high ratings. Not every
program went so smoothly. When A. C. Neilson, the father of the ratings
system named after him, gave a demonstration of the recording device
which enabled him to estimate television audience sizes, it didn’t work.

At one stage, it appeared that there were too many celebrities
crowding the show, and so Murrow brought on a mailman and a farmer.
But the audience complained, arguing with some justification that if they
wanted to meet simple folks, they could visit their own relatives. Murrow
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brought back the celebs, visiting Anita Ekberg, Admiral Richard Byrd,
Lawrence Welk, Liberace, Pat Weaver, Billy Graham, Jane Russell, Eddie
Fisher and Debbie Reynolds, Dr. George Gallup, and Hal March. During
1956 he had 93 guests. By the time the show ran its course on June 26,
1959, he had gone through 500.

OO

Ever since the spring of 1953 Murrow and his colleagues at “See It Now"
had been contemplating doing a program on Senator Joseph McCarthy
and his investigations. “See It Now" had instructed its camera crews to
begin compiling filmed records of all the senator’s speeches and hear-
ings. No firm date existed for the airing of the material. Murrow was hesi-
tating. Senator McCarthy had given his first speech in March 1950, and
here it was three years later and Murrow had still not engaged the senator.
Although he had done the Radulovich program in the fall of 1953, he
could not bring himself to go forward against McCarthy. It was clear to
Murrow that, were he to go after McCarthy, he would have a nearly impos-
sible time demonstrating fairness. He also worried that a CBS show on
the senator might only serve McCarthy's purposes rather than cut him
down to size.

Television in the early 1950s was still experimental in many ways,
still nervous about whether it was right to take on governmental and pub-
lic figures. This was long before Vietnam, long before Watergate, long
before it would become acceptable for someone to appear on television
and denounce the people in Washington.

It was remarkable. “See It Now” was about to launch a full-scale at-
tack against one of the most powerful institutions in the country—the
U.S. senator from Wisconsin—and the power to undertake such an act
rested purely with one man, Edward R. Murrow. That could have never
happened in later years. Fred Friendly, looking back to that early period,
would say that Murrow, were he around today, would not be doing televi-
sion documentaries; he would most likely be working for a place like Na-
tional Public Radio. (5)

By February 1954 Murrow was moving toward a decision to do the
show. Some believed that he may have been spurred by word that the
army was planning to go after McCarthy. Whatever the reason, the pro-
gram was scheduled for airing on March 9, 1954. Feelers were put out
whether CBS would place an advertisement in advance of the program
and again, as with Radulovich, the answer was no. Up to the last moment,
Murrow had his doubts. He had informed Paley he was doing the broad-
cast and asked him if he wanted to see it.

“Are you sure of your facts?” Paley asked Murrow. ““Are you on safe
ground?”
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“Yes, | am,” replied Murrow. “No question about it.”

“In that case,” Paley said, “I'll wait until everybody sees it.” (6)

Paley did suggest to Murrow that he grant McCarthy equal time, and
Murrow, believing this was only fair, agreed. Paley expressed concern that
McCarthy might try to counter Murrow by digging into his past. Accord-
ingly, Paley won Murrow'’s approval to hire an attorney who did his own
investigating. He found nothing. Just before the program was aired, the
CBS chairman phoned Murrow to say, “Ed, I'm with you today and I'll be
with you tomorrow.” (7) Sig Mickelson was asked if he wanted to see the
show. He had not screened anything done by Murrow and Friendly before.
He said no, too. Mickelson and Paley reflected the general CBS view: stay
clear of the Murrow program, don't identify with it, avoid giving the im-
pression that Ed had the company’s blessing. As the show was about to
be aired, Murrow and Friendly could not find anyone at the middle-
management level to take an interest in what they were doing.

Ed was worried. Paley had asked him if he was sure of his facts; he
did not ask whether Murrow was sure he was going to be fair to all sides.
CBS had a long-standing policy against newscasters indulging in personal
opinion. It had not always been easy to keep everyone in line. No one,
not H. V. Kaltenborn, not Cecil Brown, not William Shirer had gone as far
as Murrow planned to go in expressing a point-of-view.

Realizing the program'’s significance, Friendly and Murrow were
tempted to tell their sponsor, Alcoa, that they wanted to run the commer-
cials at the start and finish and eliminate the middle break. But rather
than alert Alcoa to what was in the works, the two broadcasters went
ahead and changed the timing of the commercials themselves. Just as
the program was to start, Friendly leaned over to Murrow and whispered,
“This is going to be a tough one.” Yes, Murrow replied, “and after this
one they're all going to be tough.” (8) Friendly was so nervous that when
he went to start his stopwatch in the control room at the beginning of the
program, he missed the button.

The program was a mixture of McCarthy appearing on film and Ed
Murrow refuting his charges. There was nothing new in seeing the Wis-
consin senator on television, spewing forth his venom. What was new was
the Murrow attack on him, marking the first time that the mass media
had examined what the senator was saying, and assailed him for it. There
on the screen was McCarthy warning that if this fight against Communism
“becomes a fight between America’s two parties, one party would be de-
stroyed—and the Republic cannot endure very long under a one-party
system.” There he was now questioning a witness: “You know the Civil
Liberties Union has been listed as a front for ... the Communist
Party?"—and there was Murrow chiming in: “The Attorney General's List
does not and never has listed the A.C.L.U. as subversive. Nor does the
F.B.I. or any other federal government agency.”
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Murrow had worked out the concluding part endlessly. He knew that
what he had to say then would make or break the broadcast. Six times he
rewrote the “tailpiece” until he was finally satisfied. “Earlier, the Senator
asked, ‘Upon what meat does this our Caesar feed?’ Had he looked three
lines earlier in Shakespeare’s Caesar he would have found this line, which
is not altogether inappropriate: ‘The fault, dear Brutus, is not in our stars
but in ourselves.’

“No one familiar with the history of this country can deny that Con-
gressional committees are useful. It is necessary to investigate before leg-
islating, but the line between investigation and persecuting is a very fine
one, and the junior senator from Wisconsin has stepped over it repeat-
edly. His primary achievement has been in confusing the public mind as
between the internal and . .. external threat of Communism. We must
not confuse dissent with disloyalty. We must remember always that accu-
sation is not proof and that conviction depends upon evidence and due
process of law. We will not walk in fear, one of another. We will not be
driven by fear into an age of unreason, if we dig deep in our history and
our doctrine, and remember that we are not descended from fearful men,
not from men who feared to write, to speak, to associate with, and to
defend causes which were for the moment unpopular.

“This is no time for men who oppose Senator McCarthy's methods
to keep silent, or for those who approve. We can deny our heritage and
our history, but we cannot escape responsibility for the result. There is
no way for a citizen of a republic to abdicate his responsibilities. As a
nation we have come into our full inheritance at a tender age. We pro-
claim ourselves—as indeed we are—the defenders of freedom, what’s left
of it, but we cannot defend freedom abroad by deserting it at home. The
actions of the junior senator from Wisconsin have caused alarm and dis-
may amongst our allies abroad and given considerable comfort to our
enemies, and whose fault is that? Not really his. He didn’t create this situ-
ation of fear; he merely exploited it, and rather successfully. Cassius was
right: ‘The fault, dear Brutus, is not in our stars but in ourselves.’ . ..
Good night, and good luck.”

Few other television programs would have such an impact. Don Hol-
lenbeck, delivering the news that night at 11, concluded by saying, “I
want to associate myself with every word just spoken by Ed Murrow.”
Once the program was over, viewers expressed their enthusiasm for Mur-
row. By 1:30 A.M. the network had received over 1,000 telegrams, all in
favor of the show. More than 2,000 phone calls came in as well. This was
the greatest mass response to a network television show, outdoing even
the famous “Checkers” television speech given by Vice President Richard
Nixon. Nineteen hours after the McCarthy program was aired, the phones
at CBS were still ringing. A few days later, riding in a car with Eric Seva-
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reid, Murrow was stopped by taxicab drivers who wanted to congratulate
him. He walked into places as well where people rose and saluted him.

Ironically, Murrow’s network seemed far less pleased. “Good show,
sorry you did it,” was the way Murrow described his CBS colleagues’ reac-
tion to the show. Inflamed, some CBS board members demanded that
Paley rein Murrow in. But the CBS chairman quietly came to Murrow’s
support, meeting with him every day to figure out how to respond to per-
sonal attacks. It was Paley who had suggested that Murrow respond by
saying that history would one day decide whether he or McCarthy had
served their country better. And Ed did just that. In his memoirs, Paley
deftly skirted the issue of whether he actually liked the McCarthy broad-
cast. He gave Murrow and Friendly credit for exposing the senator’'s more
diabolical methods, but he fell short of any direct praise of the program.
Revealingly, Paley suggested that McCarthy damaged himself more in his
reply to Murrow than in the original Murrow broadcast.

The response to the program was at times exuberantly pro-Murrow.
“In a sense, you are his Zola,” wrote columnist Harriet Van Horne in a
private note to Murrow, “and thus we are all in your debt. Your ‘j’accuse’
was quiet and cool, and therefore the more effective. Considering the cli-
mate of opinion we live in these days, you are an extraordinarily brave
man.” (9) Author Laura Z. Hobson blurted out at the television screen
when the program was being shown, “Bless you, damn it, bless you.” The
New York Times’ Jack Gould called it the next day “‘a superb and fighting
documentary ... a long step forward in television journalism.” Phone
calls came in from such people as former President Harry Truman, U.S.
Senator Mike Monroney, comedian Groucho Marx, and Bishop Bernard
Sheil of Chicago. Scientist Albert Einstein even wrote a letter asking to
see Murrow. Artist Ben Shahn sent Murrow and Friendly two original
drawings he had done just after the program with an inscription to the
two men. The only call Murrow felt obliged to make was to Archbishop
Cushing of Boston. The archbishop was to be a guest on Murrow’s “Per-
son to Person” show the following week, and Murrow asked him if he
might now be embarrassed and would like to postpone the interview for
a few months or indefinitely. “Mr. Murrow,” said the archbishop, “you and
| have a long-standing engagement. | expect to keep it.”

Not all comment was positive. Gilbert Seldes, the critic for the Satur-
day Review, assailed Murrow and Friendly for calling the show a report
when it was an attack: “In the long run,” wrote Seldes, “it is more impor-
tant to use our communications systems properly than to destroy
McCarthy . ...”

At first, McCarthy turned down CBS'’s offer to reply. Vice President
Nixon was given the time: somewhat ambiguously, he urged McCarthy to
be true to the Republican Party's philosophy. Murrow and Friendly could
not tell from that what the official view of the Eisenhower administration
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was toward the program,; if they feared that the president might signal
his associates to blast away at CBS for taking on one of his party mem-
bers, they were quickly assuaged when that same week Treasury Secre-
tary George Humphrey appeared as a guest on “Person to Person.” (After
writing his 1967 book “Due to Circumstances Beyond Our Control . . . ,”
Fred Friendly sent a copy to Eisenhower. The former president replied
that he had been glad to read about the Murrow-McCarthy broadcasts
because he had never known about them at the time. He had also never
known that he had had such allies as these two broadcasters. (10)

Two days after the program, McCarthy appeared on the radio to un-
earth a blast at the “See It Now” host. Appearing on the Fulton Lewis, Jr.,
radio broadcast, the senator said: “l may say, Fulton, that | have a little
difficulty answering the specific attack he [Murrow] made, because | never
listen to the extreme left-wing, bleeding-heart element of radio and tele-
vision.” On his next radio broadcast, Murrow replied: “The Senator may
have me there. | may be a bleeding heart, not being quite sure what it
means. As for being extreme left-wing, that is political shorthand, but if
the Senator means that | am somewhat to the left of his position and that
of Louis XIV, then he is correct.”

Ed Murrow seemed to take the reaction, pro and con, to the pro-
gram in stride. He tried to suggest, though few would believe him, that
he hadn't said anything new about McCarthy, he has said nothing that
hadn'’t been said on radio before. But that was the very point. While those
things may have been said on radio, no one had taken note of them. But,
when said on television, everyone stood up and paid attention. That was
the power of television. Just how powerful? A new Gallup poll noted that
McCarthy’s popularity had dropped suddenly from its all-time high in
January—undoubtedly the result of the “See It Now" program. McCar-
thy’s downfall would accelerate. On April 22, the Army-McCarthy hear-
ings opened and were shown live on television for the next two months.
Later, the (1.S. Senate voted to censure McCarthy by a vote of 67-22 for
conduct that was described as “‘contemptuous, contumacious, denuncia-
tory, unworthy, inexcusible and reprehensible.”

After it was all over, Murrow would acknowledge that what had
helped him face the opposition to the McCarthy program was the new
popularity and respectability he had gained from doing the “Person to
Person” program. What had helped him also was the sympathy and en-
couragement from his sponsor. Not that Alcoa was thrilled at what Mur-
row was doing, but officials there seemed to understand that sometimes it
was necessary. After the first of the McCarthy programs, Irvin W. Wilson,
president of Alcoa, told Murrow that he wouldn’t ask him not to do such
programs. He would simply ask that he not do them every week. Murrow’s
reply was honest enough: he and Friendly wouldn't do such programs
every week either. Public opinion was polarized, and accordingly Alcoa
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received lots of angry mail. Its dealers were pressured. Newspaper colum-
nists denounced the company. In time, even Murrow’'s mail was 5 to 4
against him, but Alcoa stuck with him.

McCarthy finally did reply on April 6, 1954, It cost CBS $6,336.99
but the network had no choice—it had to be fair. “Now, ordinarily,” Mc-
Carthy said, “I would not take time out from the important work at hand
to answer Murrow. However, in this case | feel justified in doing so be-
cause Murrow is a symbol, the leader and the cleverest of the jackal pack
which is always found at the throat of anyone who dares to expose individ-
ual Communists and traitors.” Some thought his reply ineffectual, some
the opposite. Frank Stanton called Friendly into his office and showed
him the results of a CBS-commissioned poll. It showed that 59 percent
of those questioned had seen the McCarthy rebuttal program or heard
about it, and of those, 33 percent believed that McCarthy had in fact
raised doubts about Murrow or proved him pro-Communist. Friendly re-
sponded that, had the poll been 5 to 1 in McCarthy's favor and 10 to 1
against Murrow, there would have been greater justification for having
done the March 9 telecast. Stanton appeared disturbed that CBS'’s busi-
ness relationships might be affected by all this strife, as evidenced by the
poll; Friendly, for his part, was angry that someone had thought it impor-
tant to commission the poll in the first place.

Murrow was still obviously worried about how history would record
what he had done. Remembering Paley’s advice on what to say, he talked
to newsmen on April 6 after the McCarthy reply: “When the record is
finally written, as it will be one day, it will answer the question, Who has
helped the Communist cause and who has served his country better. Sen-
ator McCarthy or 1? | would like to be remembered by the answer to that
question.”

OO

There would be one more in the sequence of broadcasts related to McCar-
thyism, but this one would only come on January 5, 1955—just after the
Senate censure of the senator had finally condemned him to moral de-
feat. The broadcast, a 30-minute interview with J. Robert Oppenheimer,
a creator of the atomic bomb and critic of the hydrogen one, provided a
forum for one of the senator’s victims. It seemd to be Murrow and Friend-
ly’s way of letting the supporters of McCarthyism know that there could
be, indeed should be recompense paid to those who suffered under the
senator from Wisconsin.

Oppenheimer had been a true victim of the senator. In his April 6
reply, McCarthy charged that the hydrogen bomb had been delayed eigh-
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teen months by traitors in the U.S. government, a reference that was
taken to include Oppenheimer. Soon after that he was stripped of his
security clearance as a consultant to the Atomic Energy Commission’s
general advisory committee. Murrow and Friendly originally had a differ-
ent focus in mind in conceiving “A Conversation with Dr. J. Robert Op-
penheimer.” The program was supposed to be about the Institute for Ad-
vanced Study at Princeton, New Jersey, of which Oppenheimer was
director. But, after examining the series of filmed interviews with Institute
personalities, Murrow and Friendly agreed that only the two-and-half-
hour interview with Oppenheimer was worth airing.

To get it on television would not be easy. For one thing, Oppen-
heimer objected, saying that his colleagues at the Institute would be
miffed at his getting so much attention. Murrow had to phone him and
announce that the interview was running, whether Oppenheimer liked it
or not. Afterward, Murrow said, he was sure Oppenheimer would agree
that the interview had been good for him and for the Institute. Murrow
and Friendly showed the interview to Bill Paley just before airtime, simply
because they were so proud of it. Meekly, they admitted that it ran 2
minutes over the limit. Brimming with enthusiasm for the show, Paley
said it would be all right to run it over. Of course, technically that was
impossible. The phone company pulled the network’s lines 30 seconds
before the show concluded.

During the interview, the scientist did not refer to the security ruling
but instead talked about the implications of increasing government con-
trol over research and its relationship to the freedom of the human mind
and man'’s future on earth. At one stage, Murrow asked Oppenheimer
whether it was true that humans had already discovered a method of de-
stroying humanity. “Well,” he replied, “ | suppose that really has always
been true. You could always beat everybody to death. You mean to do it
by inadvertence?” Yes, Murrow replied. “Not quite,” said Oppenheimer.
“Not quite. You can certainly destroy enough of humanity so that only
the greatest act of faith can persuade you that what’s left will be human.”
He spoke about the danger of nuclear fallout as well: “I'm not worried
about it. | tend still to worry about war rather than peace. | think . . . the
scale of things in these experimental undertakingsis . . . so vastly smaller
and their location so much more secure than . .. what you'd expect if
. . . the battle were joined, that we do well to worry about the latter before
the former.”

The show was highly praised. Lots of messages flowed in. The one
Murrow and Friendly liked the best came from Princeton. “You were right
as often, Robert.” CBS took some heat—for putting that “traitor” on the
air. Some now called it the “Red Network.” The Oppenheimer broadcast
became a classic. Murrow and Friendly produced a 48-minute version of
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the interview for universities and colleges. There were sad consequences
for Oppenheimer—he was hailed by the scientific community for his dis-
play of humanity; but right-wing groups were so noisy in protest against
him that it was only in the early 1960s that CBS felt it could safely put
him back on the air again.

OO

The handwriting was on the wall for documentary programs. Audiences
watching entertainment programs were increasing, drawing sponsors in
their wake. Those sponsors had little interest in a “See It Now,” not unless
it could attract money the way a highly rated quiz show did. The year
1954 was the year of the Quiz Show: “I've Got a Secret,” “Stop the Music,”
“Place the Face,” “Name That Tune,” “What's My Line?,” “Twenty-one,”
and “The $64,000 Question.” CBS had introduced “Question” in 1955,
and within a few weeks it had become television’s most popular show,
outdoing even “ | Love Lucy.” As soon as Ed Murrow saw “Question,” he
realized that his labors were about to be pushed aside. When, on June 7,
he sat in the control room and for 5 minutes watched the debut of “Ques-
tion,” which had preceded “See It Now,” he turned to Fred Friendly and
asked, “How long do you think we're going to hang on to this time period
now?"” (11) It was no secret that CBS could earn three to four times as
much by putting a highly rated quiz show in the “See It Now” time slot.
What was more, at $100,000 a shot, “See It Now” was expensive. Soon
thereafter, sure enough, the decision was taken to scrub “See It Now.”
Meeting with Murrow, Bill Paley told him, “I've got great news for you,
Ed. We want your program to be an hour.” Before Murrow could decide
whether the news was really “great,” the chairman delivered the knock-
out punch: “But it won't be on at 10:30 Tuesday night. It'll be on eight to
ten times a year.” Wags began calling it “See It Now and Then.”

It was all the result of “The $64,000 Question,” a program produced
by a independent production firm owned largely by Louis G. Cowan.
“Question” would boost Cowan to a position of supremacy at CBS. A few
weeks after it was aired, Cowan went to work for CBS as a senior adviser
in programming. He was a creative troubleshooter, and he did so well at
it that three years later he became president of the CBS Television Net-
work. As the president of CBS Television, he gave warm support to both
Murrow and Friendly, making sure that time was found for news specials,
resisting the growing commercial pressures. Once, he clashed with Paley,
agreeing with the news division that a United Nations debate should be
shown live. The occasion was the 1958 Lebanon crisis. Eisenhower had
sent in the marines, and war seemed possible. Paley laced into his net-
work president, contending that Cowan was wasting money; Cowan re-
torted, melodramatically perhaps, that he had joined CBS purely because
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perform “The War of the Worlds"”

Paul White (standing) is huddled with (seated from left to right): Ed Murrow,
Maurice Hindus (an authority on the Soviet Union), Robert Trout, and
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The “60 Minutes” cast (left to right): Ed Bradley, Mike Wallace, Morley Safer,
Don Hewitt, Harry Reasoner, and Diane Sawyer
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Dan Rather reports on the TWA hijacking of June 1985
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Peter Goldmark with color television receiver, January 1, 1946
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M*A*S*H cast—tne 4077th—including (front row, far left): Hawkeye (Alan Alda),
prepares a hearty reception when they hear a rumor that Marilyn Monroe is com-
ing to visit the unit, April 18, 1963

“All in the Family”: Carroil O'Conner and Jean Stapleton
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of the network’s strong tradition of service, nurtured by people like Ed
Klauber and Ed Murrow. Where was that sense of service if the network
ignored such major issues?

Billed as the largest jackpot program on radio or television, “Ques-
tion” made its sponsor Revlon ecstatic. “The $64,000 Question” reached
the number one spot in the ratings within six weeks. No program had
risen so speedily in years. By September, the commercial for Revlon's
Living Lipstick was scratched from the show after it had been sold out
and stores had begun phoning the factory with desperate pleas for more
shipments. Hal March, the program’s master of ceremonies, asked the
public to be patient. Las Vegas casinos emptied during the program. In
White Sulphur Springs, West Virginia, a convention of wholesale drug-
gists took a break to keep track of contestants’ progress. Once, an an-
nouncement was made at the convention: “The Marine (Captain Richard
S. McCutchen) has answered the question!” The druggists cheered wildly.
Riding on the success of “Question,” the next season “The $64,000 Chal-
lenge” was introduced by the same production firm. Winners in “Ques-
tion"” would go on to compete in “Challenge.” Thus it was that 11-year-
old Robert Strom, with a speciality in electronics, won $224,000. The
greatest money-winner, however, was Teddy Nadler, a 49-year-old former
civil servant from St. Louis, who had never earned over $70 a week but
won $252,000 on “Challenge.”

By 1955, the money was rolling in to television in large quantities.
And CBS, thanks to a highly successful programming schedule, was grab-
bing a large part. The audiences were getting larger, accounting for
higher revenues for CBS. Since 1951, the number of televisions in homes
had tripled, and the number of affiliates had doubled. CBS Television had
become the largest single advertising medium in the world. Its ratings
were incredible: in 1955 CBS had seven of the top ten shows: “The
$64,000 Question,” “l Love Lucy,” “Toast of the Town,” (renamed “The
Ed Sullivan Show” that same year), “The Jack Benny Show,” “December
Bride,” “I've Got a Secret,” and “The General Electric Theater.” The top
network in popularity that year, CBS would remain number one in audi-
ence ratings for the next twenty-one years. Helping the network was a
new adult Western, “Gunsmoke,” a favorite of Bill Paley’s. The show,
which debuted in 1955, appeared in the top ten for thirteen years and
had many imitators. But at first the show’s producers had trouble finding
someone to play the starring role of Marshall Dillon. Heavyweight William
Conrad, the original Marshall Dillon who tamed Dodge City on the radio
program, was not a candidate for the television role. Few auditioned, be-
lieving there was little to be gained by playing a television marshall. They
were of course dead wrong. John Wayne was thought to be a natural for
the television marshall, but, in demurring, he suggested an unknown
actor named James Arness, then under contract to Wayne's production
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company. Until then Arness had done little—his largest role had been
playing the title role in “The Thing.” He had played a 250-pound vegeta-
ble from outer space.

OO

Those CBS correspondents who had the chance to work overseas in the
1950s knew that they were following in Ed Murrow’s golden footsteps.
There was a great tradition to uphold. In upholding it, they had a lot of
fun—and frustration. “It was absolutely marvelous,” remembered Ernie
Leiser, who had been stationed in West Germany for CBS from 1956 to
1960. “In the first place there was a great premium then on being a spe-
cialist in a country and | was pretty much a specialist on Central Europe,
especially Germany. You could really get into a subject. The other delight-
ful part was that there was not the trans-Atlantic phone communication
on a daily or hourly basis that there is now. There were no satellites, no
videotapes. So what you would do is—mostly you were on your own. You
would dream up stories, film them with your camera crew, and in effect
put together a piece for the ‘Evening News.”” (12)

Daniel Schorr was overseas for CBS in those days too. He had began
his journalism career at the age of 12 when he organized a four-page
mimeographed monthly in the Bronx Jewish Center where he had been
studying Hebrew. A year later Dan interviewed the police after observing
a suicide leap outside his family’s apartment-house window. He phoned
the Bronx Home News and collected his first five dollars as a reporter.
There followed work on his college newspaper and stringing for the big-
city newspapers. His mother wanted him to be an attorney; she was sus-
pect of journalism as a respectable profession. But it was too late. In
1953, while doing radio reports from Holland, Schorr reported on a major
flood and soon came to Ed Murrow’s attention. invited to join CBS News
in Washington as a staffer, Schorr hesitated, believing broadcasting to be
less serious than print journalism. Realizing that his long-standing ambi-
tion to write for the The New York Times was not achievable, he accepted
the CBS job. Upon arriving in Washington, Schorr spent the next eighteen
months covering the State Department and Senator Joseph McCarthy.

Soon thereafter he went abroad, this time for CBS Radio, experienc-
ing a number of difficulties common to foreign correspondents at the
time. Recalled Schorr: “You were never quite sure whether you were go-
ing to broadcast that day. Anything like sunspots, magnetic interference
or whatever would simply blot out the show.” (13) But there was a good
part: radio correspondents had more time on the air than today, the aver-
age spot lasted 2 minutes rather than today's 15 or 30 seconds.

In the summer of 1955, Schorr arrived in Moscow soon after NBC
had placed its own correspondent, Irving R. Levine, there. Sending letter
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after letter to Soviet leader Nikita Khrushchev, asking him to allow CBS
to be represented in the Soviet Union, CBS only managed to put its own
correspondent in Moscow once the Soviets granted visas to all newsmen
who wished to cover West German Chancellor Konrad Adenauer’s visit to
the Soviet Union. The good news was that Schorr finally had his visa. The
bad: it was good for only one week—for the duration of the Adenauer
visit. Schorr managed to stay on in Moscow, but he was never able to
open a full-scale bureau there. The obstacle was CBS, not the Soviets.
Although it was several years since the McCarthy period and network
blacklisting, the network was still jittery.

After a short delay, Schorr was permitted to broadcast from a studio
in the Central Post Office, but that turned out to be little more than a
glass telephone booth that did not keep out the nearby noise. When a
New York technician asked Schorr if he had anything to deaden the
sound, Dan took a fur coat, put it on, buried the microphone inside it,
and suddenly the sound was acceptable. Unfortunately, because he had
the fur coat over his head, Schorr couldn’t read the script. It was too dark.
Ad-libbing was unthinkable: the script had already been approved by the
censor. New York said to go ahead anyway. But before he did, Schorr
shouted out, “I'm going ahead. I'm going to do what is substantially in
the script. But if | change a word here or there, it is only because | am ad-
libbing. But | don’t intend to give any other information.” That little
speech was meant for the listening censor. To his gleeful surprise, he was
not cut off.

He tried to negotiate staying longer. Even after the Soviets let him
remain, he realized he was at a disadvantage: NBC's Irving Levine was
allowed to broadcast from Radio Moscow; Schorr was not. At first Schorr
had no idea why. Then, someone in the Soviet Foreign Office explained
that no one knew what the Columbia Broadcasting System meant. Where
was Dan Schorr from? Was he from the country Colombia? From Amer-
ica? Levine gained an advantage as well because NBC was regarded in
Moscow as the “national” broadcasting arm of the United States of
America.

Another complication for Schorr had to do with shipping CBS film
out of the Soviet Union. Because the U.S. government would not permit
Soviet film crews working in the United States to ship their film to Mos-
cow, the Soviets reciprocated by not permitting Dan Schorr to ship CBS
film out of the Soviet Union. To get around this seemingly unsurmount-
able obstacle, Schorr hit upon a scheme that he employed once or twice
a week until he left Russia at the end of 1957. Locating American tourists
returning to the United States, he asked them to take the film with
them—surreptitiously. So severe was the restriction that he and Irving
Levine collaborated in the ploy. Once a tourist was found, a cable was
sent to the CBS office in Paris or Brussels advising time of arrival and
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asking the office to grant the “usual courtesy.” When asked why a tourist
would engage in such a seemingly dangerous act, Schorr replied with a
twinkle in his eye: “Irving Levine and | were very important people. They
[the American tourists] had seen us on television back in America. We
were very romantic. . .. We would tell them, this is film; it depends on
you whether Walter Cronkite will have the story or not. It was a big adven-
ture. We were also able to tell them that nobody has been stopped. They
rarely refused.” (14)

In June 1957 Schorr conducted a free-wheeling interview with
Khrushchev, arranged by Frank Stanton, inside the Kremlin over “Face
the Nation.” Predicting that “your grandchildren in America will live un-
~ der Socialism,” the Soviet leader proposed a “small step” toward disar-
mament and offered the first public hint of the Sino-Soviet feud. With
Stalinist excesses still in Americans’ minds, President Eisenhower re-
flected a certain irritation at CBS when he assailed the network for giving
the Russian leader access to an American audience. At a news confer-
ence, Eisenhower suggested that CBS was nothing more than “a commer-
cial firm trying to improve its commercial standing.”

Paley, in an internal memo, retorted that the Khrushchev interview
was “one of the most outstanding broadcasts ever carried on radio and
television.” (15) Frank Stanton was also firmly in Schorr’s corner. “l come
from a commercial organization,” he told the National Press Club. “A
major duty of that organization is to report the news.” CBS picked up
some major awards for the Khrushchev interview. Supporting the net-
work, Variety hailed CBS as “the undisputed strongman of television jour-
nalism . . . within the past year the web has had a lineup . . . comprising
Khrushchev, Nehru, Tito, China's Chou-Enlai, Egypt’s Nasser, Israel's
Ben-Gurion, and Burma’s U Nu, all in interviews with CBS correspondents
or with Ed Murrow on “See It Now.”

Eventually Schorr lost the right to report from the Soviet Union,
apparently for defying censorship too often. He was back in the United
States in 1958, hoping for a visa to return to Moscow. Schorr went on a
lecture tour, and owners of CBS stations, who tended to be right-wing,
treated him warmly as the person who had stood up to the Communists.
He went on to cover the United Nations, Warsaw, Geneva, Paris, Havana,
Germany, and Eastern Europe.

OO

In the mid-1950s a future CBS personality was building a reputation
through a bold, new interview program on television. Interview shows had
tended to be dull, with host and guest engaging in banal, insignificant
chatter. Mike Wallace was determined to change all that. Becoming part
detective, part tough guy, part journalist, Wallace believed that a “third-
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degree” approach with a guest could elicit intriguing information and
make for a lively interview. Using the aggressive tack, he became known
as “Mike Malice” and, just as sweetly, “The Grand Inquisitor.” It all started
in the fall of 1956 with Wallace’'s “Night Beat” program, a small show
seen only in New York City and its surroundings, on which he did face-to-
face interviews. Wallace was 38 years old but had been in broadcasting
for 17 years.

He had been born in the Boston suburb of Brookline (his real name:
Myron Leon Wallace), the son of Russian-Jewish immigrants. He had gone
to the University of Michigan where he intended to study English as a
prelude to a career in teaching or law. But in his sophomore year he
dropped in on Morris Hall, the University's broadcast center, and soon
thereafter dropped English for Speech and Broadcasting. He came upon
a mentor, Professor Waldo Abbot, who explained to him the fundamen-
tals of broadcasting. Abbot also arranged an announcer’s job for Wallace
at a small station, WOOD, in Grand Rapids, following the young man’s
graduation in 1939. Wallace did more than announce; he took part in the
news, quiz shows, and commercials. After nine months he moved on to
Detroit and WXYZ, a major broadcasting outlet. Again, he was a man for
all seasons, dabbling in announcing, narrating, even doing a little acting.
Wallace also read news items from the wire services.

In 1941 Wallace was in Chicago, his home for the next decade ex-
cept for two wartime years when he served as a naval officer in the Pacific.
Discharged in 1946, he did news, soap operas, and panel shows and was
then hired to do the interviewing on the Chicago station WGN's “Famous
Names” broadcast five afternoons a week from the Blackstone Hotel. For
the most part Wallace interviewed show business personalities about
their latest play, movie, or nightclub act. In the late 1950s he teamed with
his wife Buff Cobb on a Chicago radio talk-show called “The Chez Show.”
By the spring of 1951 CBS had brought the program to New York and
called it simply “Mike and Buff.” It lasted three years. In 1954 he ap-
peared in 100 performances of a broadway comedy called “Reclining
Figure.” Although acting had seemed attractive at first, he would tire of
the stage. Later, when he had become a highly successful CBS news cor-
respondent, Wallace appeared uncomfortable when his past was brought
up, the “Mike and Buff” show, the commercials, the acting. That image
wasn't in keeping with his wish to be considered a serious news corre-
spondent, and only that. Just as “Mike and Buff” were going off the air
in 1954, his marriage to Buff Cobb ended as well. Audiences watched
them quarrel on the air, and thought it was all in fun. Apparently it was
not. In 1955, Wallace began anchoring the Channel 5 evening news pro-
grams at 7 and 11. Scrapping that format during the summer of 1956,
the local New York City station replaced it with “Night Beat.” It lasted two
years, and in that time it became one of the most talked-about programs
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on the air. Wallace managed to put his guests on the spot. A New York
milliner named Mr. John was asked why there were so many homosexuals
in the fashion industry. His embarrassed reply: “That’s not worth talking
about.” When Mike asked Elsa Maxwell why she had never married, the
high-society partygiver, admitted, “I was never interested in sex, quite
frankly. It never interested me. | was never interested for one minute,
ever.” When underworld figure Mickey Cohen appeared on “The Mike
Wallace Interview,” the ABC program which was a network-wide succes-
sor to Channel 5’s “Night Beat” in 1957, Wallace noted that he engaged
in killing to which Cohen replied: “I have killed no man that in the first
place didn’t deserve killing.” “By whose standard?” Mike asked. “By the
standards,” Cohen responded, “of our way of life. And | actually, in all
of these killings—in all of these what you would call killings—| had no
alternatives. It was either my life or their life.” Cohen also made com-
ments about the Los Angeles police chief and members of the police de-
partment that led ABC to issue a public apology over the air.

OO

Another rising CBS News star was Harry Reasoner. He was 31 years old
in the summer of 1956 when he joined CBS Television News. Reasoner
was the first television reporter to be named a CBS correspondent. He
had been a public relations man, had written news for a radio station, and
had served for three years in the Far East as an officer of the U.S. Informa-
tion Agency. Then in late 1954 he began working in television news.
CBS's Sig Mickelson, a teacher of his at the University of Minnesota, had
advised him to get some experience and so Harry became news director
of KEYD-TV in Minneapolis. Reasoner said it was a good place to learn
about television “because when | did something badly, there weren't
many people out there to notice.” (16)

Informing Mickelson that he was felt he was ready, Reasoner was
offered a job in 1956 as a summer replacement on the CBS television
news assignment desk for nineteen weeks at $157.50, half what he was
making at the television station. He said no. Then a week later, urged on
by his wife, he took the job. In those days the assignment desk was more
important than it would be later, for deskmen not only kept track of the
news and made assignments, but also reported the news. At that time
almost all film stories were silent and were routinely shot by freelancers.
The film would be flown to Washington or New York, processed, and then
used. It soon became clear that if television news was going to compete
favorably with newsreels, the reporter—and not the cameraman—would
have to be responsible for editorial content and the direction of the story.
Hence, the assignment desk began sending reporters out to do stories.
The trouble was that few were eager to work in television news: the audi-
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ences were too small, the equipment was too unreliable, it took too long
to edit the film. All this created an opportunity for Harry Reasoner. He
got his break in the winter of 1957.

It was then that he was called from the “ratty and depressing” (his
words) quarters of television news in the old Grand Central Building to
485 Madison Avenue, where radio news operated, where Murrow had an
office, and where the executives were. John Day, Mickelson's director of
news, offered him a job on the Sunday afternoon television program that
resembled The New York Times' “News of the Week in Review” Sunday
section. Reasoner was named a CBS news correspondent—the first to be
named from television news. He had the same title as Murrow and Howard
K. Smith. “I walked out onto Madison Avenue in as impervious a state of
euphoria as | have ever known,” Reasoner noted. (17) The job paid $175
a week, plus a $75 advance and guarantee against fees. The fee system,
since done away with, gave extra money to anyone who did a network
news broadcast ($50), a radio news report ($25), or a radio news broadcast
($75). Walter Cronkite, the anchorman on the Sunday night 15-minute
television news broadcast got quite a large fee ($600), but the largest at
CBS News went to radio news broadcaster Lowell Thomas ($800 a night,
five nights a week). At this juncture, television news still rated lower than
radio news.

In December 1957 Reasoner was sent down to Cape Canaveral in
Florida to cover the launch of the Vanguard rocket. The launch was con-
sidered a military operation, and so the time of the blast-off was classi-
fied. Newsmen were not allowed closer than ten miles of the site, forcing
them to hang around a motel hoping to pick up gossip. CBS cameraman
Paul Rubenstein learned that the Vanguard would be launched on Decem-
ber 6 between 8 A.M. and 12 noon. “We worked out an elaborate plan,”
Reasoner recalled, “to ensure that, while Russia might have beaten the
United States, no one was going to beat CBS News.” (18)

The regular CBS News correspondent, Charles von Fremd, and cam-
eraman Rubenstein, went to a beach with an unobstructed view ten miles
away from the launch. Von Fremd's job was to get film and describe
events for the evening television news. Locating himself in von Fremd's
beachfront cottage in front of the motel, Reasoner was to get word to
New York of the launch via an open line for a morning bulletin. Reasoner
could barely see Vanguard from outside the cottage. His eyes hurt, it was
hot, and he was afraid he would not even recognize a launch, never having
seen one. Then at 10 A.M. he saw a flash of flame and watched as the
slender, white rocket started to move. “There she goes,” he shouted to
von Fremd'’s wife Virginia, who was holding the open line to New York.
“There she goes,” Virginia shouted into the phone. “There she goes,” the
executive in New York repeated. Immediately putting down the phone,
the executive dashed away to get the bulletin on the air. CBS had beaten
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the other two networks. But Reasoner realized that something was wrong
with the launch. Soon after he had shouted, Harry watched as the rocket
leaned and then with lots more flash and smoke than before, exploded
on ignition. He raced for the phone and yelled, “Hold it.” But there was
no one listening. “It was the first really elaborate attempt by CBS News
to cover a Canaveral launching,” Reasoner recalled. “We got better later.”
(19)

D7l 7o 57 gl o]

By 1957 television’s quiz show phenomenon was flourishing. The Ameri-
can Research Bureau ratings for July reflected their omnipresence. Five
of the top ten shows were quizzes. “$64,000 Question” was number one,
“Gunsmoke” number two, then “I've Got a Secret” (CBS), “Twenty-one”
(NBC), “The Ed Sullivan Show” (CBS), “What’s My Line?” (CBS), “Law-
rence Welk” (ABC), “$64,000 Challenge” (CBS), “Alfred Hitchcock”
(CBS), and “Studio One” (CBS). A year later all this would change as quiz
programs would become the focus of the greatest scandal in the history
of television.

It began with a man named Ed Hilgemeier. He was a part-time butler
and bit actor, aged 24, who had been a standby contestant on the daytime
version of CBS Television’s quiz show “Dotto.” Standing in the wings
awaiting his turn on camera on May 20, 1958, Hilgemeier had noticed a
notebook dropped by the woman contestant preceding him. In the note-
book were the same questions she then answered on stage, collecting
$4,000. He notified the woman’s opponent and filed a protest with the
show’s producers. When he was given $1,500 to assure his silence, he
appeared prepared to forget the whole thing, but then he learned that the
losing contestant had been given a higher payoff—$4,000. Consequently,
on August 7 he filed a complaint with Colgate, the show’s sponsor. No
one knew of any of this; so Colgate’s August 16 announcement canceling
the weekday morning “Dotto” on CBS as well as the Tuesday evening
version on NBC surprised most people, especially because no reason was
supplied. Ironically, District Attorney Frank Hogan announced on August
25 that his office planned to probe into possible illegal actions on the
part of the “Dotto” producers. That same day Teddy Nadler set the record
for quiz show prize money by winning $252,000 on “The $64,000 Chal-
lenge.”

Soon after “Dotto” was terminated, Charles Van Doren, a contestant
on NBC's “Twenty-one” quiz show, had racked up $129,000. He had been
put on the spot, however, by Herbert Stempel, who claimed that he had
been asked to lose to Van Doren. Van Doren denied that he had been
given any answers in advance. (Late in 1959 Van Doren finally acknowl-
edged that what Stempel had charged was true.) Allegations of rigging
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increased, and by September 1959 a number of quiz shows were dropped,
including “The $64,000 Challenge.” Two months later, “The $64,000
Question” was off the air. CBS and NBC contended that bad ratings, not
the rigging charges, had been the cause for dropping their quiz shows.
The two networks insisted that most of the quiz shows had been produced
by outsiders, that they had no control over how the shows were produced.
There were many admissions of rigging on the part of contestants, pro-
ducers, and others. All those indicted pleaded guilty and sought the
mercy of the court. They were given suspended sentences, and while
President Eisenhower called the quiz show rigging “a terrible thing to do
to the American public,” the average viewer apparently didn't seem to
object that much, according to public opinion polls.

The rigging introduced a new low in morale at CBS. Someone would
have to be blamed, and Lou Cowan appeared the best bet. It was he who
had invented “The $64,000 Question,” and even though he claimed that
he knew nothing about the rigging, he became a convenient scapegoat:
he was forced to resign as television network president in December
1959. Publicly, Frank Stanton had observed that he believed Cowan when
he declared himself ignorant of what was going on. But behind the
scenes, Stanton was working to get Cowan to resign. Advised to cite rea-
sons of health, a believable excuse as he was indeed not well, Cowan
would not go quietly. He went public, insisting that he was in fine health
and the only reason he was leaving CBS was that the company had edged
him out.

Worried that Washington might exploit the quiz show scandals to
tighten control over broadcasting, CBS launched a campaign to assure
the viewing public that it was not being duped while watching network
programs. Frank Stanton, speaking on behalf of his network, said on Oc-
tober 16 to the Radio-Television News Directors Association in New Or-
leans, that CBS would institute new practices to get rid of what he called
the “hanky-panky” of the quiz shows: “We accept the responsibility for
content and quality and for assurance to the American people that what
they see and hear on CBS programs is exactly what it purports to be.”
This was meant to apply to all programs, not just quizzes. New rules were
introduced at CBS, requiring such now-familiar announcements as “This
program was prerecorded” and “Participants in this program were se-
lected and interviewed in advance.” When Stanton said that everything
had to be “what it purports to be,” he meant it. So much so that he or-
dered canned laughter and applause to be identified as such. The quiz
scandal led to rapid changes in television scheduling. In August 1959
the Nielsen ratings reflected those shifts. CBS’s “Gunsmoke” was first
followed by “Have Gun—Will Travel” (CBS), “Rifleman” (ABC), “I've Got
a Secret’ (CBS), “Peter Gunn” (NBC), “Best of Groucho” (NBC), “Alfred
Hitchcock” (CBS), “Joseph Cotton” (CBS), “Wyatt Earp” (ABC), and
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“Frontier Justice” (CBS). Westerns had surged into the forefront, but CBS
continued to dominate the ratings with six shows on the list. Significantly,
the game shows were gone.

o oo

All this coincided with the gradual demise of a great cultural hero, Ed-
ward R. Murrow. By 1957 he had reached the height of his public career.
Time magazine, putting him on the cover on September 30, called him
television’s outstanding journalist. He had received all the awards offered.
His income was well over $300,000 a year. When a stockholder asked
why Murrow was paid more than Bill Paley or Frank Stanton, the CBS
chairman replied candidly: “His value seems to be higher.” (20) Time's
lead in its cover story was itself one of the great tributes to this man:
“Amid the trite and untrue that shed a honky-tonk glare from the nation’s
T. V. sets come moments that pierce reality and live up to television’s
magic gift for thrusting millions of spectators into the lap of history in
the making. As television moved into its second decade, chances were
that some of the best of such moments would come from a dark, high-
domed man with a hangdog look, an apocalyptic voice and a cachet as
plain as his inevitable cigarettes.”

Unfortunately for Murrow, by the spring of 1958 “See It Now”'s days
had become numbered. With all its awards, prestige, and headline grab-
bing, it remained a hard sell. CBS officials doubted they could keep it on
the air any longer. The occasion for dropping the show was a program
Murrow and Friendly did on the question of statehood for Alaska and
Hawaii. Hardly one of the great blockbusters of television history, the
statehood program created sufficient controversy to provide the network
with an excuse to drop the series.

Harry Bridges, the Hawaiian labor leader, held Marxist beliefs and
that was enough to convince some Congressmen that legislators from the
State of Hawaii would fall under Communist control. Bridges appeared
on “See It Now" and called one of the Congressmen “crazy” for holding
such thoughts; when the Congressman demanded the right to reply, CBS
granted it without consulting Murrow or Friendly. The two men felt that
CBS had in effect repudiated them; Murrow made it clear that he could
not do any more “See It Now” programs under these circumstances. That
was meant merely as a threat: he simply wanted to convince the network
not to fire him, but to consult with him on such matters. Approaching
Paley, Murrow found that his long-time friend had become distinctly un-
comfortable with all the fuss surrounding “See It Now.”

“I don’t want this constant stomach-ache,” Paley said.

“It goes with the job,” replied Murrow.

But Paley would have his way. There would be no more “See It Now"
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programs. Come the fall, Murrow would continue with “Person to Per-
son,” and he and Friendly would inaugurate their “Small World” show.
The final “See It Now” show appeared on July 9, 1958, and dealt with the
reemergence of Germany as a world power. It had been television’s most
honored series, winning three Peabodys, four Emmys, and a host of other
awards. The official reason for scrapping it: the show simply cost too
much money. Some were angry, notably John Crosby, television critic for
The New York Herald Tribune, who wrote: “‘See It Now’' . .. is by every
criterion television’s most brilliant, most decorated, most imaginative,
most courageous and most important program. The fact that CBS cannot
afford it but can afford “Beat the Clock” is shocking.”

By the fall, “See It Now” was no longer around, and the quiz show
scandal was unfolding. With Murrow narrating, “Small World" debuted in
October with an international conversation between Pandit Nehru in New
Delhi, Aldous Huxley in Turin, ltaly, and Thomas E. Dewey in Portland,
Maine. The quiz show scandal remained in the headlines that fall as Mur-
row prepared to get something off his chest. He had become somehow
larger than the network in many eyes, and that gave him the right, as he
interpreted it, to speak out about what was troubling him, and what was
troubling him more than anything else was the broadcasting industry it-
self. He was appalled at what it had become, with its $1 billion in revenues
a year, with the country flooded with televisions and radios. It was such
a huge and powerful force. He wanted the industry to use that power for
good, but, in his view, it was wasting its opportunity.

And so the speech he was about to deliver would be one of the indus-
try’s most famous public tongue lashings. Murrow had sent advance cop-
ies of his remarks, delivered in Chicago that October, to radio and televi-
sion news directors, to news agencies and television editors, as well as to
Variety. But not to Bill Paley, Frank Stanton, or any of the other CBS
brass. In that speech, Murrow said that both radio and television had both
“grown up as an incompatible combination of show business, advertising
and news. . . . The top management of the networks, with a few notable
exceptions, had been trained in advertising, research, sales, or show busi-
ness. But by the nature of the corporate structure, they also make the
final and crucial decisions having to do with news and public affairs. Fre-
quently they have neither the time nor the competence to do this. . ..
And if there are any historians about fifty or a hundred years from now
and there should be preserved the kinescopes for one week of all three
networks, they will there find recorded, in black and white or color, evi-
dence of decadence, escapism and insulation from the realities of the
world in which we live. . . . During the daily peak viewing periods, televi-
sion in the main insulates us from the realities of the world in which we
live.” He suggested that each of the twenty or thirty large corporations
which dominate radio and television give one or two of their regularly
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scheduled programs each year over to the networks and say in effect:
“This is a tiny tithe, just a little bit of our profits. On this particular night
we aren’t going to try to sell cigarettes or automobiles; this is merely a
gesture to indicate our belief in the importance of ideas.” In conclusion
he said that “Unless we get up off our fat surpluses and recognize that
television in the main is being used to distract, delude, amuse and insu-
late us, then television and those who finance it, those who look at it and

those who work at it, may see a totally different picture too late. . . . If we
go on as we are, then history will take its revenge and retribution will not
limp in catching up with us. . . . This instrument can teach, it can illumi-

nate; yes, and it can even inspire. But it can do so only to the extent that
humans are determined to use it to those ends. Otherwise it is merely
wires and lights in a box. There is a great and perhaps decisive battle to
be fought against ignorance, intolerance, and indifference. This weapon
of television could be useful.”

Paley’s relationship toward Murrow, once so warm and reverent, had
soured in the past year; the relationship would suffer even more as a re-
sult of the speech. Paley felt he deserved better from Murrow. After all, he
had made him rich and famous. The Murrow speech did have one positive
effect: at the end of 1958 CBS presented five full-length news programs:
one reviewing the year's events, another United States-Soviet relations,
another on Communist China, and two on trends in the arts and sciences.

In the wake of the Chicago speech, Murrow was further castigated
for narrating a CBS radio documentary on January 19, 1959—"“The Busi-
ness of Sex”"—on the cozy relationship between prostitutes and big busi-
ness. Reacting to the program angrily and self-righteously, American
business defended itself and focused its wrath on Ed Murrow. Because
the producers had promised the call girls anonymity in return for spilling
details of their behavior, Murrow could not defend himself and the pro-
gram properly. Later, he promised himself that he would never narrate a
program over which he did not have complete editorial control.

The fuss surrounding “The Business of Sex” had the result of speed-
ing up his plans to take some time off from CBS. On February 16 he
announced that he would take a one-year sabbatical, beginning in July,
“to spend a year traveling, listening, reading and trying to learn” without
the need to gaze at the clock.

Just as Murrow was learning to get along without CBS, the network
was plotting to move forward without him. In early 1959, stung by criti-
cism that the company was interested only in profits, CBS had come to
realize that it had a mounting public relations problem on its hands aris-
ing from the quiz show scandals. It sought to convince the public that it
was interested in more than just making money. (21) A special five-man
committee met secretly to draw up a new major public relations cam-
paign that was meant to restore CBS's image. Recommended were inter-

190 “THE FAULT, DEAR BrUTUS, . . .""

WorldRadioHistory




nal seminars, a weekly half-hour program on television itself, and a fresh
effort to explain CBS to the outside world. The committee proposed a
news special presented at midweek in prime time once a month. No one
apparently said so—it did not need to be verbalized—but the intention
was clearly to get along without Murrow, indeed to demonstrate that CBS
could in fact function nicely without him. A way would have to be found
to groom others to replace Murrow on the air.

A way would also have to be found to replace him as unofficial
spokesman for the broadcasting industry. It was hoped that Frank Stan-
ton would somehow take over that job. He was already a highly public
figure. Stanton seemed more reliable. There was no longer room at CBS
for a maverick like Murrow, especially one who turned on his own indus-
try, on his own network. The time had come for CBS to exhibit firmness,
not to let its broadcasters go unrestrained. The advantage of promoting
Stanton as CBS and industry spokesman was obvious: he would not carp
about the industry; he would do what he could to build it up. He was a
corporation man, and that was what the network needed right now.

Looming on the horizon was CBS’s fresh attempt, planned in the
spring of 1959, to schedule a series of documentary programs that would
maintain the network’s prestige without indulging in wild controversies.
It was to be Murrowism without the fire and brimstone. In May 1959, Stan-
ton had vowed publicly that CBS would offer a program that would “re-
port in depth on significant issues, events, and personalities . ...” The
program would be aired six times during the next year, beginning in the
fall, and every other week the year after; within three years it would run
weekly. Sig Mikelson, head of the news department, called Friendly at
his home in the Berkshires in June and asked to see him the next day.
Expecting some dreadful news, Friendly arrived in New York, figuring
that the network was going to terminate his contract, or some such thing.
But Mickelson simply handed him a press release about Stanton’s speech
and said, “We want you to produce this.” He assumed that what Mickelson
had meant was that CBS wanted Friendly and Murrow to produce the new
documentary series. No, said Sig, it was not to be that way. Appealing to
Paley, Friendly asked why cut Ed out? The chairman replied that there
was nothing wrong with letting Howard K. Smith or Eric Sevareid handle
the narration of the program. In the end, Friendly gave up the fight: Mur-
row's planned sabbatical made him almost entirely unavailable for the
show. And so “CBS Reports” was his, and his alone.

As for Murrow, on June 26 he hosted his last “Person to Person”
program, the 250th he had done. His 499th and 500th guests had been
Hugh Baillie, the former head of the United Press, and Lee Remick, the
actress. Lost in the shuffle of his tiffs with the network was the fact that
“Person to Person” was an unquestionable success: of all the programs
shown on the air in the past six years, it was still the only one around in
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its original format. Murrow had brought in $20 million for the network.
He was imitated and caricatured and had become, by virtue of “Person to
Person,” one of the most well-known people in the United States. At
around this time Murrow ceased doing his nightly radio broadcasts as
well, ending a 12-year run. He began his leave of absence on July 1.

But, even out of the country, Murrow’s problems with CBS re-
mained. When Stanton asserted on October 16 in New Orleans that CBS
assured viewers that what they saw and heard on CBS was “exactly what
it purports to be . . . ,” Jack Gould of The New York Times asked Stanton
to provide some details of what he had in mind. Stanton replied that he
had meant dubbed applause and laughter as tricks—and these would
henceforth be eliminated. Stanton then turned on the “Person to Person”
program, asserting that while the program’s producers tried to give the
impression that it was being done spontaneously, it was in fact rehearsed;
that is, an element of phoniness prevailed there too. Stanton argued that
either the guests should not be given advance questions or the audience
ought to be informed that the show was indeed rehearsed. The following
Friday evening, Murrow’s replacement on the show, Charles Collingwood,
had been told to provide a disclaimer, namely, that “advanced planning
with our guests” is required to determine “what we will show, what we
will discuss and in what order” as well as to arrange for the personnel and
equipment needed for the program. In London, Murrow was apprised of
what Stanton had said. He issued a statement, saying, “Dr. Stanton has
finally revealed his ignorance both of news and of requirements of televi-
sion production. . . . He suggests that “Person to Person,” a program with
which | was associated for six years, was not what it purported to be.
Surely Stanton must know that cameras, lights and microphones do not
just wander around a home. Producers must know who is going where
and when and for how long. . . . The alternative . . . would be chaos. . . .
I am sorry Dr. Stanton feels that | have participated in perpetrating a fraud
upon the public. My conscience is clear. His seems to be bothering him.”
All that Stanton (with Paley’s backing) could do was to have Ralph Colin,
the CBS general counsel and a member of the CBS board, fly to London
to demand that Murrow either apologize or resign. Colin returned to New
York empty-handed. Murrow would neither say he was sorry nor leave
CBS voluntarily.

OO

Toward the end of July CBS News announced that Friendly would be-
come executive producer of “CBS Reports.” Sig Mickelson, then CBS vice
president and general manager, said it would be the most important pro-
gramming project ever undertaken by CBS News. The new documentary,
destined for the usual low ratings, was aimed at getting good grades from
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Congress and television critics. The first program aired on October 26,
1959 and was called “Biography of a Missile,” the life story of a 76-foot
Juno 11 missile. Ed Murrow served as narrator and Fred Friendly was
executive producer. (Murrow had completed the work on it before begin-
ning his sabbatical.) “Fascinating and instructive,” said Variety.”CBS Re-
ports” appeared only twelve times. (But as Stanton had proposed, it went
biweekly the second year, and weekly the third.)
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““No ONE WILL BE KiLLED. No ONE
WiLL HAVE A BRAIN TUMOR.”

The early 1960s were known for the predominance of television
comedies, and in that field CBS clearly held sway. Just as the Westerns
were fading in popularity, along came rural comedies. Some thought
them an embarrassment to the network. Back in the late 1940s Bill Paley
had been asked by Paul Kesten to adopt an elitist approach to broadcast-
ing, to avoid the temptation of seeking the lowest common denominator
in order to appeal to the most people. Paley had scotched that idea then;
and fifteen years later he was laboring to implement his own brand of
mass entertainment. What kind of entertainment was not particularly im-
portant. What mattered was what worked. And what worked was roughly
the equivalent of what the public wanted. When it came to figuring out
what the public was after, Bill Paley felt he had a special sense. “That’s
been his gift,” said George Schweitzer, who until the summer of 1987 was
CBS vice president for communications. “As stately and as cultured as
he is, with all of his worldly experience and his love of art, and his partici-
pation in many of the finer cuitural aspects, he understands, and has al-
ways understood, this is a mass-audience business, that it goes beyond
New York. That you have to appeal to a broad spectrum of tastes of a
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population of over 200 million people. That has been his success, his
ability to look beyond the cultural world.” (1)

Paley was the classic pragmatist. ““He liked success and hated fail-
ure,” said Michael Dann, who as CBS programming chief in the 1960s
worked closely with Paley. (2) But there would be a price to pay. Certainly
not in dollars. In other ways, primarily prestige. But that didn't seem to
matter, not when weighed against the amount of money that could be
earned from attracting larger and larger audiences. The network had al-
ways wanted to make money; but, now, thanks to the potential of reach-
ing millions of new viewers, there was more to be made. Ratings took on
mythical importance: the higher they were, the larger the share of audi-
ence; and more audience meant greater network profits. The quality of
the program was secondary. If people watched it, that was all that really
mattered. Whoever figured out what programs would appeal to a mass
audience would become a demigod around the network.

James Aubrey would become that demigod. He had taken over as
CBS president in December 1959. Only 41 years old, he was soon so
highly regarded that people spoke of him as a likely successor to Frank
Stanton. For a time Stanton himself held that view. What is more, there
was even talk that Aubrey might replace the chairman when he finally
stepped down. Paley himself acknowledged that point.

The son of an advertising executive, Aubrey had grown up in the
Chicago suburb of Lake Forest, was educated at Exeter and Princeton,
and in 1944, at age 26, married an MGM starlet, Phyllis Thaxter. A space
salesman for magazines for a while, he moved to broadcasting in 1948,
acquiring a job as a time salesman for the CBS Radio and Television sta-
tions in Los Angeles. By 1956, Aubrey had become the manager of CBS’s
Hollywood programming. Stymied at CBS, he became vice president for
programs and talent at ABC, earning $35,000 a year. During his nearly
two years there, he acquired a reputation as a specialist in the filmed
series, making “Maverick,” the rural comedy “The Real McCoys,” and an
urban adventure series, “77 Sunset Strip.” Few broadcasting historians
have been kind to Aubrey. One caustic portrayal came from David Halb-
erstam who wrote that Aubrey was “a man so nakedly open about what
he was and what he wanted—that is, the greediest side of the network
so openly revealed and displayed—that even the other hucksters were
embarrassed. What differentiated him from the others was not so much
that he was worse than they were as that he did it with such abandon and
with so little apology.” (3) Aubrey's boss, Bill Paley, had a very rosy view
of him—at the start, at any rate. Aubrey was, in his view, “bright, aggres-
sive, good-looking and he had a sophisticated charm when he chose to
use it. Above all, he showed us that he had a sure, self-confident instinct
for the kind of television programs that would appeal to a mass audience.
He had also a good sense of business and administration. He was a hard-
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driving man, tenacious and goal-oriented....” (4) (Once, Paley was
asked by a British interviewer how a man of such good taste, a man who
appreciated art, and who was friendly with such great intellects could de-
fend programs like Aubrey’s “Beverly Hillbillies.” He grew furious and
looked as if he were going to stalk out of the studio. Instead, he sat there,
insisting that he put nothing on the air of which he wasn’t proud. But he
was clearly shaken, and his annoyance appeared to suggest that he might
have felt there was a trifle something to the interviewer’s question.)

What was Aubrey’s secret? CBS was moving away from live pro-
gramming (emanating in New York) and falling in love with the filmed
series (located in Hollywood). Aubrey fell right in line with that shift, ex-
ploiting the fact that the filmed series, which often attracted mass audi-
ences, were less risky than was live programming. He was young, aggres-
sive, some said arrogant. Arrogance in his case was his early boast that
he would double CBS's $25 million yearly profits. To go along with his
boasting, Aubrey had an entertainment philosophy. In a famous memo-
randum, he is said to have noted that the ideal elements for a prime-
time television program were “broads, bosoms, and fun.” (5) But Aubrey
denied authorship of what some came to call the Aubrey dictum.

Between 1960 and 1965 Aubrey could rightfully take credit for
every entertainment program that appeared on CBS. He brought to televi-
sion such shows as “The Beverly Hillbillies,” “Gomer Pyle,” “Petticoat
Junction,” “The Munsters,” and “Mr. Ed.” “The Andy Griffith Show,” an
example of this new comedy form, premiering in 1960, soared nearly at
once to the top ten and remained there throughout the decade, even after
1968 when Griffith left the show.

The most famous of the rural comedies was the “Beverly Hillbil-
lies,” which debuted in September 1962 and within one month became
the most popular program of the season. The number one program for
1963 as well, it remained in the top ten for a long time, considered the
most popular program of the mid-1960s. The focus of the show was a
mountain clan named the Clampetts who had come to sophisticated
southern California from the Ozarks. Having struck oil, they arrived in
Beverly Hills on an old flatbed truck loaded with jugs of corn liquor. Their
prime purpose in life was outmaneuvering the Hollywood hotshots. When
Granny Clampett decided to fish in the swimming pool of her fancy es-
tate, she caught a toy plastic fish. “There's Beverly Hills fer you!” she
proclaimed, “All flashy an’ show on the outside, but nothin’ inside where
it counts.” Despite their new environment, the Clampetts remained un-
changed and that proved the basis of the show’s humor. There were word
plays and devilish sexual innuendo. “Do you like Kipling?” someone
asked. “l don't know—I ain’t never kippled,” came the reply. When the
son of the Beverly Hills banker called on Elly May and asked, “Is Elly May
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ready?” Granny replied that “She shore is! She's been ready since she
was fourteen!”

If some critics disliked the exploitation of hillbilly types, they
seemed to miss the point. The message seemed to be that the Clampett
clan had kept its ways and seemed uncorrupted; it was in fact Beverly
Hills and its money-oriented society that was being lampooned. Beyond
that, the program’s admirers were grateful that here was a show that was
different from the others: it lacked violence, it lacked ugliness. As “Hill-
billies” director Richard Whorf proudly asserted, “You know that no one
will be killed. No one will have a brain tumor.” (6)

Just why one formula worked in programming—and another one
did not—few could explain. Few tried. For Paley, what mattered was
whether a lot of people were out there watching. Mike Dann was vacation-
ing one summer at Martha’s Vineyard when a phone call came in from
the chairman. “You know,” said Paley, “‘The Munsters’ is just not our kind
of show. It's not a CBS show.” Dann thought to himself. Exactly what is a
CBS show? This was a network that had spawned Westerns, then quiz
shows, then “Beverly Hillbillies"-type entertainment. Where was the
common denominator? “Gee, Mr. Paley,” Dann replied, "l can't get
another show ready. It's late August.” Then, as if he had not heard a word,
Paley admonished him tersely, “Well, do something about it.”

“The Munsters” went on in the fall of 1964 and was a big hit. About
a week after the pilot ran—the same one Paley had seen and hated—the
chairman saw Mike Dann in a CBS corridor. This time his mood was all
bright and cheery. In an obvious reference to “The Munsters,” Paley said,
“It's a good thing you fixed it, because that other one was awful.” Dann
could not bring himself to admit that “The Munsters” pilot was identical
to what Paley had seen. Nor did he need to admit it. Paley didn’t care.
Paley didn’t even remember. He only had in mind that the public liked
what CBS was offering.

The Aubrey dictum worked miracles. In the 1962-63 season, CBS
had eight of the top ten programs; seven were comedies. In 1962, the
television network was providing 60 percent of the company’s total sales
of $500 million. By 1963, CBS had a perfect 100 percent score in the
daytime field—twelve out of the top twelve daytime shows belonged to
the network. The 1963 Nielsen ratings for February 1963 showed the fol-
lowing: “Beverly Hillbillies” (CBS), “Andy Griffith Show” (CBS), “Red
Skelton Hour” (CBS), “Candid Camera” (CBS), “Ben Casey” (ABC), “Bo-
nanza” (NBC), “Lucy Show" (CBS), “Dick Van Dyke Show” (CBS), “Danny
Thomas Show"” (CBS), and “Gunsmoke” (CBS). That same year Paley was
said to be worth $48 million. (It seemed that CBS just couldn’t stop mak-
ing money: its investment in the Broadway musical “My Fair Lady"”
brought in $33 million as of 1964). Whereas NBC and ABC could only
charge $41,000 and $45,000, respectively, for a minute of prime-time
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advertising, CBS by 1964 was charging $50,000—that meant $1 million
in revenue each night. It was not hard to tell why Jim Aubrey had such a
reputation. In 1964, CBS profits had indeed doubled—the stock sky-
rocketed as well, soaring from $17 a share when Aubrey assumed the
network presidency to $42 at the time of his dismissal in February 1965.

Inevitably, CBS News would suffer from Aubrey’s success. In his
view a financial drain, he took concrete steps to dilute the importance of
CBS News. In 1962 he circulated a decree that the news division would
have to cut back on its habit of preempting prime-time shows for special
news-oriented occasions. Aubrey made no secret of his disdain for the
news side. To Fred Friendly, who became president of CBS News in 1964,
Aubrey groused, “They say to me, ‘Take your soiled little hands, get the
ratings, and make as much money as you can.’ They say to you, ‘Take
your lily-white hands, do your best, go the high road and bring us pre-
stige.”” (7) Always trying to cut the news division down to size, Aubrey
was adept as self-promotion. At annual budget meetings he would use
color slides to describe CBS Television’s financial achievements. Signifi-
cantly, the cost of the news division was put in bright red. “You can see,
Mr. Chairman,” Aubrey would say, “how much higher our profits could
have been this year if it had not been for the drain of news.” (8)

None of that talk was smart, not smart at all. It was as if Aubrey had
walked into a church and started to denigrate religion to the clergy. No
one could deny the logic of Aubrey's thinking, but he did himself little
good by coating the news division in mud, the same news division which
Bill Paley had built up, which had brought CBS so much glory when glory
was in great need. With a soft spot in his heart for the news side, Bill
Paley didn’t want to hear anyone put it down. Jim Aubrey had made a
mistake. He had misunderstood what Paley was all about, what mattered
to the chairman. It was not only money. Indeed, Paley may have felt a bit
embarrassed by the profits that flowed in from the entertainment side.
Some in the news division felt he did. How else to explain the large sums
spent on the news in those days. As Daniel Schorr has noted, “Paley had
a very good sense—and in some ways | don’t consider what he did in news
as being at all consistent with what he was doing in television. Sometimes
it seemed as if it was a compensation for it. He would put on high-rated
shows which were not necessarily very serious and intellectual shows and
then to make up for that he would give the news department its head.”
9)

It was hard for CBS to admit that Aubrey, the man who could whistle
and dollar bills would pour forth from the skies, was anything but perfect.
Long after he had gone, Frank Stanton would continue to dismiss critics
who suggested that the excellence of CBS had somehow been under-
mined by the Aubrey days: “It was Aubrey, for example, who covered the
opening of the Lincoln Center thing ... | think that ‘Playhouse 90" was
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probably one of the best things that we had on our schedule, that was on
during that period. I'm not saying that | like all the situation comedies
that we put on, but ‘Lucy’ was certainly, you know, it's one of the things
people look back and say, ‘Why don’t we have more like it now?' Jackie
Gleason was on at that period. Red Skelton was on at that period. These
are the big (shows), in the top ten shows of the period. | don't find any-
thing that | would be embarrassed about as far as our image was con-
cerned. We were strong on entertainment, and we were strong in news.”
But hadn’t rural comedies like “Beverly Hillbillies” brought the network
a good deal of criticism? Snapped Stanton: “Nobody loved it except the
people.” (10) '

The popularity of the first set of rural comedies spawned others such
as “Green Acres,” “Hee Haw,” and in the same vein, a rural-type variety
program known as “The Glen Campbell Goodtime Hour.” The network
also had its share of doctor, spy, and police dramas, but comedy and espe-
cially rural comedy monopolized the schedule. CBS presented so many
variations on these down-home themes during the 1960s that it became
known as the “Hillbilly network.”

Aubrey’s downfall came as a shock to him but to few others. Some
of his actions had proven unpopular, particularly dismissing veteran CBS
celebrities such as Arthur Godfrey and Jack Benny. To his critics, he be-
came the “Smiling Cobra.” He appeared to divert from the successful for-
mula he had devised in planning the 1964-65 entertainment schedule.
No one could account for his behavior. Aubrey scheduled four totally new
shows without waiting for pilots to be made, and scripts or stars to be
selected. The four were “The Baileys of Balboa,” “The Reporter,” “The
Cara Williams Show,” and “Living Doll.” Three of the four shows hap-
pened to be produced by Keefe Brasselle, a long-time Aubrey acquaint-
ance. When none of the programs lasted the season, Aubrey’s record was
suddenly, sweepingly marred. Additional rumors surrounding his per-
sonal life made it inevitable that he would not be around much longer.

The decision to let him go was taken in February 1965. The exact
reasons were mysterious then and remain so today as the principals re-
fuse to talk about the causes for his dismissal. All that Frank Stanton ever
said publicly was that he had decided on firing Aubrey after concluding
that he no longer felt him qualified to take over the network. The task of
dismissing Aubrey was carried out by Frank Stanton one Saturday morn-
ing. Caught by surprise, Aubrey demanded to appeal the decision to Pa-
ley. Informed by Stanton that the chairman was ill, confined to bed with
a bad back, the exasperated Aubrey insisted and Stanton placed a phone
call. Aubrey left, presumably for Paley’s hotel suite, but 40 minutes later
Paley called Stanton asking what had happened to the newly fired Au-
brey. The walk should not have taken more than 5 minutes. Growing con-
cerned, Stanton looked in Aubrey’s (former) office in vain; he asked the
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security guards downstairs if they had seen Aubrey leave, but they had
not. Stanton checked the men’s room. According to one report, he then
walked around the full perimeter of the building. (Years later, recalling
the incident, Stanton acknowledged that he had been worried about Au-
brey, but he did not recall walking around the exterior of the building.)
But Aubrey was nowhere to be found. Returning to his desk, Stanton
waited another half-hour before receiving a welcome phone call from Pa-
ley to say that Aubrey had finally arrived. Aubrey had simply taken a long
walk in Central Park to gather his thoughts.

OO

With the entertainment side managing so well, CBS was intent as well on
building a new, serious image in its public affairs programming. The early
1960s brought “CBS Reports” to the fore as the more company-oriented
replacement of “See It Now.” There was little difference between “Re-
ports” and its predecessor, except that “See It Now,” of course, was
strictly an Ed Murrow package. “Reports” had the same aggressive atti-
tude toward the news as Murrow’s “See It Now.” Among the personality
interviews on “CBS Reports” were talks with Walter Lippmann, in which
he pronounced on national and international affairs; Carl Sandburg, re-
viewing Lincoln’s prairie life and telling the story of Gettysburg as the
cameras toured the battlefields; Dwight D. Eisenhower, reflecting upon
the presidency and returning to the Normandy beaches with Walter Cron-
kite to make a special program in 1964.

Getting Walter Lippmann to do the “CBS Reports” interviews was
quite a challenge. (11) Late in March 1960, Fred Friendly, who was the
executive producer of “Reports,” had asked the great pundit if he would
like to appear on television. “l wouldn’t,” was Lippmann’s terse reply. He
felt a mixture of contempt and suspicion toward the media. Rarely did he
turn on his own set except for the occasional political event such as the
conventions. Television, in his unflattering words, was the creature, the
servant, and indeed the prostitute of merchandising. Well, countered
Friendly with great shrewdness, the only way to improve television was
to get people like Lippmann to help develop its potential. That induced
Lippmann to agree to a lunch with Friendly and CBS newscaster Howard
K. Smith. Meanwhile, Lippmann said he would ponder Friendly's pro-
posal. Ultimately, Lippmann taped a one-hour interview on the condition
that should he decide after watching it that he was not satisfied, it would
not be broadcast. Reluctantly, Friendly went along. Furthermore, Lipp-
mann insisted at first there be no commercials. Later, he relented but
stipulated that no dog food, deodorants, or soap commercials break into
‘the show. (In the end the show went unsponsored.) CBS sent Lippmann a
check for $2,000, taped the show on July 7, 1960 (when Lippmann was
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nearing 71 years old), and televised it August 11, not long after Eisenhow-
er's inept handling of the U-2 spy plane incident and the aborted summit
meeting in Paris with Khrushchev. Lippmann was asked what qualities he
thought a leader ought to have. He should have, he felt, the “ability to
see what matters in the excitement of daily events . .. to be able to see
through the latest headline to what is permanent and enduring.” Churchill
had this “second sight,” as Lippmann termed it, and so too did de Gaulle
and Teddy Roosevelt. “The ability to see which way the thing is going
is the basis of great leadership. The President cannot, himself, act on
everything. He had to decide. So his mind must be judicial.” Stirring
words, but how would the audience react?

Here was the network trying to elevate the level of television. But
was that enough to elicit favorable comment? Indeed it was.

That first Lippmann interview became front-page news. “To have the
sage of Washington up close and ad-libbing,” said the Saturday Review,
“revealed not only his urbanity, which was to be expected, but yielded a
bonus in the impression of kindliness and personal warmth never appar-
ent in the intense concentration of his logical, impersonal prose.” Con-
gratulatory letters streamed in. Once again, television—and CBS—had
offered a public figure whose words carried weight. When J. Robert Op-
penheimer appeared, however, the atmosphere and the ugly charges
hurled at that eminent scientist clouded the network’s presentation. This
time, there was none of that. Walter Lippmann was the dean of the intel-
lectual world, and when CBS brought the nation an entire hour of his
thoughts and analysis, it was providing the kind of program that Ed Mur-
row had preached about in Chicago a few years earlier. It was still in the
days before rural comedies reached their heights, before anyone had
dubbed CBS the “Hillbilly network.” But the Lippmann interview and the
entire “CBS Reports” series would serve as something of an antidote to
what would come from the entertainment side.

(CBS sent Lippmann another check, this time for $3,000 and offered
him a five-year contract. Clearly pleased by all the new attention, Lipp-
mann agreed. He even used his Washington attorney, Oscar Cox, to get
better terms: $15,000 a year for one program each year, and $10,000 for
each additional one. All in all, CBS ran six more interviews, on the aver-
age of one a year, showing the final one on February 22, 1965. The Lipp-
mann interview won a special citation from the Peabody Awards commit-
tee in 1962. The set of interviews was later published in book form. “My
God, what syntax!" exclaimed an amazed Lippmann upon reading them.)

Occasionally, a “CBS Reports” program drew the fire of critics. That
happened with “Harvest of Shame,” which was aired on the Friday after
Thanksgiving Day of 1960. “Harvest” explored the problem of America'’s
migrant workers, lashing out at the indifference that permitted people to
live so terribly. To make the point ever sharper, the program had been
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deliberately scheduled for Thanksgiving week—a time when most Amer-
icans were sitting down to a large meal, a meal which had come to them
thanks in part to the harvest gathered by the migrants. Murrow, who by
this time had returned from his sabbatical, was the narrator and David
Lowe, the producer. The focus of the program was the plight of the migra-
tory farm workers, black and white, forced to labor under inhumane con-
ditions in order to feed people who were much better off. CBS’s cameras
followed the path of migrants as they traveled the harvesting route in
rundown caravans. These were people mired in squalid conditions, with
no hope of awakening to brighter circumstances. Mothers had to leave
their children alone in rat-infested hovels, unable to afford to send them
to a day-care center. Parents explained that they could give their infants
milk no more than once a week.

The public reacted with surprise and shock at what CBS had uncov-
ered. After the program was aired, “CBS Reports” was accused of having
slanted and distorted the story, magnifying the problems, ignoring the
other side of the question as if there could be some legitimate explana-
tion for the migrant workers’ travail. Farm organizations were predictably
annoyed, charging the network with “highly colored propaganda” and
“deceit.” Spokespersons for the farmers even insisted upon equal time,
while shopkeepers at the Florida winter camp of the migratory workers
threatened to boycott the sponsor’s cigarette brand. In response to the
criticism, Richard Salant, who became president of CBS News in early
1961, noted that “The price of avoiding angry letters is blandness; the
price of blandness, in this field at least, is public indifference; and we
cannot afford those prices either.”

“Harvest” would be Ed Murrow’s last major documentary at CBS. A
few months later the new president, John F. Kennedy, appointed him di-
rector of the United States Information Agency. (The nameplate on Mur-
row's CBS office remained for three years after his departure, so much of
a fixture was he.) He took a pay cut from $200,000 to $20,000 a year.
Oddly enough, in his first few days in the new job, Murrow asked BBC
Director-General Hugh Carlton Greene, as a personal favor, not to broad-
cast “Harvest of Shame,” even though it had already purchased the pro-
gram. Now that he was in charge of America’s image abroad, Murrow
apparently felt that the nation would be better served by not exposing
such problems to foreigners. Pressure came too from President Kennedy
who was concerned that, given Murrow’s new role in the U.S. government,
the BBC's televising of “Harvest” could give the erroneous impression
that the new administration in Washington was scornful of farm interests.
Whatever the case, the BBC chief ignored all requests that the program
not be shown. Later, Murrow would admit that he had regrets about his
own request of the BBC.

As the new director of the USIA, Murrow found the job less than
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thrilling. The president had enticed him with the promise that he would
be part of his inner circle, a promise that went unfulfilled. On his visits
to Washington, Bill Paley would get a mouthful of complaints about the
president from the disgruntled Murrow. Resignation, however, was out of
the question until Murrow was forced to do so in January 1964, suffering
by then from the lung cancer which would claim his life fifteen months
later.

OO

Television news got a big push in the early 1960s. The networks hoped
to placate the FCC following the quiz show scandals of the late 1950s
by developing the “serious” side of television—and that meant not only
documentary programs but news as well. Then too Newton Minow, the
new FCC chairman, favored public television and believed that the net-
works should engage in public service programming. In his famous ad-
dress before the National Association of Broadcasters in 1961, Minow
called television “a vast wasteland” and warned that license renewals
would not be automatic in the future. In that same year the networks
doubled the number of hours of news, documentaries, and other informa-
tional programs on television. The next year, CBS and NBC began plan-
ning to expand the early-evening newscasts from 15 to 30 minutes.

Helping CBS and the other networks in their effort to give emphasis
to news coverage was the new technology of the early 1960s. By acceler-
ating the speed with which news could be transmitted, that technology
brought a veritable revolution in the way television news worked. Now,
news from all parts of the globe could be covered with a degree of serious-
ness that was not possible before. In the past, it could easily take days
for television footage of important news events to reach New York for
broadcasting. In some cases, transportation and communication were so
poor that some events were not aired at all—despite huge investments of
time and effort by television personnel. Until satellites, film had to be
flown in from overseas, limiting television news to the speed of jet
planes—and their schedules. As late as August of 1961 when the East
Germans put up the Berlin Wall, it would take two full days for the first
film to be seen by television viewers.

Satellites were about to change all that, beginning with Telstar, the
first communications satellite, which went into orbit on July 10, 1962.
With Telstar it became possible to make same-day transmission from
overseas. Telstar was a nonsynchronous “bird,” which meant that it spun
around the earth every hour, changing its position in the sky. Space tech-
nology was not yet sophisticated enough to place a synchronous satellite
in orbit, which would have the advantage of being much more available.
Visible from a transmitter at Goonhilly Downs in England and from a
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receiver at Andover, Maine, Telstar had a “window” of 11 to 14 minutes
each hour. To celebrate the arrival of the new technology, the three Amer-
ican television networks pooled resources to produce a 14-minute pro-
gram and beam it to Europe. Chosen as executive producer of the show
was Fred Friendly.

Soon there would be that first synchronous satellite. It was called
Earlybird, and it was launched in April 1965. Early, unlike the more lim-
ited Telstar, was visible 24 hours a day from transmitters and receivers on
both sides of the Atlantic. (Once Hong Kong and Bangkok established
satellite links with the United States, the Vietnam fighting turned into the
nation’s first television war. Thanks to the satellite, viewers saw President
Nixon appear live at China’s Great Wall. They also watched events de-
velop after masked terrorists held the Olympic Village in Munich hostage.
Fifteen minutes after correspondents in Jerusalem learned that Israeli
soldiers had crossed into Lebanon to halt Palestinian Arab incursions into
Israel, they were on the air live to describe the early moments of the “Li-
tani Operation.”) But the cost of using the “birds” was so high that only
in the 1970s did they become routine. At first satellites were used only
once or twice a week: the first 10 minutes, costing $3,500, was simply
too high for networks to use them more at that time. Along with video-
tape, the satellites now enabled the television networks to compete with
newspapers in covering that day’s major events.

Once the news could be brought in more quickly and thoroughly,
there was reason for the networks to boost their news departments. CBS
fell in line. Until the early 1960s, CBS News had domestic bureaus in only
three cities: New York, Washington, and Chicago. For film reports from
elsewhere in the United States, the network had to rely upon freelance
cameramen as well as employees of its affiliates. But then in 1962, CBS
News opened bureaus in Los Angeles, Atlanta, and Dallas, putting in its
own correspondents and camera crews in those cities.

oo oo

By the early 1960s, CBS News was clearly in trouble. Throughout the
1950s, thanks to Ed Murrow and Fred Friendly, it had been the leading
network for news. But pressures were being brought to bear on CBS News
from all directions. One was Jim Aubrey and the disdain he felt toward
the news division. Another had come with the rise of two fresh personali-
ties working for NBC, Chet Huntley and David Brinkley. Introduced as a
co-anchor news team in 1956, Chet and Dave had turned the “NBC Eve-
ning News” into a serious rival for the CBS news program with Douglas
Edwards. Finally, the old CBS veteran correspondents were slowly leav-
ing the scene. By the late 1950s, Murrow was flickering on and off the
television screen. Changes were being made among the news executives

“No ONe WiLL Be KiLLep. No ONe WiLt HAVE A BRAIN TUMOR. " 205

WorldRadioHistory




to try to counter CBS News's difficulties. First, Sig Mickelson’s deputies
left; then Mickelson himself departed (in February 1961). Taking his place
was Richard Salant, whose ascendancy was a major break with the past.
CBS News had always been run by men steeped in journalism. But here
was Salant, Stanton’s executive assistant, taking over the reins.

By the time of the 1960 political conventions, Huntley and Brink-
ley’s superiority was in great evidence. Bill Paley was furious that the NBC
anchor duo had knocked CBS off the pedestal at Los Angeles, where
John F. Kennedy was nominated for president, CBS attempted at the Re-
public convention in Chicago to bolster Walter Cronkite by teaming him
with Ed Murrow. It didn’t work. Ed, for his part, found ad-libbing a strain.
He appeared indifferent and fatigued. Walter wasn'’t overly pleased to
have to share the spotlight with someone else. The executives over at
NBC were jubilant at the pairing of Murrow and Cronkite, seeing in it
CBS'’s acknowledgment that Walter needed boosting. During the conven-
tions, the NBC news team had garnered a 51 percent audience share,
almost unheard of, while CBS got 36 percent and ABC, 13 percent.

D7l g7 gl 7ol

There were new faces as well at CBS around this time. One belonged to
a man who had enjoyed a mildly successful career in radio and television
in the past but who in the early 1960s was turning his thoughts more
and more to television news. At the time Mike Wallace had been doing
commercials for Parliament cigarettes. He was determined to break into
big-time television news—and that meant a network. Approaching Jo-
seph Cullman, the head of Philip Morris, he explained that he would no
longer do the cigarette commercials. Concerned that Wallace was com-
mitting a foolish act, one that could lead straight to unemployment, Cull-
man suggested that he not let go of the commercials until at least he had
latched on to something in television news. “Didn’t that make sense,”
Cullman asked? “No,” said Mike politely, “because they won't believe,
they won't even listen to me unless | can give them proof that I'm serious
about this.” And so Mike quit the cigarette commercials. After listening
to Mark Goodson, Wallace also turned down a chance to be a host on
a new Goodson-produced show to be called “Match Game.” Altogether,
Wallace had refused $150,000 in income for the 1962-63 season in his
talks with Cullman and Goodson. He wanted to have a clean slate when
he approached the television networks. By having one, he just might be
able to convince them to take him on as a television news correspondent.

In the fall of 1962 Wallace wrote letters to Dick Salant of CBS, Jim
Hagerty of ABC, and Bill McAndrew of NBC, acknowledging that his ca-
reer had been checkered but saying he had firmly decided that he wanted
to work exclusively in news; as a necessary first step, he wrote, he had

206 “No ONe Wit Be KiLLep. NO ONE WiLL HAVE A BRAIN TUMOR.

WorldRadioHistory



cut himself off from all other sources of income. At first Wallace's “come-
clean” strategy appeared to lead nowhere. In February 1963 he was about
to accept an offer to become the television anchor for the evening and
late-night newscasts at KTLA in Los Angeles. Before he could reach Los
Angeles, however, Salant called Wallace and asked to see him before he
left for the West Coast. Salant picked up the phone, impressed at a re-
mark he thought Wallace had made. In fact, Wallace never said it. But
Salant had heard that Wallace had informed Philip Morris that he had
wanted to purchase his Parliament commercials to keep them off the air.
No matter. Salant went ahead and offered Mike the job, working for the
local television station, WCBS, and doing an interview series on the radio
network. He would be paid $40,000 a year. Wallace was thrilled. He was
about to embark upon one of the most illustrious careers in television
journalism.

OO

By the early 1960s fierce competition erupted over Douglas Edwards’s
news anchor job. Even after Huntley and Brinkley had taken over in the
mid-1950s, Edwards had held his own in the ratings; but by 1962, the
momentum had switched to NBC. Edwards had been at the job for four-
teen years, and there was general acknowledgment that it was time for a
change.

Eric Sevareid was a candidate. So was Howard K. Smith. As com-
mentators, rather than straight reporters, they certainly had a chance.
But both in their own way had irritated CBS executives by taking views
which the network’s management found distasteful. Smith had been long
admired by Bill Paley. He had been proud of Smith's weekly radio news
analysis from London on European affairs, broadcasts which had brought
awards and prestige to CBS. He had taken outspoken stances from his
perch in London and had escaped major criticism, but then when he re-
placed Eric Sevareid as the chief Washington correspondent for CBS in
1957, he became the object of scorn from everyone, it seemed, including
Congress, the White House, and Wall Street.

Paley waited impatiently for the right opportunity to come down on
Smith hard. It came in May 1961 when a documentary was made on Bir-
mingham, Alabama. Smith was on the scene when a mob of bullies,
wielding ax handles and whips, had stopped a bus and brutally beaten up
civil rights workers who were riding to a rally. Smith had been born and
grown up in New Orleans and he hated Southern racism. Watching un-
armed men and women being clubbed horrified him. What particularly
incensed Smith was the indifference shown by the Birmingham police
force. It conjured up old memories of the rise of the Nazis. Smith had
watched such scenes when he was the CBS correspondent in Berlin dur-
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ing World War Il. In his closing commentary on Birmingham, Smith
quoted Edmund Burke, saying “the only thing necessary for the triumph
of evil is for good men to do nothing.” Convinced that Southern stations
would not carry the program, Fred Friendly and other CBS executives
asked Smith to kill his tailpiece. Angrily, Howard said no. But the pictures
spoke volumes, insisted Friendly, making the tailpiece unnecessary.
Smith bristled at the thought that his words were superfluous. He insisted
on meeting Paley to complain. That was precisely what the CBS chairman
had been waiting for. He listened patiently to Smith as he conducted a
brief lecture on what CBS's policy should be in the realm of news analysis.
Paley then spoke. He chided Smith for not understanding that networks
were not free to say or do whatever they wanted, as were privately owned
newspapers and magazines. CBS was licensed by the government, Paley
reminded him, and therefore had some obligation to rein itself in. The
chairman had one more thing to say to Howard Smith: he was through at
CBS. In October 1961 the network announced that he had been dis-
missed.

OO

That cleared the path for Walter Cronkite. Considering how popular he
would become, it is ironic to recall that when Cronkite replaced Doug
Edwards in April 1962, thousands wrote in to the network, protesting
the change. Ironic, too, because, unbenownst to the television audience,
Edwards was coming in for some criticism from his colleagues at CBS.
They were distributing memos urging that he be replaced. They felt that
somehow he no longer seemed right for the job. Yet the audience had
been used to Edwards, used to getting their news from him, and they
resented someone else stepping in. Edwards had become almost a part
of many American families. It would take some time, but Cronkite would
grow on the viewing public. He had been given the job precisely in order
to improve CBS's ratings, and he would do that. It would take until late
1965 before Walter Cronkite would take over the ratings lead from Chet
and Dave, but once he did so, he held onto it until he stepped down in
1981. In time, Walter Cronkite, the friendly native of St. Joseph, Missouri,
famous for his avuncular manner, his trustworthiness, and of course his
stamina, would become CBS News's leading personality during the
1960s.

He became known for his devotion to the hard news story, and not
for his intellectual range (as were Charles Collingwood and Eric Sevar-
eid). No blasé observer of events, Cronkite was just your average person
who might be sitting with you in the living room watching television. He
seemed comfortable, and no matter how bad things were, if Cronkite
could hand-deliver the news to you, it would somehow be OK.
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Above all, he prided himself on being able to report the news
quickly. Doug Edwards had been a reader of the news, and quite a good
one. But he had not taken control of the news operation as such—he had
not taken the title of managing editor, as Cronkite would. Walter Cronkite
was a wire service man, he had it in his blood, and because of that, he
would turn the “CBS Evening News” into a replica of the wire services:
just as the daily news “budget” of the Associated Press or United Press
International gave the top stories of the day, so the “CBS Evening News”
would do the same. And, just as The New York Times tried to be a newspa-
per of record, Cronkite wanted the “CBS Evening News” to be the broad-
cast of record. Ernest Leiser, who would become executive producer of
the Cronkite show in December 1964, noted that had Walter been given
his way the entire news show “would have been a series of very short
hard-news reports. And he would have been on camera for half the show
which, as good a broadcaster as he is, wouldn't have worked.” (12) With
that wire service blood flowing, Walter liked breaking stories. “He used to
be very impatient,” recalled Burt Benjamin, who was Cronkite’s executive
producer, “if you would come in and say, ‘Jesus, that's a great piece on
the front page of The New York Times. He'd say, ‘We should have had that
yesterday, not today.”” (13) So much so that he hated to step outside for
a bite to eat. In the true wire service tradition of preferring to hang around
the office just in case some big story might break, he would feel guilty
being away from the office too long. News broadcasters, in his view, had
to be reporters first. “Everything else,” he once said, “in electronic jour-
nalism should be built on this base: a solid belief in—and ambition to
be—a newsman, not a disc jockey, not a soap salesman . ..” (14)

He was a tough editor as well, deciding which CBS news personnel
he liked, which he disliked, grilling reporters whether they were truly sure
of their facts. He wanted to know everything. Once he turned to Bill Over-
end, a writer on the “Evening News" who had been working on a minor
environmental story, and said, “Bill, would you find out when life began?”
(15) Overend called a researcher, and they came up with a figure. CBS'’s
reputation grew because of Cronkite's no-nonsense approach to the news.
Another Cronkite talent was his sense of balance. He appeared to give all
news items the same weight, avoiding intonations that might imply de-
grees of significance. Viewers reacted positively to this unwavering deliv-
ery. In short, Walter Cronkite radiated a kind of steadiness as well as a
sincerity and that counted with his audience. He would become a true
American institution. So much so that the Swedish even called their an-
chormen Cronkiters.

In the late 1960s Cronkite remained his usual indefatigable self.
Huntley and Brinkley had never gotten interested in the space race, and
so when it came time to televise the dramatic live space shots, one of the
major stories of the 1960s, others would fill in for them. Not so with
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Walter Cronkite. He loved the story, loved space, studied the job, and
mastered its terminology and folklore. And, once he got on the story, it
was impossible to get him off. With Chet and Dave yielding precious air-
time to others, Walter had the field to himself. And he took advantage of
it. During the Apollo XI lunar walk, CBS stayed on the air for 30 consecu-
tive hours, and Walter was on air all but 3 of them. He concluded the live
coverage at 6 P.M. and then anchored the “Evening News” at the regular
6:30 P.M. time. Later that night at 11:30 P.M. he returned to do a special
when the astronauts were leaving lunar orbit.

What lay at the basis of Cronkite’s success? Chicago Sun-Time televi-
sion columnist Ron Power believed that “somewhere in the collective
consciousness of people in this country is the ideal composite face and
voice of the American Man—and Cronkite has it.” Paul Klein, a former
audience researcher at NBC, thought that viewers had stuck with Cron-
kite because his rational rhetoric provided a buffer of sanity between the
often-frightening news images on their screen. (16)

By the fall of 1963, the feeling was growing among CBS news execu-
tives that there was too little time in the 15-minute evening slot to report
the news fully. As Ernest Leiser, assistant general manager of CBS News,
wrote in a memo to CBS News President Richard Salant and CBS News
General Manager Blair Clark, “The next great advance in television news
will be the half-hour network news broadcast each weekday night in
prime time. CBS News proposes to be the first to take this major step in
the coming of age of television journalism. Our aim is as simple as it is
exciting. We propose to leave off the compressed tabloid treatment of
hard news on TV and to give our viewers instead the television equivalent
of an authoritative and complete daily newspaper. We will deal with more
news, of more kinds, and give that news more meaning.

“A whole, vast array of stories now goes totally uncovered, or bru-
tally synopsized, on the nightly news broadcasts of all the networks. Big
developments in business or science, or in the basic patterns of American
living now go unnoticed, just because there is not time to deal with them
in 12 minutes (15 minutes less commercial announcements) of regular
programming. We skim off the top of page one, and we must do so at a
pell-mell pace that leaves the viewer dizzy and only fleetingly aware of
what he has seen and heard. For pace, we sacrifice change of pace. There
is no time for the stories of human interest, of whimsy and nostalgia, of
‘civilization reporting,” which are often more genuinely important than
the headlines of politics and disaster, and which are longer remembered.
And we now cannot cover even the big headline stories in the depth and
dimension the American people deserve.” (17)

Leiser’s plea was noted, and a decision was taken to extend Cron-
kite’s “Evening News” from 15 to 30 minutes. Designed to boost CBS's
presitge in the news field, the news expansion was for Bill Paley an oppor-
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tunity to reclaim the lost glory that had been taken away by Huntley and
Brinkley. Around CBS, the belief was that the NBC co-anchors were a
passing phenomenon; there was confidence that the network, thanks to
its group of high-quality correspondents, could retrieve a part of that
glory and reemerge as supreme in the news field. The expanded news
would give television news a new power, a new potential. But there were
problems to overcome. Going to 30 minutes would not be greeted warmly
by the CBS affiliates: yielding those 15 minutes to the networks meant
that the affiliates couldn’t sell commercials. Thus, by way of compensa-
tion, CBS promised to give the stations more money from the commer-
cials sold during the network news show. Apart from the problem with
the affiliates, there was genuine doubt in some quarters that viewers
would want that much news. How would CBS fill so much airtime? Would
it require more stories or would the stories it did have to be expanded?
With expanded evening news, new field staffs were required, more bu-
reaus, more stories. The 30-minute slot had arisen in response to the view
that there was more important news than a 15-minute nightly show could
accommodate. But, ironically, once the 30-minute news programs arose,
new demands were made for more news and that, along with the develop-
ment of the new satellite technology, would mean a fresh boost to televi-
sion news. Chosen to anchor the expanded coverage was Walter Cronkite.
He had some competition from Charles Collingwood, but it was appar-
ently not a serious challenge.

On Labor Day of 1963, Walter Cronkite and his CBS News team,
which included Eric Sevareid in Washington, D.C., began the first 30-
minute network news show. Highlighting that first night was a Cronkite
interview with President John F. Kennedy, conducted that morning at the
president’s summer retreat at Hyannisport, Massachusetts. Cronkite
asked Kennedy about the growing war in Vietnam where forty-seven
Americans had been killed. Also on that history-making program was a
young field reporter named Dan Rather who described a confrontation
between police and blacks in the South. The 30-minute format would en-
dure, but CBS won no great applause at the outset for introducing it;
indeed, when Cronkite’s ratings did not soar as a result of the new format,
Paley turned on Salant as the man who had promoted the idea, kicking
him upstairs. Once CBS expanded the “Evening News” to 30 minutes,
more reporters would have to be hired and more domestic bureaus
opened. As late as 1961, CBS News still emphasized foreign reporting. In
1962, domestic bureaus were opened to supplement the existing ones in
Chicago and Washington. And so, though he may have looked as if he
was handling the program on his own, Cronkite eventually had over fifty
CBS correspondents and staffers contributing to the “Evening News” pro-
gram.

Cronkite had become the master anchor. He was, in his own view as
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well as others’, unique, and he had no interest in diluting whatever it was
that he offered viewers. By illustration of that, he refused to watch the
Huntley-Brinkley nightly news for fear of having some of their style rub
off on him.

OO

It was standard for CBS correspondents to become eyewitnesses to his-
tory. That was their job. Occasionally, some of them became part of the
history. In this case, it happened to David Schoenbrun, who, toward the
end of 1961 had been offered the job of CBS bureau chief in Washington.
Once in the post, he found life in Washington far different from working
as a CBS correspondent in Paris. Schoenbrun used to send cables offering
news stories to Don Hewitt for the Cronkite evening news, or Hewitt
would cable, requesting news reports. It was simple enough, and there
was no real conflict. It was up to him, as the CBS man in Paris, to explain
Charles de Gaulle to viewers, and that was that. No one at CBS would
have had the temerity to question anything David Schoenbrun would say
over the air. But in Washington things were different. He would phone
Don Hewitt before 12 noon to discuss an analysis piece for the “Evening
News,” and then after he wrote it, David would send a telex copy of it to
New York. At that point, Cronkite, as the managing editor of the “Evening
News,” would read Schoenbrun’s piece and then discuss it with Hewitt.
Only then—about two hours before airtime—would Cronkite and Hewitt
set up an afternoon conference call with Schoenbrun, perhaps disagree-
ing with something he had written, and proposing changes in the script.

By September 1962 he had begun his own news show on Sundays
called “Washington Report with David Schoenbrun.” Soon thereafter
would come his biggest moment in television. On October 22 President
Kennedy had announced at 7 P.M. on television that the Russians had put
missiles into Cuba, 90 miles off American shores, with the purpose of
“none other than to provide a nuclear strike capability against the West-
ern Hemisphere.” Kennedy pledged to remove the missiles. In the coming
days the Soviet leader, Nikita Khrushchev, sent a letter to the president,
offering to remove the missiles if Kennedy would in turn pledge not to
invade Cuba. A second, harsher letter had come unexpectedly from the
Soviet leader. After some deliberations among American officials, a re-
sponse was drafted to the first letter as if the second had somehow not
existed. The Soviets were told that they had to reply by the next day,
Sunday, October 28.

Early that Sunday morning, David Schoenbrun began writing the
opening material on the missile crisis for his “Washington Report” when
the news came off the wire that Moscow had announced a decision to
dismantle the missiles, crate them, and return them to the USSR. This

212 “No ONe WiLL Be KitLep. NO ONe Wit HAVE A BRAIN TUMOR.”*

WorldRadioHistory




certainly appeared to indicate that President Kennedy had won his con-
frontation with Khrushchev. With the Soviets having caved in and the mis-
sile crisis apparently over, Schoenbrun let out a whoop of joy. Racing
back from the wire machines to his office, David called Pierre Salinger,
Kennedy's press secretary, at home at 9:15 A.M. Salinger’s wife said Pierre
was asleep, the first time in two weeks, and she was not about to wake
him.

“Wake him,” screamed David. “"Don’t argue, it's great news, we've
won.”

“We did?" She screamed. “I'll get Pierre.”

A few moments later, Pierre Salinger came to the phone, still half-
asleep, and said, “David this better be good or I'll beat the hell out of
you.” o
Laughing, David declared, “Pierre, K has backed down. He’s pulling
out the missiles. Your boss has won.” Salinger quickly got off the phone
to inform the president who was at church, promising to give David some-
thing for his 12 noon show in return for the favor of waking him up with
the great news. Schoenbrun could not have been more excited. No one
had wanted his ghetto time (the phrase, as noted earlier, that television
officials used for the time on Sundays when potential viewers were other-
wise busy with church and a large midday meal), so there he was with the
only news report on any network on this momentous morning. He had
phoned Marvin Kalb, the CBS man in Moscow, to arrange for him to give
a situationer to lead off the show and then he would ask Kalb a series of
questions.

At 12 noon Schoenbrun was on the air, announcing that the missile
crisis had just ended. He then switched to Marvin Kalb in Moscow. This
was still the 1960s and so there were no direct satellite pictures. A still
portrait of Kalb was shown as he started to broadcast on a radio circuit.
As he was describing the scene, Soviets congregating around the Krem-
lin, talking in low tones, digesting the Soviet defeat, a little bulb next to
Schoenbrun’s phone lit red. It was a signal from the control room that
something was wrong and that he should go right to a commercial break
to get an urgent message. Interrupting Kalb, Schoenbrun said that he had
to take a short break and he would get right back to him. On the screen
came a standard noncommercial appeal for funds for some disease. Pick-
ing up the phone in anger, Schoenbrun heard Pierre Salinger’s voice.

“David, I'm speaking from the Oval Office. . . . The meeting [of the
Kennedy crisis team| adjourned to watch your show. The President is
right next to me. Please do not let Kalb run on about a Soviet defeat. Do
not play this up as a victory for us. There is a danger that Khrushchev will
be so humiliated and angered that he will change his mind. Watch what
you are saying. Do not mess this up for us.”

Rather than react contemptuously to this indisputable attempt by
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the government to influence his broadcast, Schoenbrun expressed de-
light. “It never occurred to me for even a microsecond,” he wrote later,
“that a President ought not to be cutting into a live news program to
tell a broadcaster what to say.” (18) Instead, he thought the president’s
judgment was right on the mark, that it was certainly proper for the presi-
dent to warn him, and he was eager to comply. The conversation with
Pierre Salinger had taken no more than 15 seconds. Hanging up, Schoen-
brun yelled to the floor man to put Kalb back on the line when the com-
mercial ended. The anchorman was certainly in a quandary. He could not
let on that the White House had broken into the broadcast to demand a
change of reporting from one of CBS's men in the field. But, agreeing
with Salinger and the president, Schoenbrun understood that the missile
crisis, seemingly over, could just as quickly be renewed. He sought to
walk a delicate tightrope.

“Marvin,” Schoenbrun began, “l wonder if people in Moscow are get-
ting some of the thoughts I'm hearing here in Washington today? That
this is not a defeat or victory for any power, it is a victory for all mankind,
a victory for peace?”

Kalb was sensitivie enough to catch on right away. “Well,” he re-
plied, “not generally, David, not yet, but there are a few people at the top
who understand what a great moment this is for everyone. It will get
through to the masses of the people quickly. The Russian people value
peace as much as any people. They will rejoice when the realization sinks
in that this is a great day for everyone.”

OO

Few decisions would give CBS News President Richard Salant more satis-
faction than the one to bring Mike Wallace to work for CBS Television
News in March 1963. At first, resentment flared against Wallace. He had
been an entertainer, a maker of commercials, and those roles appeared
to have little to do with broadcast journalism. So he would have to prove
himself. Wallace adopted a low profile, putting most of his energies into
his radio interview series, “Personal Closeup"; among his guests duri