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EDITOR’S NOTE

Thirty some years ago Ray Browne and several of his colleagues provided a forum for the academic study of popular culture by
forming first the Journal of Popular Culture and later the Popular Culture Association and the Center for the Study of Popular
Culture at Bowling Green State University. Twenty some years ago Thomas Inge thought the field of popular culture studies well
enough established to put together the first edition of his Handbook of Popular Culture. In the years since, scholars and educators
from many disciplines have published enough books, gathered enough conferences, and gained enough institutional clout to make
popular culture studies one of the richest fields of academic study at the close of the twentieth century. Thirty, twenty, in some places
even ten years ago, to study popular culture was to be something of a pariah; today, the study of popular culture is accepted and even
respected in departments of history, literature, communications, sociology, film studies, etc. throughout the United States and
throughout the world, and not only in universities, but in increasing numbers of high schools. Thomas Inge wrote in the introduction
to the second edition of his Handbook: “The serious and systematic study of popular culture may be the most significant and
potentially useful of the trends in academic research and teaching in the last half of this century in the United States.”” It is to this
thriving field of study that we hope to contribute with the St. James Encyclopedia of Popular Culture.

The St. James Encyclopedia of Popular Culture includes over 2,700 essays on all elements of popular culture in the United States in
the twentieth century. But what is “popular culture?” Academics have offered a number of answers over the years. Historians
Norman F. Cantor and Michael S. Werthman suggested that “popular culture may be seen as all those things man does and all those
artifacts he creates for their own sake, all that diverts his mind and body from the sad business of life.”" Michael Bell argues that:

Atits simplest popular culture is the culture of mass appeal. A creation is popular when it is created to respond to the experiences and
values of the majority, when it is produced in such a way that the majority have easy access to it, and when it can be understood and
interpreted by that majority without the aid of special knowledge or experience.’

While tremendously useful, both of these definitions tend to exclude more than they embrace. Was the hot dog created for its own
sake, as a diversion? Probably not, but we’ve included an essay on it in this collection. Were the works of Sigmund Freud in any way
shaped for the majority? No, but Freud’s ideas—borrowed, twisted, and reinterpreted—have shaped novels, films, and common
speech in ways too diffuse to ignore. Thus we have included an essay on Freud’s impact on popular culture. Our desire to bring
together the greatest number of cultural phenomena impacting American culture in this century has led us to prefer Ray Browne’s
rather broader early definition of popular culture as “all the experiences in life shared by people in common, generally though not
necessarily disseminated by the mass media.”

Coverage

In order to amass a list of those cultural phenomena that were widely disseminated and experienced by people in relatively
unmediated form we asked a number of scholars, teachers, librarians, and archivists to serve as advisors. Each of our 20 advisors
provided us with a list of over 200 topics from their field of specialty that they considered important enough to merit an essay;
several of our advisors provided us with lists much longer than that. Their collective lists numbered nearly 4,000 potential essay
topics, and we winnowed this list down to the number that is now gathered in this collection. We sought balance (but not equal
coverage) between the major areas of popular culture: film; music; print culture; social life; sports; television and radio; and art and
perfomance (which includes theatre, dance, stand-up comedy, and other live performance). For those interested, the breakdown of
coverage is as follows: social life, 23 percent (a category which covers everything from foodways to fashion, holidays to hairstyles);
music, 16 percent; print culture, 16 percent; film, 15 percent; television and radio, 14 percent; sports, 10 percent; and art and
performance, 6 percent. A variety of considerations led us to skew the coverage of the book in favor of the second half of the century.
The massive popularity of television and recorded music, the mass-marketing of popular fiction, and the national attention given to
professional sports are historical factors contributing to the emphasis on post-World War II culture, but we have also considered the
needs of high school and undergraduate users in distributing entries in this way.

The Entries

The entries in this volume vary in length from brief (75 to 150-word) introductions to the topic to in-depth 3,000-word explorations.
No matter the length, we have asked our contributors to do two things in each entry: to describe the topic and to analyze its
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EDITOR’S NOTE ENCYCLOPEDIA OF POPULAR CULTURE

significance in and relevance to American popular culture. While we hope that users will find the basic factual information they
need concerning the topic in an entry, it was even more important to us that each user gain some perspective on the cultural context in
which the topic has importance. Thus the entry on MTV, for example, chronicles the channel’s rise to world popularity, but also
analyzes the relationship between MTV, youth culture, and consumerism. The entry on John Ford, while tracing the outlines of the
film director’s long career, assesses the impact Ford’s films have had on the film Western and on Americans’ very perceptions of the
West. Given the brevity of the entries, we chose to emphasize analysis of a topic’s contribution to popular culture over a full
presentation of biographical/historical information. The entry on World War I, for example, offers an analysis of how the war was
understood in popular film, print culture, and propaganda rather than a blow-by-blow description of the actual military conflict.

Entries are accompanied by a list of further readings. These readings are meant to provide the user with readily accessible sources
that provide more information on the specific topic. As befits a multimedia age, these “further readings” come not just from books
and magazines, but also from albums, liner notes, films, videos, and web sites. Users of the Internet know well the perils of trusting
the information found on the World Wide Web; there are as yet few filters to help browsers sift the useful from the absurd. We cited
web sites when they provided information that was unavailable in any other known form and when our reasonable efforts to
determine the veracity of the information led us to believe that the information provided was valid and useful. We have occasionally
provided links to “official” web sites of performers or organizations, for the same reason that we provide citations to
autobiographies. All web links cited were accurate as of the date indicated in the citation.

Organization and Indexing

Entries are arranged alphabetically by the name under which the topic is best known. For topics which might reasonably be sought
out under differing names, we have provided in-text cross references. For example, a user seeking an entry on Huddie Ledbetter will
be referred to the entry on Leadbelly, and a user seeking an entry on Larry Flynt will be referred to the entry on Hustler magazine.
Far more powerful than the cross references, however, are the indexes provided in the fifth volume of the collection. The general
index is by far the most powerful, for it leads the user searching for information on Humphrey Bogart, for example, to the entries on
Lauren Bacall, Casablanca, The Maltese Falcon, The African Queen, and several other entries that contain substantive information
about Bogie. Equally powerful is the subject index, a list of categories under which we listed all pertinent entries. Consulting the
subject index listing for Sex Symbols, for example, will lead the user to entries on Marilyn Monroe, the Varga Girl, Playboy
magazine, David Cassidy, Mae West, and a long entry on the Sex Symbol, among others. Finally, a time index, organized by
decades, provides a list of the entries that concern each decade of the twentieth century. Those entries that concern nineteenth-
century topics are indexed by the first decade of the twentieth century.

We encourage readers to use the indexes to discover the fascinating intertwinings that have made the development of popular
culture in the twentieth century such a vital field of study. Using the indexes, it is possible to uncover the story of how the American
humor that was first made popular on the vaudeville stage evolved into first the radio comedies that entertained so many Americans
during the Depression and War years and later the sitcoms that have kept Americans glued to their television screens for the last 50
years. That story is here, in the entries on Vaudeville, the Sitcom, Amos 'n’ Andy, and the many other programs and comedians that
have defined this tradition. A teacher who wishes students to uncover the similarities between sitcoms of the 1950s, 1960s, 1970s,
1980s, and 1990s might well ask the students to use this collection to begin their research into such comedies. Similarly, a teacher
who asks students to explore the cross-pollination between musical genres will find that the indexes reveal the mixing of “race
music,” thythm and blues, gospel, soul, and rock *n’ roll. It is hoped that this collection will be of particular use to those instructors
of high school and undergraduate courses who challenge their students to discover the real cultural complexity of the music, films,
magazines, and television shows that they take for granted. This collection should also be of use to those more advanced scholars
who are beginning new research into an area of popular culture or who are looking for some context in which to place their existing
research.
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INTRODUCTION

The Art of Everyday Life

Sometimes, when I'm wandering in an art museum looking at the relics of an ancient civilization, I find myself wondering how a
future society would represent a defunct American culture. What objects would be chosen—or would survive—to be placed on
display? Would I agree with a curator’s choices? Were I to choose the items that some future American Museum of Art should
exhibit to represent twentieth-century American culture, here are some I would name: an Elvis Presley record; a Currier & Ives
print; a movie still from Casablanca. To put it a different way, my priority would not be to exhibit fragments of an urban cathedral, a
painted landscape, or a formal costume. I wouldn’t deny such objects could be important artifacts of American culture, or that they
belong in a gallery. But in my avowedly biased opinion, the most vivid documents of American life—the documents that embody its
possibilities and limits—are typically found in its popular culture.

Popular culture, of course, is not an American invention, and it has a vibrant life in many contemporary societies. But in few, if any,
of those societies has it been as central to a notion of national character at home as well as abroad. For better or worse, it is through
icons like McDonald’s (the quintessential American cuisine), the Western (a uniquely American narrative genre), and Oprah
Winfrey (a classic late-twentieth century embodiment of the American Dream) that this society is known—and is likely to be
remembered.

It has sometimes been remarked that unlike nations whose identities are rooted in geography, religion, language, blood, or history,
the United States was founded on a democratic ideal—a notion of life, liberty, and the pursuit of happiness elaborated in the
Declaration of Independence. That ideal has been notoriously difficult to realize, and one need only take a cursory look at many
aspects of American life—its justice system, electoral politics, residential patterns, labor force, et. al.—to see how far short it
has fallen.

American popular culture is a special case. To be sure, it evinces plenty of the defects apparent in other areas of our national life,
among them blatant racism and crass commercialism. If nothing else, such flaws can be taken as evidence of just how truly
representative it is. There is nevertheless an openness and vitality about pop culture—its appeal across demographic lines; its
interplay of individual voices and shared communal experience; the relatively low access barriers for people otherwise marginalized
in U.S. society—that give it real legitimacy as the art of democracy. Like it or hate it, few dispute its centrality.

This sense of openness and inclusion—as well as the affection and scorn it generated—has been apparent from the very beginning.
In the prologue of the 1787 play The Contrast (whose title referred to the disparity between sturdy republican ideals and effete
monarchical dissipation), American playwright Royall Tyler invoked a cultural sensibility where ‘‘proud titles of ‘My Lord! Your
Grace/To the humble ‘Mr.” and plain ‘Sir’ give place.”” Tyler, a Harvard graduate, Revolutionary War officer, and Chief Justice of
the Vermont Supreme Court, was in some sense an unlikely prophet of popular culture. But the sensibility he voiced—notably in his
beloved character Jonathon, a prototype for characters from Davy Crockett to John Wayne—proved durable for centuries to come.

For much of early American history, however, artists and critics continued to define aesthetic success on European terms, typically
invoking elite ideals of order, balance, and civilization. It was largely taken for granted that the most talented practitioners of fine
arts, such as painters Benjamin West and John Singleton Copley, would have to go abroad to train, produce, and exhibit their most
important work. To the extent that newer cultural forms—Ilike the novel, whose very name suggests its place in late eighteenth- and
early nineteenth-century western civilization—were noted at all, it was usually in disparaging terms. This was especially true of
novels written and read by women, such as Susanna Rowson’s widely read Charlotte Temple (1791). Sermons against novels were
common; Harvard devoted its principal commencement address in 1803 to the dangers of fiction.

The industrialization of the United States has long been considered a watershed development in many realms of American life, and
popular culture is no exception. Indeed, its importance is suggested in the very definition of popular culture coined by cultural
historian Lawrence Levine: ‘‘the folklore of industrial society.’’ Industrialization allowed the mass-reproduction and dissemination
of formerly local traditions, stories, and art forms across the continent, greatly intensifying the spread—and development—of
culture by, for, and of the people. At a time when North America remained geographically and politically fragmented, magazines,
sheet music, dime novels, lithographs, and other print media stitched it together.
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INTRODUCTION ENCYCLOPEDIA OF POPULAR CULTURE

This culture had a characteristic pattern. Alexis de Tocqueville devoted 11 chapters of his classic 1835-40 masterpiece Democracy
in America to the art, literature, and language of the United States, arguing that they reflected a democratic ethos that required new
standards of evaluation. ‘“The inhabitants of the United States have, at present, properly speaking, no literature,”” he wrote. This
judgment, he made clear, arose from a definition of literature that came from aristocratic societies like his own. In its stead, he
explained, Americans sought books ‘‘which may be easily procured, quickly read, and which require no learned researches to be
understood. They ask for beauties self-proffered and easily enjoyed; above all they must have what is unexpected and new.”” As in so
many other ways, this description of American literature, which paralleled what Tocqueville saw in other arts, proved not only vivid
but prophetic.

The paradox of American democracy, of course, is that the freedom Euro-Americans endlessly celebrated co-existed with—some
might say depended on—the enslavement of African Americans. It is therefore one of the great ironies of popular culture that the
contributions of black culture (a term here meant to encompass African, American, and amalgamations between the two) proved so
decisive. In another sense, however, it seems entirely appropriate that popular culture, which has always skewed its orientation
toward the lower end of a demographic spectrum, would draw on the most marginalized groups in American society. It is, in any
event, difficult to imagine that U.S. popular culture would have had anywhere near the vitality and influence it has without slave
stories, song, and dance. To cite merely one example: every American musical idiom from country music to rap has drawn on, if not
actually rested upon, African-American cultural foundations, whether in its use of the banjo (originally an African instrument) or its
emphasis on the beat (drumming was an important form of slave communication). This heritage has often been overlooked,
disparaged, and even satirized. The most notable example of such racism was the minstrel show, a wildly popular nineteenth century
form of theater in which white actors blackened their faces with burnt cork and mocked slave life. Yet even the most savage parodies
could not help but reveal an engagement with, and even a secret admiration for, the cultural world the African Americans made in
conditions of severe adversity, whether on plantations, tenant farms, or in ghettoes.

Meanwhile, the accelerating pace of technological innovation began having a dramatic impact on the form as well as the content of
popular culture. The first major landmark was the development of photography in the mid-nineteenth century. At first a
mechanically complex and thus inaccessible medium, it quickly captured American imaginations, particularly by capturing the
drama and horror of the Civil War. The subsequent proliferation of family portraits, postcards, and pictures in metropolitan
newspapers began a process of orienting popular culture around visual imagery that continues unabated to this day.

In the closing decades of the nineteenth century, sound recording, radio transmission, and motion pictures were all developed in
rapid succession. But it would not be until well after 1900 that their potential as popular cultural media would be fully exploited and
recognizable in a modern sense (radio, for example, was originally developed and valued for its nautical and military applications).
Still, even if it was not entirely clear how, many people at the time believed these new media would have a tremendous impact on
American life, and they were embraced with unusual ardor by those Americans, particularly immigrants, who were able to
appreciate the pleasures and possibilities afforded by movies, records, and radio.

Many of the patterns established during the advent of these media repeated themselves as new ones evolved. The Internet, for
example, was also first developed for its military applications, and for all the rapidity of its development in the 1990s, it remains
unclear just how its use will be structured. Though the World Wide Web has shown tremendous promise as a commercial enterprise,
it still lacks the kind of programming—Iike Amos ’'n’ Andy in radio, or I Love Lucy in television—that transformed both into truly
mass media of art and entertainment. Television, for its part, has long been the medium of a rising middle class of immigrants and
their children, in terms of the figures who have exploited its possibilities (from RCA executive David Sarnoff to stars like Jackie
Gleason); the new genres it created (from the miniseries to the situation-comedy); and the audiences (from urban Jews to suburban
Irish Catholics) who adopted them with enthusiasm.

For much of this century, the mass appeal of popular culture has been viewed as a problem. ‘“What is the jass [sic] music, and
therefore the jass band?’” asked an irritated New Orleans writer in 1918. *“As well as ask why the dime novel or the grease-dripping
doughnut. All are manifestations of a low stream in man’s taste that has not come out in civilization’s wash.”” However one may feel
about this contemptuous dismissal of jazz, now viewed as one of the great achievements of American civilization, this writer was
clearly correct to suggest the demographic, technological, and cultural links between the ‘‘lower’’ sorts of people in American life,
the media they used, and forms of expression that were often presumed guilty until proven innocent.

Indeed, because education and research have traditionally been considered the province of the ‘ ‘higher’’ sorts of people in American
life, popular culture was not considered a subject that should even be discussed, much less studied. Nevertheless, there have always
been those willing to continue what might be termed the ‘‘Tocquevillian’’ tradition of treating popular culture with intellectual
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seriousness and respect (if not always approval). In his 1924 book The Seven Lively Arts and in much of his journalism, critic Gilbert
Seldes found in silent movies, cartoons, and pop music themes and motifs fully worthy of sustained exploration. Amid the
worldwide crisis of the 1930s and 1940s, folklorist Constance Rourke limned the origins of an indigenous popular culture in books
like American Humor (1931) and The Roots of American Culture (1942). And with the rise of the Cold War underlining the
differences between democratic and totalitarian societies, sociologists David Riesman and Reuel Denny evaluated the social
currents animating popular culture in Denny’s The Astonished Muse (1957), for which Riesman, who showed a particular interest in
popular music, wrote the introduction.

European scholars were also pivotal in shaping the field. Johan Huizinga’s Homo Ludens (1938), Roland Barthes’s Mythologies
(1957), and Antonio Gramsci’s prison letters (written in the 1920s and 1930s but not published until the 1970s) have proved among
the most influential works in defining the boundaries, strategies, and meanings of popular culture. While none of these works
focused on American popular culture specifically, their focus on the jetsam and flotsam of daily life since the medieval period
proved enormously suggestive in an American context.

It has only been at the end of the twentieth century, however, that the study of popular culture has come into its own in its own right.
To a great extent, this development is a legacy of the 1960s. The end of a formal system of racial segregation; the impact of
affirmative action and government-funded financial aid; and the end of single-sex education at many long-established universities
dramatically transformed the composition of student bodies and faculties. These developments in turn, began having an impact on
the nature and parameters of academic study. While one should not exaggerate the impact of these developments—either in terms of
their numbers or their effect on an academy that in some ways has simply replaced older forms of insularity and complacency with
new ones—it nevertheless seems fair to say that a bona fide democratization of higher education occurred in the last third of the
twentieth century, paving the way for the creation of a formal scholarly infrastructure for popular culture.

Once again, it was foreign scholars who were pivotal in the elaboration of this infrastructure. The work of Raymond Williams,
Stuart Hall, and others at Britain’s Centre for Contemporary Cultural Studies in the 1950s and 1960s drew on Marxist and
psychoanalytic ideas to explain, and in many cases justify, the importance of popular culture. Though not always specifically
concerned with popular culture, a panoply of French theorists—particularly Jacques Derrida, Louis Althusser, and Michel
Foucault—also proved highly influential. At its best, this scholarship illuminated unexamined assumptions and highly revealing
(and in many cases, damning) patterns in the most seemingly ordinary documents. At its worst, it lapsed into an arcane jargon that
belied the directness of popular culture and suggested an elitist disdain toward the audiences it presumably sought to understand.

Like their European counterparts, American scholars of popular culture have come from a variety of disciplines. Many were trained
in literature, among them Henry Nash Smith, whose Virgin Land (1950) pioneered the study of the Western, and Leslie Fiedler, who
applied critical talents first developed to study classic American literature to popular fiction like Gone with the Wind. But much
important work in the field has also been done by historians, particularly social historians who began their careers by focusing on
labor history but became increasingly interested in the ways American workers spent their free time. Following the tradition of the
great British historian E. P. Thompson, scholars such as Herbert Gutman and Lawrence Levine have uncovered and described the art
and leisure practices of African Americans in particular with flair and insight. Feminist scholars of a variety of stripes (and sexual
orientations) have supplied a great deal of the intellectual energy in the study of popular culture, among them Ann Douglas, Carroll
Smith-Rosenberg, and Jane Tompkins. Indeed, the strongly interdisciplinary flavor of popular culture scholarship—along with the
rise of institutions like the Popular Press and the Popular Culture Association, both based at Bowling Green University—suggests
the way the field has been at the forefront of an ongoing process of redrawing disciplinary boundaries in the humanities.

By the 1980s, the stream of scholarship on popular culture had become a flood. In the 1990s, the field became less of a quixotic
enterprise than a growing presence in the educational curriculum as a whole. Courses devoted to the subject, whether housed in
communications programs or in traditional academic departments, have become increasingly common in colleges and universi-
ties—and, perhaps more importantly, have become integrated into the fabric of basic surveys of history, literature, and other fields.
Political scientists, librarians, and curators have begun to consider it part of their domain.

For most of us, though, popular culture is not something we have to self-consciously seek out or think about. Indeed, its very
omnipresence makes it easy to take for granted as transparent (and permanent). That’s why trips to museums—or encyclopedias like
this one—are so useful and important. In pausing to think about the art of everyday life, we can begin to see just how unusual, and
valuable, it really is.

—Jim Cullen
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Cobb, Ty

Coca, Imogene

Coca-Cola

Cocaine/Crack

Cocktail Parties

Cody, Buffalo Bill, and his
Wild West Show

Coffee

Cohan, George M.

Colbert, Claudette

Cold War

Cole, Nat “‘King”’

College Fads

College Football

Collins, Albert

Coltrane, John

Columbo

Columbo, Russ

Comic Books

Comics

Comics Code Authority

Coming Out

Commodores, The

Communes

Communism

Community Media

Community Theatre

Como, Perry

Compact Discs

Concept Album

Conceptual Art

Condé Nast

Condoms

Coney Island

Confession Magazines

Coniff, Ray

Connors, Jimmy

Consciousness Raising Groups

Conspiracy Theories

Consumer Reports

Consumerism

Contemporary Christian Music

Convertible

Conway, Tim

Cooke, Sam

Cooper, Alice

Cooper, Gary

Cooperstown, New York

Coors

Copland, Aaron

Corbett, James J.

Corman, Roger

Corvette

Corwin, Norman

Cosby, Bill

Cosby Show, The

Cosell, Howard

Cosmopolitan

Costas, Bob

Costello, Elvis

Costner, Kevin
Cotten, Joseph
Cotton Club, The
Coué, Emile
Coughlin, Father Charles E.
Country Gentlemen
Country Music
Cousteau, Jacques
Covey, Stephen
Cowboy Look, The
Cox, Ida

Crawford, Cindy
Crawford, Joan
Cray, Robert
Creationism

Credit Cards
Creedence Clearwater Revival
Crichton, Michael
Crime Does Not Pay
Crinolines

Crisis, The

Croce, Jim
Cronkite, Walter
Crosby, Bing
Crosby, Stills, and Nash
Crossword Puzzles
Cruise, Tom

Crumb, Robert
Crystal, Billy
Cukor, George
Cullen, Countee
Cult Films

Cults

Cunningham, Merce
Curious George
Currier and Ives

Dahmer, Jeffrey

Dallas

Dallas Cowboys, The

Daly, Tyne

Dana, Bill

Dance Halls

Dandridge, Dorothy

Daniels, Charlie

Daredevil, the Man
Without Fear

Dark Shadows

Darrow, Clarence

Davis, Bette

Davis, Miles

Davy Crockett

Day, Doris

Day the Earth Stood Still, The

Days of Our Lives

Daytime Talk Shows

Daytona 500

DC Comics

De La Hoya, Oscar

De Niro, Robert

Dead Kennedys, The
Dean, James

Death of a Salesman
Debs, Eugene V.
Debutantes

Deer Hunter, The
DeGeneres, Ellen
Del Rio, Dolores
DeMille, Cecil B.
Dempsey, Jack
Denishawn

Denver, John
Department Stores
Depression

Derleth, August
Detective Fiction
Detroit Tigers, The
Devers, Gail

Devo

Diamond, Neil
Diana, Princess of Wales
DiCaprio, Leonardo
Dick and Jane Readers
Dick, Philip K.

Dick Tracy
Dickinson, Angie
Diddley, Bo

Didion, Joan
Didrikson, Babe
Dieting

Dietrich, Marlene
Diff’rent Strokes
Dilbert

Dillard, Annie
Diller, Phyllis
Dillinger, John
DiMaggio, Joe
Dime Novels

Dime Stores/Woolworths
Diners

Dionne Quintuplets
Dirty Dozen, The
Disability

Disaster Movies
Disc Jockeys

Disco

Disney (Walt Disney Company)
Ditka, Mike

Divine

Divorce

Dixieland

Do the Right Thing
Dobie Gillis

Doby, Larry

Doc Martens

Doc Savage

Doctor Who

Doctor Zhivago
Doctorow, E. L.
Docudrama



Dungeons and Dragons
Dunkin’ Donuts
Dunne, Irene

Duran, Roberto
Durbin, Deanna
Durocher, Leo

Duvall, Robert

Dyer, Wayne

Dykes to Watch Out For
Dylan, Bob

Dynasty

Eames, Charles and Ray
Earth Day
Earth Shoes
Eastwood, Clint
Easy Rider
Ebbets Field
Ebony

EC Comics
Eckstine, Billy
Eco-Terrorism
Eddy, Duane

Etiquette Columns
Evangelism

Everly Brothers, The
Everson, Cory
Evert, Chris
Existentialism
Exorcist, The

Fabares, Shelley
Fabian

Fabio

Facelifts

Factor, Max

Fadiman, Clifton
Fail-Safe

Fairbanks, Douglas, Jr.
Fairbanks, Douglas, Sr.
Fallout Shelters
Family Circle

Family Circus, The
Family Matters
Family Reunions
Family Ties
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Do-It-Yourself Improvement Eddy, Mary Baker Fan Magazines
Domino, Fats Eddy, Nelson Fantasia
Donahue, Phil Edge of Night, The Fantastic Four, The
Donovan Edison, Thomas Alva Fantasy Island
Doobie Brothers, The Edsel, The Far Side, The
Doonesbury Edwards, James Fargo
Doors, The Edwards, Ralph Farm Aid
Doo-wop Music Eight-Track Tape Farr, Jamie
Dorsey, Jimmy Einstein, Albert Fast Food
Dorsey, Tommy Eisner, Will Fatal Attraction
Double Indemnity El Teatro Campesino Father Divine
Douglas, Lloyd C. El Vez Father Knows Best
Douglas, Melvyn Electric Appliances Father’s Day
Douglas, Mike Electric Guitar Faulkner, William
Downs, Hugh Electric Trains Fauset, Jessie Redmon
Doyle, Arthur Conan Elizondo, Hector Fawcett, Farrah
Dr. Jekyll and Mr. Hyde Elkins, Aaron Fawlty Towers
Dr. Kildare Ellington, Duke FBI (Federal Bureau of
Dr. Seuss Ellis, Brett Easton Investigation)

Dr. Strangelove or: How 1 Ellis, Perry Feliciano, José
Learned to Stop Worrying Ellison, Harlan Felix the Cat
and Love the Bomb Elway, John Fellini, Federico
Dracula E-mail Feminism
Draft, The Emmy Awards Fenway Park
Drag Empire State Building Ferrante and Teicher
Drag Racing Environmentalism Fetchit, Stepin
Dragnet Equal Rights Amendment Fibber McGee and Molly
Dragon Lady ER Fiddler on the Roof
Dream Team Erdrich, Louise Fidrych, Mark “‘Bird”’
Dreiser, Theodore Erector Sets Field and Stream
Drifters, The Ertegun, Ahmet Field of Dreams
Drive-In Theater Erving, Julius “‘Dr. J’ Field, Sally
Drug War Escher, M. C. Fields, W. C.
Du Bois, W. E. B. ESPN Fierstein, Harvey
Duck Soup Esquire Fifties, The
Dukes of Hazzard, The est Film Noir
Duncan, Isadora E.T. The Extra-Terrestrial Firearms

Firesign Theatre
Fischer, Bobby
Fisher, Eddie
Fisher-Price Toys
Fisk, Carlton
Fistful of Dollars, A
Fitzgerald, Ella
Fitzgerald, F. Scott
Flack, Roberta
Flag Burning
Flag Clothing
Flagpole Sitting
Flappers

Flash Gordon
Flashdance Style
Flatt, Lester

Flea Markets
Fleetwood Mac
Fleming, Ian
Fleming, Peggy
Flintstones, The
Flipper

Florida Vacations
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Flying Nun, The

Flynn, Errol

Foggy Mountain Boys, The
Folk Music

Folkways Records
Follett, Ken

Fonda, Henry

Fonda, Jane

Fonteyn, Margot

Ford, Glenn

Ford, Harrison

Ford, Henry

Ford, John

Ford Motor Company
Ford, Tennessee Ernie
Ford, Whitey

Foreman, George
Forrest Gump

Forsyth, Frederick
Fortune

42nd Street

Fosse, Bob

Foster, Jodie

Fourth of July Celebrations
Foxx, Redd

Foyt, A. J.

Francis, Arlene

Francis, Connie

Francis the Talking Mule
Frankenstein

Franklin, Aretha
Franklin, Bonnie
Frasier

Frawley, William
Frazier, Joe

Frazier, Walt *‘Clyde”’
Freak Shows

Freaks

Frederick’s of Hollywood
Free Agency

Free Speech Movement
Freed, Alan ‘‘Moondog’’
Freedom Rides

French Connection, The
French Fries

Freud, Sigmund

Friday, Nancy

Friday the 13th
Friedman, Kinky
Friends

Frisbee

Frizzell, Lefty

From Here to Eternity
Frost, Robert

Frosty the Snowman
Frozen Entrées

Fu Manchu

Fugitive, The

Fuller, Buckminster
Fundamentalism

Funicello, Annette
Funk
Fusco, Coco

Gable, Clark
Gambling

Game Shows
Gammons, Peter
Gangs

Gangsta Rap

Gap, The

Garbo, Greta
Gardner, Ava
Garfield, John
Garland, Judy
Garner, James
Garvey, Marcus
Garvey, Steve

Gas Stations

Gated Communities
Gay and Lesbian Marriage
Gay and Lesbian Press
Gay Liberation Movement
Gay Men

Gaye, Marvin
Gehrig, Lou
General, The
General Hospital
General Motors
Generation X
Gentlemen Prefer Blondes
Gere, Richard
Gernsback, Hugo
Gertie the Dinosaur
Get Smart

Ghettos

GI Joe

Giant

Gibson, Althea
Gibson, Bob
Gibson Girl
Gibson, Mel
Gibson, William
Gifford, Frank
Gillespie, Dizzy
Gilligan’s Island
Ginny Dolls
Ginsberg, Allen
Girl Groups

Girl Scouts

Gish, Dorothy
Gish, Lillian

Glass Menagerie, The
Gleason, Jackie
Glitter Rock
Gnagy, Jon
Godfather, The
Godfrey, Arthur
Godzilla

Gold, Mike

Goldberg, Rube
Goldberg, Whoopi
Golden Books
Golden Gate Bridge
Golden Girls, The
Goldwyn, Samuel
Golf
Gone with the Wind
Good Housekeeping
Good, the Bad, and the
Ugly, The
Good Times
Goodbye, Columbus
Gooden, Dwight
GoodFellas
Goodman, Benny
Goodson, Mark
Gordy, Berry
Gospel Music
Gossip Columns
Goth
Gotti, John
Grable, Betty
Graceland
Graduate, The
Graffiti
Grafton, Sue
Graham, Bill
Graham, Billy
Graham, Martha
Grandmaster Flash
Grand Ole Opry
Grant, Amy
Grant, Cary
Grapes of Wrath, The
Grateful Dead, The
Gray Panthers
Great Depression
Great Train Robbery, The
Greb, Harry
Greed
Greeley, Andrew
Green, Al
Green Bay Packers, The
Green Lantern
Greenberg, Hank
Greene, Graham
Greenpeace
Greenwich Village
Greeting Cards
Gregory, Dick
Gretzky, Wayne
Grey, Zane
Greyhound Buses
Grier, Pam
Griffin, Merv
Griffith, D. W.
Griffith, Nanci
Grimek, John
Grisham, John
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Grits

Grizzard, Lewis
Groening, Matt
Grunge

Grusin, Dave
Guaraldi, Vince
Guardian Angels, The
Gucci

Guiding Light
Gulf War
Gunsmoke
Guthrie, Arlo
Guthrie, Woodie
Guy, Buddy
Gymnastics

Hackett, Buddy
Hackman, Gene
Haggard, Merle
Hagler, Marvelous Marvin
Haight-Ashbury

Hair

Hairstyles

Halas, George ‘‘Papa Bear”’
Haley, Alex

Haley, Bill

Hall and Oates
Hallmark Hall of Fame
Halloween

Halston

Hamburger

Hamill, Dorothy
Hammett, Dashiell
Hancock, Herbie
Handy, W. C.

Hanks, Tom
Hanna-Barbera
Hansberry, Lorraine
Happy Days

Happy Hour
Hard-Boiled Detective Fiction
Harding, Tonya

Hardy Boys, The

Hare Krishna

Haring, Keith

Harlem Globetrotters, The
Harlem Renaissance
Harlequin Romances
Harley-Davidson
Harlow, Jean
Harmonica Bands
Harper, Valerie
Harper’s

Hate Crimes

Havlicek, John

Hawaii Five-0
Hawkins, Coleman
Hawks, Howard
Hayward, Susan
Hayworth, Rita

Hearst, Patty
Hearst, William Randolph
Heavy Metal
Hee Haw
Hefner, Hugh
Hellman, Lillian
Hello, Dolly!
Hell’s Angels
Hemingway, Ernest
Hemlines
Henderson, Fletcher
Hendrix, Jimi
Henry Aldrich
Henson, Jim
Hep Cats
Hepburn, Audrey
Hepburn, Katharine
Herbert, Frank
Hercules: The Legendary
Journeys
Herman, Woody
Herpes
Hersey, John
Hess, Joan
Heston, Charlton
Higginson, Major Henry Lee
High Noon
Highway System
Hijuelos, Oscar
Hiking
Hill Street Blues
Hillerman, Tony
Himes, Chester
Hindenberg, The
Hippies
Hirschfeld, Albert
Hispanic Magazine
Hiss, Alger
Hitchcock, Alfred
Hite, Shere
Hockey
Hoffman, Abbie
Hoffman, Dustin
Hogan, Ben
Hogan, Hulk
Hogan’s Heroes
Holbrook, Hal
Holden, William
Holiday, Billie
Holiday Inns
Holliday, Judy
Holly, Buddy
Hollywood
Hollywood Squares
Hollywood Ten, The
Holocaust
Holyfield, Evander
Home Improvement
Home Shopping Network/QVC
Honeymooners, The

Hooker, John Lee
Hoosiers

Hoover Dam
Hoover, J. Edgar
Hopalong Cassidy
Hope, Bob

Hopkins, Sam “Lightnin’”
Hopper, Dennis
Hopper, Edward
Hopscotch

Horne, Lena

Horror Movies

Hot Dogs

Hot Pants

Hot Rods

Houdini, Harry
Houston, Whitney
How the West Was Won
Howdy Doody Show, The
Howe, Gordie
Howlin’ Wolf
Hubbard, L. Ron
Hudson, Rock
Hughes, Howard
Hughes, Langston
Hula Hoop

Hull, Bobby

Hunt, Helen
Hunter, Tab
Huntley, Chet
Hurston, Zora Neale
Hustler

Huston, John
Hutton, Ina Ray

I Dream of Jeannie

I Love a Mystery

I Love Lucy

1 Spy

1 Was a Teenage Werewolf

Tacocca, Lee

IBM (International Business
Machines)

Ice Cream Cone

Ice Shows

Ice-T

In Living Color

Incredible Hulk, The

Independence Day

Indian, The

Indianapolis 500

Industrial Design

Ink Spots, The

Inner Sanctum Mysteries

International Male Catalog, The

Internet, The

Intolerance

Invisible Man

Iran Contra

Iron Maiden
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Ironman Triathlon
Irving, John

It Happened One Night
It’s a Wonderful Life

1t’s Garry Shandling’s Show

Ives, Burl
Ivy League

J. Walter Thompson
Jack Armstrong
Jackson Five, The
Jackson, Jesse
Jackson, Mahalia
Jackson, Michael
Jackson, Reggie
Jackson, Shirley
Jackson, ‘‘Shoeless’’ Joe
Jakes, John
James Bond Films
James, Elmore
James, Harry
Japanese American
Internment Camps
Jaws
Jazz
Jazz Singer, The
Jeans
Jeep

Jefferson Airplane/Starship

Jeffersons, The

Jell-O

Jennings, Peter
Jennings, Waylon
Jeopardy!

Jessel, George

Jesus Christ Superstar
Jet

Jet Skis

Jewish Defense League
JFK (The Movie)
Jogging

John Birch Society
John, Elton

Johns, Jasper

Johnson, Blind Willie
Johnson, Earvin ‘‘Magic”’
Johnson, Jack
Johnson, James Weldon
Johnson, Michael
Johnson, Robert
Jolson, Al

Jones, Bobby

Jones, George

Jones, Jennifer

Jones, Tom

Jonestown

Jong, Erica

Joplin, Janis

Joplin, Scott

Jordan, Louis

Jordan, Michael

Joy of Cooking

Joy of Sex, The
Joyner, Florence Griffith
Joyner-Kersee, Jackie
Judas Priest

Judge

Judson, Arthur

Judy Bolton

Juke Boxes

Julia

Juli, Raul

Jurassic Park
Juvenile Delinquency

Kahn, Roger
Kaltenborn, Hans von
Kansas City Jazz
Kantor, MacKinlay
Karan, Donna

Karloff, Boris

Kasem, Casey

Kate & Allie
Katzenjammer Kids, The
Kaufman, Andy

Kaye, Danny

Keaton, Buster
Keillor, Garrison
Keitel, Harvey

Kelley, David E.

Kelly Bag

Kelly, Gene

Kelly Girls

Kelly, Grace

Kennedy Assassination
Kent State Massacre
Kentucky Derby
Kentucky Fried Chicken
Kern, Jerome
Kerrigan, Nancy
Kershaw, Doug

Kesey, Ken

Kewpie Dolls

Key West

Keystone Kops, The
King, Albert

King, B. B.

King, Billie Jean

King, Carole

King, Freddie

King Kong

King, Larry

King, Martin Luther, Jr.
King, Rodney

King, Stephen
Kingston, Maxine Hong
Kingston Trio, The
Kinison, Sam

Kinsey, Dr. Alfred C.
Kirby, Jack

KISS

Kitsch

Kiwanis

Klein, Calvin

Klein, Robert

Kmart

Knievel, Evel

Knight, Bobby

Knots Landing

Kodak

Kojak

Koontz, Dean R.

Koresh, David, and the Branch
Davidians

Korman, Harvey

Kosinski, Jerzy

Kotzwinkle, William

Koufax, Sandy

Kovacs, Ernie

Kraft Television Theatre

Krantz, Judith

Krassner, Paul

Krazy Kat

Krupa, Gene

Ku Klux Klan

Kubrick, Stanley

Kudzu

Kuhn, Bowie

Kukla, Fran, and Ollie

Kung Fu

Kwan, Michelle

L. A. Law

L. L. Cool J.
“‘La Bamba”’
Labor Unions
Lacoste Shirts
Ladd, Alan
Laetrile

Lahr, Bert

Lake, Ricki
Lake, Veronica
Lalanne, Jack
Lamarr, Hedy
LaMotta, Jake
Lamour, Dorothy
L’ Amour, Louis
Lancaster, Burt
Landon, Michael
Landry, Tom
Lang, Fritz

lang, k.d.
Lansky, Meyer
Lardner, Ring
Larry Sanders Show, The
LaRussa, Tony
Las Vegas
Lasorda, Tommy
Lassie

Late Great Planet Earth, The
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Latin Jazz

Laugh-In

Lauper, Cyndi

Laura

Laurel and Hardy

Lauren, Ralph

Laver, Rod

Laverne and Shirley

Lavin, Linda

Lawn Care/Gardening

Lawrence of Arabia

Lawrence, Vicki

La-Z-Boy Loungers

le Carré, John

Le Guin, Ursula K.

Leachman, Cloris

Leadbelly

League of Their Own, A

Lear, Norman

Leary, Timothy

Least Heat Moon, William

Leather Jacket

Leave It to Beaver

Led Zeppelin

Lee, Bruce

Lee, Gypsy Rose

Lee, Peggy

Lee, Spike

Lee, Stan

Legos

Lehrer, Tom

Leisure Suit

Leisure Time

LeMond, Greg

L’Engle, Madeleine

Lennon, John

Leno, Jay

Leonard, Benny

Leonard, Elmore

Leonard, Sugar Ray

Leone, Sergio

Leopold and Loeb

Les Miserables

Lesbianism

Let Us Now Praise
Famous Men

Let’s Pretend

Letterman, David

Levin, Meyer

Levi’s

Levittown

Lewinsky, Monica

Lewis, C. S.

Lewis, Carl

Lewis, Jerry

Lewis, Jerry Lee

Lewis, Sinclair

Liberace

Liberty

Lichtenstein, Roy

Liebovitz, Annie

Life

Life of Riley, The

Like Water for Chocolate

Li’l Abner

Limbaugh, Rush

Lincoln Center for the
Performing Arts

Lindbergh, Anne Morrow

Lindbergh, Charles

Linkletter, Art

Lion King, The

Lionel Trains

Lippmann, Walter

Lipstick

Liston, Sonny

Little Black Dress

Little Blue Books

Little League

Little Magazines

Little Orphan Annie

Little Richard

Live Television

L.L. Bean, Inc.

Lloyd Webber, Andrew

Loafers

Locke, Alain

Lolita

Lollapalooza

Lombard, Carole

Lombardi, Vince

Lombardo, Guy

London, Jack

Lone Ranger, The

Long, Huey

Long, Shelley

Long-Playing Record

Loos, Anita

Lépez, Nancy

Lorre, Peter

Los Angeles Lakers, The

Los Lobos

Lost Weekend, The

Lottery

Louis, Joe

Louisiana Purchase Exposition

Louisville Slugger

Love Boat, The

Love, Courtney

Lovecraft, H. P.

Low Riders

Loy, Myrna

LSD

Lubitsch, Ernst

Lucas, George

Luce, Henry

Luciano, Lucky

Ludlum, Robert

Lugosi, Bela

Lunceford, Jimmie

Lupino, Ida
LuPone, Patti
Lynch, David
Lynching

Lynn, Loretta
Lynyrd Skynyrd

Ma Perkins

Mabley, Moms

MacDonald, Jeanette

MacDonald, John D.

Macfadden, Bernarr

MacMurray, Fred

Macon, Uncle Dave

Macy’s

MAD Magazine

Madden, John

Made-for-Television Movies

Madonna

Mafia/Organized Crime

Magnificent Seven, The

Magnum, P.1.

Mah-Jongg

Mailer, Norman

Malcolm X

Mall of America

Malls

Maltese Falcon, The

Mamas and the Papas, The

Mamet, David

Man from U.N.C.L.E., The

Man Who Shot Liberty
Valance, The

Manchurian Candidate, The

Mancini, Henry

Manhattan Transfer

Manilow, Barry

Mansfield, Jayne

Manson, Charles

Mantle, Mickey

Manufactured Homes

Mapplethorpe, Robert

March on Washington

Marching Bands

Marciano, Rocky

Marcus Welby, M.D.

Mardi Gras

Mariachi Music

Marichal, Juan

Marie, Rose

Marijuana

Maris, Roger

Marlboro Man

Marley, Bob

Married . . . with Children

Marshall, Garry

Martha and the Vandellas

Martin, Dean

Martin, Freddy

Martin, Quinn

XXX
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Martin, Steve

Martini

Marvel Comics

Marx Brothers, The

Marx, Groucho

Mary Hartman, Mary Hartman

Mary Kay Cosmetics

Mary Poppins

Mary Tyler Moore Show, The

Mary Worth

M*A*S*H

Mason, Jackie

Mass Market Magazine
Revolution

Masses, The

Masterpiece Theatre

Masters and Johnson

Masters Golf Tournament

Mathis, Johnny

Mattingly, Don

Maude

Maupin, Armistead

Maus

Max, Peter

Mayer, Louis B.

Mayfield, Curtis

Mayfield, Percy

Mays, Willie

McBain, Ed

McCaffrey, Anne

McCall’s Magazine

McCarthyism

McCartney, Paul

McCay, Winsor

McClure’s

McCoy, Horace

McCrea, Joel

McDaniel, Hattie

McDonald’s

McEnroe, John

McEntire, Reba

McGwire, Mark

McHale’s Navy

McKay, Claude

McKuen, Rod

McLish, Rachel

McLuhan, Marshall

McMurtry, Larry

McPherson, Aimee Semple

McQueen, Butterfly

McQueen, Steve

Me Decade

Meadows, Audrey

Mean Streets

Media Feeding Frenzies

Medicine Shows

Meet Me in St. Louis

Mellencamp, John

Mencken, H. L.

Mendoza, Lydia

Men’s Movement

Merton, Thomas

Metalious, Grace

Metropolis

Metropolitan Museum of Art

MGM (Metro-Goldwyn-Mayer)

Miami Vice

Michener, James

Mickey Mouse Club, The

Microsoft

Middletown

Midler, Bette

Midnight Cowboy

Mildred Pierce

Militias

Milk, Harvey

Millay, Edna St. Vincent

Miller, Arthur

Miller Beer

Miller, Glenn

Miller, Henry

Miller, Roger

Milli Vanilli

Million Man March

Milton Bradley

Minimalism

Minivans

Minnelli, Vincente

Minoso, Minnie

Minstrel Shows

Miranda, Carmen

Miranda Warning

Miss America Pageant

Mission: Impossible

Mister Ed

Mister Rogers’ Neighborhood

Mitchell, Joni

Mitchell, Margaret

Mitchum, Robert

Mix, Tom

Mod

Mod Squad, The

Model T

Modern Dance

Modern Maturity

Modern Times

Modernism

Momaday, N. Scott

Monday Night Football

Monkees, The

Monopoly

Monroe, Bill

Monroe, Earl ‘‘The Pearl’’

Monroe, Marilyn

Montalban, Ricardo

Montana, Joe

Montana, Patsy

Monty Python’s Flying Circus

Moonies/Reverend Sun
Myung Moon

Moonlighting
Moore, Demi
Moore, Michael
Moral Majority
Moreno, Rita

Mork & Mindy
Morris, Mark
Morrissette, Alanis
Morrison, Toni
Morrison, Van
Morse, Carlton E.
Morton, Jelly Roll
Mosley, Walter
Moss, Kate
Mother’s Day
Motley Criie
Motley, Willard
Motown

Mount Rushmore
Mountain Biking
Mouseketeers, The
Movie Palaces
Movie Stars

Mr. Dooley

Mr. Smith Goes to Washington
Mr. Wizard

Mss.

MTV

Muckraking
Multiculturalism
Mummy, The
Muni, Paul
Munsey’s Magazine
Muppets, The
Murder, She Wrote
Murphy Brown
Murphy, Eddie
Murray, Anne
Murray, Arthur
Murray, Bill
Murray, Lenda
Murrow, Edward R.
Muscle Beach
Muscle Cars
Muscular Christianity
Musical, The
Mutiny on the Bounty
Mutt & Jeff

Muzak

My Darling Clementine
My Fair Lady

My Family/Mi familia
My Lai Massacre
My So Called Life
My Three Sons

Nader, Ralph
Nagel, Patrick
Naismith, James
Namath, Joe



New York Times, The

New York Yankees, The

New Yorker, The

Newhart, Bob

Newlywed Game, The

Newport Jazz and Folk
Festivals

Newsweek

Newton, Helmut

Niagara Falls

Nichols, Mike, and Elaine May

Nickelodeons

Nicklaus, Jack

Night of the Living Dead

Nightline

Nike

1980 U.S. Olympic
Hockey Team

1968 Mexico City Summer
Olympic Games

Nirvana

Orbison, Roy

Organization Man, The

Original Dixieland Jass
(Jazz) Band

O’Rourke, P. J.

Orr, Bobby

Osborne Brothers, The

Osbourne, Ozzy

Ouija Boards

Our Gang

Outer Limits, The

Outing

Outline of History, The

Owens, Buck

Owens, Jesse

Oxford Bags

Paar, Jack
Pachucos
Pacino, Al
Paglia, Camille
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Nancy Drew Nixon, Agnes Paige, Satchel

NASA Noloesca, La Chata Paley, Grace

Nation, The Norris, Frank Paley, William S.

National Basketball North by Northwest Palmer, Arnold
Association (NBA) Northern Exposure Palmer, Jim

National Collegiate Athletic Novak, Kim Pants for Women
Association (NCAA) Nureyev, Rudolf Pantyhose

National Enquirer, The Nylon Paperbacks

National Football League (NFL) NYPD Blue Parades

National Geographic Paretsky, Sara

National Hockey League (NHL) Oakland Raiders, The Parker Brothers

National Lampoon Oates, Joyce Carol Parker, Charlie

National Organization for Objectivism/Ayn Rand Parker, Dorothy
Women (N.O.W.) O’Brien, Tim Parks, Rosa

National Parks Ochs, Phil Parrish, Maxfield

Natural, The O’ Connor, Flannery Parton, Dolly

Natural Born Killers 0dd Couple, The Partridge Family, The

Nava, Gregory O’Donnell, Rosie Patinkin, Mandy

Navratilova, Martina O’Keeffe, Georgia Patton

Naylor, Gloria Oklahoma! Paul, Les

Neckties Old Navy Paulsen, Pat

Negro Leagues Oliphant, Pat Payton, Walter

Neighborhood Watch Olivier, Laurence Peale, Norman Vincent

Nelson, Ricky Olmos, Edward James Peanuts

Nelson, Willie Olsen, Tillie Pearl Jam

Nerd Look Olympics Pearl, Minnie

Network Omnibus Peck, Gregory

Networks On the Road Peep Shows

New Age Music On the Waterfront Pee-wee’s Playhouse

New Age Spirituality Onassis, Jacqueline Lee Bouvier Pelé

New Deal Kennedy Penn, Irving

New Kids on the Block, The One Day at a Time Penthouse

New Left One Flew Over the Cuckoo’s People

New Look Nest Peppermint Lounge, The

New Orleans Rhythm and Blues One Man’s Family Pepsi-Cola

New Republic O’Neal, Shaquille Performance Art

New Wave Music O’Neill, Eugene Perot, Ross

New York Knickerbockers, The Op Art Perry Mason

New York Mets, The Opportunity Pet Rocks

Peter, Paul, and Mary
Peters, Bernadette

Pets

Petting

Petty, Richard

Peyton Place

Pfeiffer, Michelle
Phantom of the Opera, The
Philadelphia Story, The
Philco Television Playhouse
Phillips, Irna

Phone Sex

Phonograph

Photoplay

Picasso, Pablo

Pickford, Mary

Pill, The

Pink Floyd

Pin-Up, The

Piper, ‘‘Rowdy’’ Roddy
Pippen, Scottie

XXX
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Pittsburgh Steelers, The

Pizza

Place in the Sun, A

Planet of the Apes

Plastic

Plastic Surgery

Plath, Sylvia

Platoon

Playboy

Playgirl

Playhouse 90

Pogo

Pointer Sisters, The

Poitier, Sidney

Polio

Political Bosses

Political Correctness

Pollock, Jackson

Polyester

Pop Art

Pop, Iggy

Pop Music

Pope, The

Popeye

Popsicles

Popular Mechanics

Popular Psychology

Pornography

Porter, Cole

Postcards

Postman Always Rings
Twice, The

Postmodernism

Potter, Dennis

Powell, Dick

Powell, William

Prang, Louis

Preminger, Otto

Preppy

Presley, Elvis

Price Is Right, The

Price, Reynolds

Price, Vincent

Pride, Charley

Prince

Prince, Hal

Prinze, Freddie

Prisoner, The

Professional Football

Prohibition

Prom

Promise Keepers

Protest Groups

Prozac

Pryor, Richard

Psychedelia

Psychics

Psycho

PTA/PTO (Parent Teacher

Association/Organization)

Public Enemy

Public Libraries

Public Television (PBS)
Puente, Tito

Pulp Fiction

Pulp Magazines
Punisher, The

Punk

Pynchon, Thomas

Quayle, Dan

Queen, Ellery
Queen for a Day
Queen Latifah
Queer Nation

Quiz Show Scandals

Race Music

Race Riots

Radio

Radio Drama

Radner, Gilda

Raft, George

Raggedy Ann and Raggedy
Andy

Raging Bull

Ragni, Gerome, and James
Rado

Raiders of the Lost Ark

Rainey, Gertrude ‘‘Ma’’

Rains, Claude

Raitt, Bonnie

Rambo

Ramones, The

Ranch House

Rand, Sally

Rap/Hip Hop

Rather, Dan

Reader’s Digest

Reagan, Ronald

Real World, The

Reality Television

Rear Window

Rebel without a Cause

Recycling

Red Scare

Redbook

Redding, Otis

Redford, Robert

Reed, Donna

Reed, Ishmael

Reed, Lou

Reese, Pee Wee

Reeves, Steve

Reggae

Reiner, Carl

Religious Right

R.EM.

Remington, Frederic

Reno, Don

Renoir, Jean

Replacements, The

Retro Fashion

Reynolds, Burt

Rhythm and Blues

Rice, Grantland

Rice, Jerry

Rich, Charlie

Rigby, Cathy

Riggs, Bobby

Riley, Pat

Ringling Bros., Barnum &
Bailey Circus

Ripken, Cal, Jr.

Ripley’s Believe It Or Not

Rivera, Chita

Rivera, Diego

Rivera, Geraldo

Rivers, Joan

Rizzuto, Phil

Road Rage

Road Runner and Wile E.
Coyote

Robbins, Tom

Roberts, Jake “The Snake”

Roberts, Julia

Roberts, Nora

Robertson, Oscar

Robertson, Pat

Robeson, Kenneth

Robeson, Paul

Robinson, Edward G.

Robinson, Frank

Robinson, Jackie

Robinson, Smokey

Robinson, Sugar Ray

Rock and Roll

Rock, Chris

Rock Climbing

Rockefeller Family

Rockettes, The

Rockne, Knute

Rockwell, Norman

Rocky

Rocky and Bullwinkle

Rocky Horror Picture
Show, The

Roddenberry, Gene

Rodeo

Rodgers and Hammerstein

Rodgers and Hart

Rodgers, Jimmie

Rodman, Dennis

Rodriguez, Chi Chi

Roe v. Wade

Rogers, Kenny

Rogers, Roy

Rogers, Will

Rolle, Esther

Roller Coasters
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Roller Derby
Rolling Stone
Rolling Stones, The
Romance Novels
Romero, Cesar
Roots
Rose Bowl
Rose, Pete
Roseanne
Rosemary’s Baby
Rosenberg, Julius and Ethel
Ross, Diana, and the Supremes
Roswell Incident
Roundtree, Richard
Rouse Company
Route 66
Royko, Mike
Rubik’s Cube
Rudolph the Red-Nosed
Reindeer
Run-DMC
Runyon, Damon
RuPaul
Rupp, Adolph
Russell, Bill
Russell, Jane
Russell, Nipsey
Russell, Rosalind
Ruth, Babe
RV
Ryan, Meg
Ryan, Nolan
Rydell, Bobby
Ryder, Winona

Safe Sex

Sagan, Carl

Sahl, Mort

Saks Fifth Avenue
Sales, Soupy

Salsa Music
Salt-n-Pepa

Sam and Dave
Sandburg, Carl
Sanders, Barry
Sandman

Sandow, Eugen
Sanford and Son
Santana

Sarandon, Susan
Saratoga Springs
Sarnoff, David
Sarong

Sassoon, Vidal

Sassy

Satellites

Saturday Evening Post, The
Saturday Morning Cartoons
Saturday Night Fever
Saturday Night Live

Savage, Randy ‘‘Macho Man”’
Savoy Ballroom
Schindler’s List
Schlatter, George
Schlessinger, Dr. Laura
Schnabel, Julian
Schoolhouse Rock
Schwarzenegger, Arnold
Science Fiction Publishing
Scientific American
Scopes Monkey Trial
Scorsese, Martin

Scott, George C.

Scott, Randolph

Scream

Screwball Comedies
Scribner’s

Scruggs, Earl

Sculley, Vin

Sea World

Seals, Son

Search for Tomorrow
Searchers, The

Sears Roebuck Catalogue
Sears Tower

Second City

Sedona, Arizona
Seduction of the Innocent
Seeger, Pete
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A&R Men/Women

Artist and Repertoire (A&R) representatives count among the
great, unseen heroes of the recording industry. During the early
decades of the recording industry, A&R men (there were very few
women) were responsible for many stages in the production of
recorded music. Since the 1960s though, A&R has become increas-
ingly synonymous with ‘‘talent scouting.”” A&R is one of the most
coveted positions in the recording industry, but it may also be the
most difficult. The ability to recognize which acts will be successful is
critical to the survival of all record companies, but it is a rare talent.
Those with ‘‘good ears’” are likely to be promoted to a leadership
position in the industry. Several notable record company executives,
especially Sun’s Sam Phillips and Atlantic’s Ahmet Ertegun, estab-
lished their professional reputations as A&R men. A few of the more
legendary A&R men have become famous in their own right, joining
the ranks of rock n” roll’s most exclusive social cliques.

The great A&R men of the pre-rock era were multitalented. First,
the A&R man would scout the clubs, bars, and juke joints of the
country to find new talent for his record company. After signing acts
to contracts, A&R men accompanied musicians into the studio,
helping them to craft arecord. A&R men also occasionally functioned
as promoters, helping with the ‘‘grooming’ of acts for the stage or
broadcast performances.

Some of the most astounding A&R work was done before World
War II. A significant early figure in the history of A&R was Ralph
Peer. Peer was the first record company man to recognize, albeit by
sheer luck, the economic value of Southern and Appalachian music.
While looking to make field recordings of gospel in the South, Peer
reluctantly recorded ‘‘Fiddlin’”’ John Carson, whose record yielded a
surprise hit in 1927. Subsequent field recording expeditions into the
South were immediately organized and among the artists soon signed
to Peer’s Southern Music Company were Jimmie Rodgers and the
Carter Family, the twin foundational pillars of country music. Peer’s
A&R strategies were emulated by other A&R men like Frank Walker
and Art Satherly, both of whom would eventually play significant
roles in the development of country and western music. John Ham-
mond, who worked many years for Columbia Records, likewise had
an impressive string of successes. He is credited with crafting the
early careers of Billie Holiday, Benny Goodman, and Count Basie in
the 1930s. In the post war years, Hammond discovered among
others Aretha Franklin, Bob Dylan, Bruce Springsteen, and Stevie
Ray Vaughn.

In the 1950s, many new record companies emerged with aggres-
sive and visionary A&R strategies. Until the early 1960s, top execu-
tives at record companies substantially controlled day-to-day A&R
functions. In most instances, the chief executives’ personal biases and
tastes conditioned company A&R strategies. These biases, which
often hinged on old-fashioned notions of race, class, and region,
permitted upstart companies to exploit the growing teen market for
R&B and rock n’ roll. Several of the noteworthy independent record
companies of the 1950s were headed by astute A&R men, like Ahmet
Ertegun (Atlantic); Leonard Chess (Chess); and Sam Phillips (Sun),
who eagerly sought talent among blacks and the Southern whites.
Phillips’ discoveries alone read like a “‘who’s who’” list of early R&B

and rock. Among the legends he found are B.B. King, Howlin” Wolf,
Elvis Presley, Johnny Cash, and Jerry Lee Lewis. Major labels
eventually realized that their conservative A&R practices were erod-
ing their market share. Major labels began using the independent
labels to do A&R work, purchasing artist contracts from small labels
(e.g., RCA’s purchase of Presley’s contract from Sun). The payola
scandal of the late 1950s was in many ways a means of compensating
for A&R deficiencies at the majors.

In the early 1960s, the major labels continued to display conser-
vative tendencies in their A&R practices. Several famous A&R gaffes
were made during this era. Columbia Record’s head, Mitch Miller,
refused to recognize the staying power of rock n’ roll, and tried to
promote folk revival acts instead. Dick Rowe, head of A&R at Decca,
became the infamous goat who rejected the Beatles. Four other labels
passed on the Beatles before London picked them up. When the
Beatles became a sensation, A&R representatives flocked to Liver-
pool in hopes of finding the ‘‘next Beatles.”” In the later 1960s,
adjustments were made to overcome the scouting deficiencies dis-
played by the majors. Major labels increasingly turned to free-lance
A&R persons, called ‘‘independent producers,”” who specialized in
studio production, but who were also responsible for discovering new
talent. Phil Spector and his ‘‘wall of sound’” emerged as the most
famous of all the independent producers in the 1960s.

In the later 1960s, younger and more ‘‘street savvy’’ music
executives began replacing older executives at the major labels.
Several stunning successes were recorded. Capitol’s A&R machine
brought them the Beach Boys. At Columbia, Mitch Miller was
replaced by Clive Davis, who along with several other major label
executives in attendance at the Monterrey Pop festival signed several
popular San Francisco-based psychedelic acts. In an effort to increase
both their street credibility and their street savvy, some labels even
resorted to hiring ‘‘house hippies,’” longhaired youths who acted as
A&R representatives. Still the major labels’ scouting machines
overlooked L.A.’s folk rock scene and London’s blues revival subcul-
ture. The ever-vigilant Ahmet Ertegun at Atlantic led a scouting
expedition to England that won them both Cream and Led Zeppelin.
In the 1970s and 1980s, major label A&R departments became larger
and more sophisticated, which helped them beat back the challenge
posed by independent label A&R. Some labels even tried hiring rock
critics as A&R representatives.

A&R remains a challenging job. The ‘copy-catting’” behavior
displayed in Liverpool in the mid 1960s repeats itself on a regular
basis. The grunge rock craze of the early 1990s revealed that a herding
mentality still conditions A&R strategies. Visionary A&R repre-
sentatives still stand to benefit greatly. Shortly after Gary Gersh
brought Nirvana to Geffen Records he was named head of Capitol
Records. Few A&R persons maintain a consistent record of finding
marketable talent and consequently few people remain in A&R long.
Those who do consistently bring top talent to their bosses, wield
enormous power within the corporate structure and are likely to
be promoted.

—Steve Graves
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Aaron, Hank (1934—)

Atlanta Braves outfielder Hank Aaron was thrust onto the
national stage in 1973 and 1974 when he threatened and then broke
Babe Ruth’s record of 714 home runs, one of the most hallowed
records in all of American sports. In the mid-1970s, Ruth’s legend
was as powerful as it had been during his playing days five decades
earlier and his epic home runs and colorful antics lived on in the
American imagination. As Roger Maris had discovered when he
broke Ruth’s single season home run record in 1961, any player
attempting to unseat the beloved Ruth from the record books battled,
not only opposing pitchers, but also a hostile American public. When

Hank Aaron

2

a black man strove to eclipse the Babe’s record, however, his pursuit
revealed a lingering intolerance and an unseemly racial animosity in
American society.

Henry Louis Aaron was born in Mobile, Alabama, in the depths
of the Great Depression in 1934. One of eight children, Aaron and his
family lived a tough existence like many other Southern black
families of the time, scraping by on his father’s salary as a dock
worker. As a teenager, Aaron passed much of his time playing
baseball in the neighborhood sandlots, and after short trials with two
all-black teams Aaron attracted the attention of the Boston Braves,
who purchased his contract in May of 1952.

Although Aaron faced several challenges in his introduction to
organized baseball, he quickly rose through the Braves system. He
was first assigned to the Braves affiliate in Eau Claire, Wisconsin, and
he later wrote that ‘‘the middle of Wisconsin felt like a foreign
country to [this] eighteen-year-old black kid from Mobile.”” After a
successful season in Eau Claire, however, Aaron was moved up to the
Braves farm team in Jacksonville, Florida, for the 1953 season,
where, along with three other African-American players, he was
faced with the unenviable task of integrating the South Atlantic
League. Throughout the season, Aaron endured death threats, racial
epithets from players and fans, and Jim Crow accommodations, yet he
rose above the distractions and was named the SALLY League’s
Most Valuable Player.

By 1954, only two years removed from the sandlots of Mobile,
Aaron was named to the opening day roster of the, now, Milwaukee
Braves as a part-time player. The next year he won a starting position
in the Braves outfield and stayed there for the next 19 years in
Milwaukee and then in Atlanta as the franchise moved again. From
1955 until 1973, when he stopped playing full time, Aaron averaged
nearly 37 home runs per year and hit over .300 in 14 different seasons.

As the years went by conditions began to improve for African-
American players: by 1959 all major league teams had been integrat-
ed; gradually hotels and restaurants began to serve both black and
white players; by the mid-1960s spring training sites throughout the
South had been integrated; and racial epithets directed at black ball
players from both the field and the grandstand began to diminish in
number. Throughout the 1960s Americans, black and white, north
and south, struggled with the civil rights movement and dealt with
these same issues of desegregation and integration in their every day
life. By the mid-1970s, however, African-Americans had achieved
full legal equality, and the turbulence and violence of the sixties
seemed to be only a memory for many Americans.

It was in this atmosphere that Hank Aaron approached Babe
Ruth’s all-time career home run record. By the end of the 1973
season, Aaron had hit 712 career home runs, only two shy of the
Babe’s record. With six months to wait for the opening of the 1974
season, Aaron had time to pour over the reams of mail he had begun to
receive during his pursuit of Ruth’s record. ‘“The overwhelming
majority of letters were supportive,”” wrote Aaron in his autobiogra-
phy. Fans of all stripes wrote their encouragements to the star. A
young African-American fan, for instance, wrote to say that ‘‘your
race is proud.”” Similarly, another fan wrote, ‘‘Mazel Tov from the
white population, [we’ve] been with you all the way. We love you and
are thrilled.”’

Hidden in these piles of letters, however, were a distinct minority
of missives with a more sinister tone. For the first time since
integrating the South Atlantic League in 1953, Aaron was confronted
with a steady stream of degrading words and racial epithets. ‘Listen
Black Boy,”” one person wrote, ‘“We don’t want no nigger Babe
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Ruth.”” Many ‘‘fans’’ of the game just could not accept an African-
American as the new home run champion. ‘I hope you don’t break
the Babe’s record,”” one letter read. ‘‘How do I tell my kids that a
nigger did it?”’ Even more disturbingly, Aaron received thousands of
letters which threatened the lives of both himself and his family. In
response, the Atlanta slugger received constant protection from the
police and the FBI throughout his record chase.

As sportswriters began to write about the virulent hate mail that
Aaron was receiving, his supporters redoubled their efforts to let him
know how they felt. One young fan spoke eloquently for many
Americans when he wrote, ‘‘Dear Mr. Aaron, I am twelve years old,
and I wanted to tell you that I have read many articles about the
prejudice against you. I really think it is bad. I don’t care what color
you are.”’

Hank Aaron would eventually break Babe Ruth’s all-time record
early in the 1974 season, and he would finish his career with a new
record of 755 home runs. In 1982 he received the game’s highest
honor when he was voted into the Baseball Hall of Fame. Aaron’s
lifetime struggle against racism and discrimination served as an
example for many Americans, both white and black, and he continued
his public struggle against inequality after retiring from baseball.

Hank Aaron’s relentless pursuit of the all-time home run record
in 1973 and 1974 forced America to realize that the civil rights
movement of the 1960s had not miraculously solved the long-
standing problem of racial animosity in the United States. The
prejudice and racism that had been pushed underground by the
successes of the 1960s were starkly revealed once again when a black
man attempted to surpass the record of a white American icon.

—Gregory Bond
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AARP (American Association for
Retired Persons)

The American Association for Retired Persons (AARP) is the
premier special interest organization for Americans over age 50.
AARP evolved from the National Retired Teachers Association,
founded in 1947 and now an affiliated organization. Begun by Dr.
Ethel Andrus, a pioneer in the field of gerontology and the first
woman high-school principal in the state of California, AARP was
created in large part to answer the need for affordable health insurance
for seniors and to address the significant problem of age discrimina-
tion in society. By the end of the twentieth century AARP was
commanding a membership of 31.5 million and, as critic Charles R.
Morris points out, it had become known as the ‘800 1b. gorilla of
American politics.”” The organization states that ‘‘AARP is a non-
profit, non-partisan, membership organization, dedicated to address-
ing the needs and interests of people 50 and older. We seek through
education, advocacy and service to enhance the quality of life for all
by promoting independence, dignity and purpose.’”” The motto of the
organization is ‘‘To Serve, Not to Be Served.”’

Known for its intensive lobbying efforts to preserve Medicare
and Social Security, AARP has a wide range of programs that serve its
members, notably the ‘55 ALIVE ‘‘ driving course (a special
refresher class for older drivers linked to auto insurance discounts);
AARP Connections for Independent Living (a volunteer organization
to assist seniors to live on their own), and the Widowed Persons
Service, which helps recently widowed people with their bereave-
ment. The AARP’s own publications range widely, but the best
known is Modern Maturity, a glossy lifestyle magazine found in
homes and doctors’ offices across America, offering informational
articles on travel, profiles of active senior Americans, and targeted
advertising for Americans over 50. The AARP also funds research
through its AARP Andrus Foundation, primarily in the field of
gerontology, which exhibited rapid growth resulting from the aging
of the enormous postwar ‘‘Baby Boomer’’ generation.

Probably the most visible program—and one that is a key part of
its success in Washington politics—is ‘““AARP/VOTE.”’ This has
informed and organized voters to support AARP’s legislative agenda,
particularly in its ongoing campaign to protect entitlements in the late
1980s and 1990s. Social Security was once the ‘‘sacred cow’’ of
American politics: former House Speaker Tip O’ Neill dubbed Social
Security *‘the third rail of American politics—touch it and you die.”’
AARP maintains that Social Security is a lifeline for many seniors,
and has resisted any attempt to limit the program. It has also
successfully weathered a challenge, based on a belief that Social
Security is insolvent and is forcing young workers to pay for seniors
with no hope of receiving future benefits themselves. The AARP was
termed ‘‘greedy geezers’’ by the media, and its support of the ill-fated
Medicare Catastrophic Care Act (since repealed) during the 1980s
was an image disaster. The organization regained the high ground
when Speaker of the House Newt Gingrich led a fight to slash
entitlements as part of his ‘‘Contract with America’ pledge, a
centerpiece of the 1994 midterm elections. The AARP skillfully
deflected the conservative assault on Social Security by utilizing its
fabled public relations machine: member phone trees, press releases,
and media pressure on Gingrich, who was singled out as ‘‘picking on
the elderly.””

The AARP has long been a controversial organization, subject to
investigation by Consumer Reports magazine and the television show
60 Minutes in 1978 for its too-cozy association with the insurance
company Colonial Penn and its founder Leonard Davis. That associa-
tion subsequently ended, and Davis’ image and influence was ban-
ished from the organization’s headquarters and promotional litera-
ture. In the 1990s, the AARP was attacked in Congress by long-time
foe Senator Alan Simpson of Wyoming, who relentlessly investigat-
ed their nonprofit status. The AARP frequently testifies before
Congress, but no longer functions as a lobbying organization because
of Simpson’s efforts. Yet it has continued to grow in numbers and
influence, due in large part to a savvy marketing scheme that grants
members attractive discounts on insurance, travel, and other services
for the price of an eight-dollar membership fee. In return, the AARP
can boast of a large membership in its legislative efforts and can
deliver a highly desirable mailing list to its corporate partners.

The AARP has made a significant effort to define itself as an
advocacy organization which is changing the way Americans view
aging, yet this has been a difficult message to sell to Baby Boomers in
particular, many of whom are more interested in preserving a youthful
appearance and attitude than in considering retirement. It has been
attacked from the left and the right of the political spectrum: in a May
25, 1995 editorial, the Wall Street Journal opined: ‘‘AARP’s own
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studies show that only 14% of its members join it to support its
lobbying efforts. Its largely liberal staff has often felt free to go
against the interest of its members. . . . AARP is the field artillery in a
liberal army dedicated to defending the welfare state.”” At the same
time, the AARP is viewed with suspicion by many on the left who
deplore its size and moderate politics.

—Mary Hess
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ABBA

Associated with the disco scene of the 1970s, the Swedish
quartet ABBA generated high charting hits for an entire decade, and
for years trailed only the Volvo motor company as Sweden’s biggest
export. Comprised of two romantic couples—Bjorn Ulvaeus and
Agnetha Faltskog, and Benny Andersson and Frida Lyngstad—
ABBA formed in the early 1970s under the tutelage of songwriter Stig
Anderson and scored their first success with ‘“Waterloo’” in 1974.
From that point on, ABBA blazed a trail in pop sales history with
“‘Dancing Queen,”” ‘‘Voulez Vous,”” ‘“Take a Chance on Me,”” and
many other infectious singles, spending more time at the top of United
Kingdom charts than any act except the Beatles. Although the group
(as well as the Andersson-Lyngstad marriage) dissolved in the early
1980s, ABBA’s legion of fans only grew into a new generation.
Notably, ABBA was embraced by many gay male fans. Songs like
“‘Dancing Queen’’ practically attained the status of gay anthems.

—Shaun Frentner
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Abbey, Edward (1927-1989)

Edward Abbey’s essays and novels secured his position as a
leading American environmentalist during the late 1960s through the
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1980s. His nonconformist views, radical lifestyle, and revolutionary
language created a cult following of fans whose philosophical out-
looks developed from Abbey’s books. He is the author of 21 full-
length works, numerous periodical articles, and several introductions
to others’ books. With the exception of his first novel, all of Abbey’s
works have remained in print to the end of the twentieth century, a fact
that attests to his continuing popularity. His writing has inspired
readers to support ecological causes throughout America.

Abbey’s father, a farmer, and his mother, a teacher, raised him
on a small Appalachian farm in Home, Pennsylvania. When he was
18, Abbey served in the United States Army, and then in 1946 he
hitchhiked west where he fell in love with the expansive nature of
Arizona, New Mexico, and Utah. He studied philosophy and English
at the University of New Mexico and the University of Edinburgh,
earning a Master’s Degree and pursuing his career as a writer. His first
novel was poorly received, but in 1962 Abbey’s second book, The
Brave Cowboy (1958), was turned into a screenplay and released as a
feature film, Lonely Are the Brave. From 1956 to 1971, to support
himself and to enjoy the serenity of nature, Abbey worked for the
Forest Service and the National Park Service. These early experiences
provided subject matter for Desert Solitaire (1968), the book that
catapulted him to the limelight of the growing environmental movement.

Desert Solitaire, and most of Abbey’s subsequent works, as-
saulted the American government for its environmental policies while
exalting the natural beauty of America’s Southwest. Abbey became
know as the ‘‘angry young man’’ of the environmental movement, a
radical Thoreauvian figure whose adventures demonstrated the ful-
fillment that an individual might gain from nature if a commitment to
protecting it exists. In 1975, Abbey published The Monkey Wrench
Gang, a novel about environmental terrorists whose revolutionary
plots to restore original ecology include blowing up the Glen Canyon
Dam on the Colorado River. Even though its publisher did not
promote it, the book became a best seller, an underground classic
that inspired the formation of the radical environmentalist group
“‘Earth First!,”” whose policies reflect Abbey’s ecological philoso-
phy. The tactics Earth First! employs to prevent the development
and deforestation of natural areas include sabotaging developers’
chain saws and bulldozers, a practice that the group refers to
as ‘‘monkeywrenching.”’

Abbey is the subject of a one-hour video documentary, Edward
Abbey: A Voice in the Wilderness (1993), by Eric Temple which
augments the continuing popularity of Abbey’s writing. Abbey’s
novel, Fire on the Mountain (1962), was made into a motion picture in
1981. Quotations from his works have been imprinted on calendars
throughout the 1990s. Devoted fans have created web pages to tell
how Abbey’s philosophy has influenced their lives. Even Abbey’s
death in 1989 has added to his legend; he is reportedly buried at a
secret location in the Southwestern desert land that he praised.
Though Abbey scoffed at the idea that his literature had the makings
of American classics, his works and the personality they immortal-
ized have remained a popular force in the environmental segment of
American culture.

—Sharon Brown
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Abbott and Costello

One of the most popular comedy teams in movie history, Bud
Abbott (1895-1974) and Lou Costello (1906-1959) began in bur-
lesque and ended on television. Along the way, they sold millions of
tickets (and war bonds), almost single-handedly saved Universal
Pictures from bankruptcy, and made a legendary catch-phrase out of
three little words: ‘“Who’s on first?”” Straight man Abbott was the
tall, slim, sometimes acerbic con artist; Costello was the short, pudgy,

childlike patsy. Their unpretentious brand of knockabout comedy was
the perfect tonic for a war-weary home front in the early 1940s.
Though carefully crafted and perfected on the stage, their precision-
timed patter routines allowed room for inspired bits of improvisation.
Thanks to Abbott and Costello’s films and TV shows, a wealth of
classic burlesque sketches and slapstick tomfoolery has been pre-
served, delighting audiences of all ages and influencing new genera-
tions of comedians.

As it happens, both men hailed from New Jersey. William
““Bud’” Abbott was born October 2, 1895, in Asbury Park, but he
grew up in Coney Island. Bored by school, and perhaps inspired by
the hurly burly atmosphere of his home town, fourteen-year-old
Abbott left home to seek a life in show business. The young man’s
adventures included working carnivals and being shanghaied onto a
Norwegian freighter. Eventually landing a job in the box office of a
Washington, D.C. theater, Abbott met and married dancer Betty
Smith in 1918. He persisted for years in the lower rungs of show
business, acting as straight man to many comics whose skills were not
up to Abbott’s high level. Louis Francis Cristillo was born in
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Bud Abbott (left) and Lou Costello

Paterson, New Jersey, on March 6, 1906. As a child, he idolized
Charlie Chaplin, and grew into a skillful basketball shooter. In 1927,
he tried his luck in Hollywood, working his way at MGM from
carpenter to stunt man, a job at which he excelled, until an injury
forced him to quit the profession and leave California. Heading back
east, he got as far as Missouri, where he talked his way into burlesque
as a comedian. While the rest of the country suffered through the
Depression, Lou Costello flourished in burlesque. In New York in
1934, he also married a dancer, Ann Battler.

When Abbott finally met Costello in the thirties, it was quickly
apparent in their vaudeville act that each man had found in the other
that ineffable quality every showbiz team needs: chemistry. Budding
agent Eddie Sherman caught their act at Minsky’s, then booked them
into the Steel Pier at Atlantic City. (Sherman would remain their agent
as long as they were a team.) The next big move for Abbott and
Costello was an appearance on Kate Smith’s radio program, for which
they decided to perform a tried-and-true patter routine about Costello’s
frustration trying to understand Abbott’s explanation of the nick-
names used by the players on a baseball team.
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Abbott: You know, they give ball-players funny names
nowadays. On this team, Who’s on first, What’s on
second, I Don’t Know is on third.

Costello: That’s what I want to find out. Who’s on first?

Abbott: Yes.

Costello: I mean the fellow’s name on first base.

Abbott: Who.

The boys and their baseball routine were such a sensation that
they were hired to be on the show every week—and repeat ‘“Who’s on
First?’’ once a month. When Bud and Lou realized that they would
eventually run out of material, they hired writer John Grant to come
up with fresh routines. Grant’s feel for the special Abbott and Costello
formula was so on target that, like Eddie Sherman, he also remained in
their employ throughout their career. And what a career it was starting
to become. After stealing the show from comedy legend Bobby Clark
in The Streets of Paris on Broadway, Abbott and Costello graduated
to their own radio program. There, they continued to contribute to the
language they had already enriched with *“Who’s on first’’ by adding
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the catch phrases, ‘‘Hey-y-y-y-y, Ab-bott!”’ and ‘‘Oh—I'm a ba-a-a-d
boy!”” (For radio, Costello had adopted a childlike falsetto to
distinguish his voice from Abbott’s.)

Inevitably, Hollywood called, Abbott and Costello answered,
and the result was 1940’s One Night in the Tropics—‘‘An indiscre-
tion better overlooked,’” as Costello later called it. The comedy team
was mere window dressing in this Jerome Kern operetta, but their
next film put the boys center stage. 1941°s Buck Privates had a bit of a
boy-meets-girl plot, and a few songs from the Andrews Sisters, but
this time the emphasis was clearly on Bud and Lou—and it was the
surprise hit of the year. The boys naturally sparkled in their patented
verbal routines, such as the ‘‘Clubhouse’’ dice game, while an army
drill-training routine demonstrated Lou’s gifts for slapstick and
improvisation. Lou was overjoyed when his idol, Chaplin, praised
him as the best clown since the silents. As for Universal, all they cared
about was the box-office, and they were overjoyed, too. The studio
rushed their new sensational comedy team into film after film
(sometimes as many as four a year), and the public flocked to all of
them: In the Navy, Hold That Ghost, Ride’ Em, Cowboy, etc., etc. . . .

Compared to Laurel and Hardy, there was something rough and
tumble about Abbott and Costello. It was like the difference between
a symphony orchestra and a brass band. But clearly, Bud and Lou
were playing the music the public wanted to hear. Once the war broke
out, the government took advantage of the team’s popularity to mount
a successful war bond drive which toured the country and took in
millions for defense.

As fast as Bud and Lou could earn their own money, they
couldn’t wait to spend it on lavish homes and dressing-room poker
games. Amid the gags, high spirits, and big spending, there were also
difficult times for the duo. They had a genuine affection for each
other, despite the occasional arguments, which were quick to flare up,
quick to be forgotten. But Lou inflicted a wound which Bud had a
hard time healing when the comic insisted, at the height of their
success, that their 50-50 split of the paycheck be switched to 60
percent for Costello and 40 percent for Abbott. Bud already had
private difficulties of which the public was unaware; he was epileptic,
and he had a drinking problem. As for Lou, he had a near-fatal bout of
rheumatic fever which kept him out of action for many months. His
greatest heartache, however, came on the day in 1943 when his infant
son, Lou “‘Butch,’’ Jr., drowned in the family swimming pool. When
the tragedy struck, Lou insisted on going on with the team’s radio
show that night. He performed the entire show, then went offstage and
collapsed. Costello subsequently started a charity in his son’s name,
but a certain sadness never left him.

On screen, Abbott and Costello were still riding high. No other
actor, with the possible exception of Deanna Durbin, did as much to
keep Universal Pictures solvent as Abbott and Costello. Eventually,
however, the team suffered from overexposure, and when the war was
over and the country’s mood was shifting, the Abbott and Costello
box office began to slip. Experimental films such as The Time of Their
Lives, which presented Bud and Lou more as comic actors than as a
comedy team per se, failed to halt the decline. But in the late forties,
they burst back into the top money-making ranks with Abbott and
Costello Meet Frankenstein, a film pairing the boys with such
Universal horror stalwarts as Bela Lugosi’s Dracula and Lon Chaney,
Jr.’s Wolf Man. The idea proved inspired, the execution delightful; to
this day, Meet Frankenstein is regarded as perhaps the best hor-
ror-spoof ever, with all due respect to Ghostbusters and Young
Frankenstein. Abbott and Costello went on to Meet the Mummy and
Meet the Invisible Man, and, when the team started running out of gas

again, they pitched their tent in front of the television cameras on The
Colgate Comedy Hour. These successful appearances led to two
seasons of The Abbott and Costello Show, a pull-out-the-stops sitcom
which positively bordered on the surrealistic in its madcap careening
from one old burlesque or vaudeville routine to another. On the show,
Bud and Lou had a different job every week, and they were so
unsuccessful at all of them that they were constantly trying to avoid
their landlord, played by veteran trouper Sid Fields (who contributed
to writing the show, in addition to playing assorted other characters).
Thanks to the program, a new generation of children was exposed to
such old chestnuts as the ‘‘Slowly I Turned. . . *’ sketch and the ‘‘hide
the lemon’’ routine. One of those baby-boomers was Jerry Seinfeld,
who grew up to credit The Abbott and Costello Show as the inspiration
for his own NBC series, one of the phenomena of 1990s show business.

By the mid 1950s, however, the team finally broke up. It would
be nice to be able to report that their last years were happy ones, but
such was not the case. Both men were hounded by the IRS for back
taxes, which devastated their finances. Lou starred in a lackluster solo
comedy film, made some variety show guest appearances, and did a
sensitive acting turn on an episode of TV’s Wagon Train series, but in
1959 he suddenly died of a heart attack. Abbott lived for fifteen more
years, trying out a new comedy act with Candy Candido, contributing
his voice to an Abbott and Costello TV animation series, doing his
own ‘‘straight acting’’ bit on an episode of G.E. Theater. Before he
died of cancer in 1974, Abbott had the satisfaction of receiving many
letters from fans thanking him for the joy he and his partner had
brought to their lives.

In the 1940s, long before the animated TV show based on Bud
and Lou, the Warner Bros. Looney Toons people had caricatured the
boys as two cats out to devour Tweetie Bird. Already they had
become familiar signposts in the popular culture. The number of
comedians and other performers who have over the years paid
homage to Abbott and Costello’s most famous routine is impossible
to calculate. In the fifties, a recording of Abbott and Costello
performing ‘“Who’s on First’> was placed in the Baseball Hall of
Fame. This was a singular achievement, over and above the immor-
tality guaranteed by the films in which they starred. How many other
performers can claim to have made history in three fields—not only
show business, but also sports and linguistics?

—Preston Neal Jones
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Abdul-Jabbar, Kareem (1947—)

With an intensity that disguised his shyness and a dancing jump
shot nicknamed the ‘‘sky hook,”” Kareem Abdul-Jabbar dominated
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The Celtics’ Greg Kite guards the Lakers’ Kareem Abdul-Jabbar.

the National Basketball Association during the 1970s and 1980s. The
seven-foot-two-inch center won three national collegiate champion-
ships at the University of California at Los Angeles (UCLA) and six
professional championships with the Milwaukee Bucks and Los
Angeles Lakers. He is the NBA’s all-time leading scorer and was
named the league’s most valuable player a record six times. Beyond
his athletic accomplishments, Jabbar also introduced a new level of
racial awareness to basketball by boycotting the 1968 Olympic team,
converting to Islam, and changing his name.

Abdul-Jabbar was born Ferdinand Lewis Alcindor in Harlem,
New York, on April 16, 1947. His parents were both over six feet tall
and Abdul-Jabbar reached six feet before the sixth grade. He attended
a Catholic school in Inwood, a mixed middle-class section of Manhat-
tan, and did not become aware of race until the third grade. Holding a
black-and-white class photograph in his hand, he thought, ‘‘Damn
I’m dark and everybody else is light.”” Able to dunk the basketball by
the eighth grade, Abdul-Jabbar was highly recruited and attended
Power Memorial Academy in New York. During Abdul-Jabbar’s
final three years of high school, Power lost only one game and won
three straight Catholic league championships. He was named high
school All-American three times and was the most publicized high
school basketball player in the United States. The 1964 Harlem race
riot was a pivotal event in Abdul-Jabbar’s life, occurring the summer
before his senior year. ‘‘Right then and there I knew who I was and
who [ was going to be,”” he wrote in Kareem. ‘1 was going to be black
rage personified, black power in the flesh.”’

Abdul-Jabbar accepted a scholarship from UCLA in 1965.
Majoring in English, he studied in the newly emerging field of black
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literature. As a freshman, Abdul-Jabbar worked on his basketball
skills to overcome his awkwardness. He led the freshman squad to an
undefeated season and a 75-60 victory over the varsity, which had
won the national championship in two of the previous three years. In
his second year, Abdul-Jabbar worked with coaching legend John
Wooden, who emphasized strategy and conditioning in basketball.
Abdul-Jabbar dominated the college game, averaging 29 points a
game and leading the Bruins to an undefeated season. UCLA won the
National Collegiate Athletic Association (NCAA) championship,
defeating the University of Dayton. As a junior, Abdul-Jabbar devel-
oped jump and hook shots, averaging 26.2 points a game. He shut
down University of Houston star Elvin Hayes in the NCAA semi-
finals before leading the Bruins to a victory over North Carolina.
UCLA won a third consecutive national title during Adbul-Jabbar’s
senior year, and the young star was honored as the tournament’s
outstanding player for the third year in a row. ‘‘Alcindor has com-
pletely changed the aspect of the game. I saw great players actually
afraid to shoot,”” said St. John’s University coach Lou Carnesecca.

Abdul-Jabbar was the first pick in the professional draft of 1969
and went to the last-place Milwaukee Bucks. Averaging 28.8 points a
game during his rookie season, Abdul-Jabbar led the Bucks to a 56-26
record, losing to the New York Knicks in the playoffs. Milwaukee
play-by-play announcer Eddie Doucette coined the term *‘sky hook’’
for Abdul-Jabbar’s trademark hook shot. During the off season, the
Bucks obtained veteran Cincinnati Royals point guard Oscar Robertson,
and the pair teamed up to help Milwaukee defeat the Baltimore
Bullets for the 1971 NBA championship. Abdul-Jabbar was named
the NBA’s most valuable player and the playoff MVP. The Bucks
returned to the finals in the 1973-74 season, but lost to the Boston
Celtics. Robertson retired the following year and Abdul-Jabbar broke
his hand on a backboard support. Milwaukee failed to make the playoffs.

Abdul-Jabbar made good on his promise to personify ‘‘black
rage.”’ Instead of starring in the 1968 Olympics, as he surely would
have, he studied Islam with Hamaas Abdul-Khaalis. Abdul-Jabbar
converted to the religion popular with many African Americans and
changed his name to mean ‘‘generous powerful servant of Allah.”’
Abdul-Khaalis arranged a marriage for Abdul-Jabbar in 1971 but the
couple separated after the birth of a daughter two years later.
Meanwhile, Abdul-Khaalis had been trying to convert black Muslims
to traditional Islam. On January 18, 1973, a group of black Muslim
extremists retaliated by invading a New York City townhouse owned
by Abdul-Jabbar and killing Abdul-Khaalis’ wife and children. Four
years later, Abdul-Khaalis and some followers staged a protest in
Washington, D.C. and a reporter was killed in the resulting distur-
bance. Abdul-Khaalis was sentenced to 40 years in prison with
Abdul-Jabbar paying his legal expenses.

Feeling unfulfilled and conspicuous in the largely white, small-
market city of Milwaukee, Abdul-Jabbar asked for a trade in 1975. He
was sent to Los Angeles for four first-team players. Through the
remainder of the 1970s, Abdul-Jabbar made the Lakers one of the
NBA'’s top teams but even he wasn’t enough to take the team to a
championship alone. Angered by years of what he considered bully-
ing by NBA opponents, Abdul-Jabbar was fined $5,000 in 1977 for
punching Bucks center Kent Benson. In 1979, the Lakers drafted
Earvin ‘‘Magic’’ Johnson, and the point guard gave Los Angeles the
edge it needed. The Lakers won the NBA title over Philadelphia in
1980. Abdul-Jabbar broke his foot in the fifth game, was taped and
returned to score 40 points, but watched the rest of the series on
television. The Lakers won again in 1982, 1985, 1987, and 1988.
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Abdul-Jabbar surpassed Wilt Chamberlain’s all-time scoring record
in 1984, eventually setting records for most points (38,387), seasons
(20), minutes played (57,446), field goals made (15,837), field goals
attempted (28,307), and blocked shots (3,189); he averaged 24.6
points a game before he retired at the age of 42 following the 1988-89
season. He held the record for most playoff points until surpassed by
Michael Jordan in 1998. He was elected unanimously into the
Basketball Hall of Fame in his first year of eligibility on May 15,
1995, and was named one of the 50 greatest basketball players in
history to coincide with the NBA’s 50th anniversary in 1996.

Abdul-Jabbar’s personal life remained unsettled during and
after his Los Angeles playing years. He was always uncomfortable
with reporters, describing them as ‘‘scurrying around like cockroach-
es after crumbs.’” Fans, especially white, found it difficult to under-
stand his conversion to Islam; his attitudes towards race; and his shy,
introverted personality. Abdul-Jabbar’s Islamic faith also estranged
him from his parents, although they eventually reconciled. His Bel
Air house was destroyed by fire on January 31, 1983, and the fire
contributed to bankruptcy for the former NBA star four years later.
Abdul-Jabbar wrote two autobiographical accounts, Giant Steps in
1983 and Kareem in 1990, and a children’s collection, Black Profiles
in Courage: A Legacy of African-American Achievement, in 1996. He
acted in motion pictures and television including Mannix, 21 Jump
Street, Airplane, Fletch, and a 1994 Stephen King mini-series, The
Stand. He was the executive producer of a made-for-television movie
about civil rights pioneer Vernon Johns. He was arrested in 1997 for
battery and false imprisonment following a traffic dispute and under-
went anger-management counseling. He paid a $500 fine after drug-
sniffing dogs detected marijuana in his possession at the Toronto
airport the same year. He settled out of court with a professional
football player in 1998 over a dispute involving the commercial use of
his name.

Since his retirement, Abdul-Jabbar has made most of his living
as amotivational speaker and doing product endorsements. He spends
time with his five children, including his six-foot-six-inch namesake
son who is a college basketball player. In the wake of former Boston
Celtic Larry Bird’s success as a head coach with the Indiana Pacers,
Abdul-Jabbar embarked on an effort to return to the NBA by coaching
high school boys on an Apache Reservation in Whiteriver, Arizona,
learning to speak their language and writing another book in the
process. The team’s six-foot-six center remarked, ‘‘For the first time
since I was little, I actually felt kind of small.”” “‘It’s really a no-
brainer for me,”” Abdul-Jabbar said. ‘‘Basketball is a simple game.
My job [is to get] the guys ready to play.”’

—Richard Digby Junger
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Abortion

Abortion, or induced miscarriage, was one of the most contro-
versial topics in the post-Civil War United States. Indeed, the rights
an individual woman holds over her uterus seem to have been debated
ever since the inception of such social institutions as religion and law.
While some cultures have permitted or even encouraged selective
termination of pregnancy—if, for example, the fetus turned out to be
female when a family already had an ample supply of daughters; or if
a woman was ill or not financially able to raise a child—in Western
civilization, church and state traditionally forbade abortion and even
contraceptive measures. If a woman was to be sexual, it seemed, she
had to accept pregnancy and childbirth. Those opposed to abortion
focused on the fetus and maintained that expelling it constituted the
murder of a human being; the pro-abortion faction argued from the
pregnant woman'’s perspective, saying that any woman had the right
to choose elimination in case of risks to health or psyche, or if she
simply did not feel ready to be a mother. Whatever opinions individu-
als might have held, by the end of the twentieth century the govern-
ments of almost all industrialized nations had stepped out of the
debate; only in the United States did the availability of legal abortion
remain the subject of political controversy, sparking demonstrations
from both factions and even the bombing of abortion clinics and
assassination of doctors.

Women seem to have had some knowledge of miscarriage-
inducing herbs since prehistoric times, but that knowledge virtually
disappeared during the medieval and Renaissance Inquisitions, when
many midwives were accused of witchcraft and herbal lore was
discredited. Thereafter, women of Western nations had to rely on
furtive procedures by renegade doctors or self-accredited practition-
ers in back-street offices. Though exact statistics are difficult to
calculate, in January 1942 the New York Times estimated that 100,000
to 250,000 illegal abortions were performed in the city every year.
Pro-abortion doctors might use the latest medical equipment, but
referrals were hard to get and appointments difficult to make; many
women had to turn to the illegal practitioners, who might employ
rusty coat hangers, Lysol, and other questionable implements to
produce the desired results. The mortality and sterility rates among
women who sought illegal abortions were high. Appalled by these
dangerous conditions, activists such as Margaret Sanger (1883-1966)
founded birth control clinics, fought for women’s sexual health, and
were often jailed for their trouble. Slowly evolving into organizations
such as Planned Parenthood as they won government approval,
however, such activists began distributing birth control and (in the
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Anti-abortionists march in front of the United States Supreme Court on the 23™ anniversary of Roe v. Wade, 1996.

1970s) providing surgical abortions, which involved the dilation of
the cervix and scraping or aspiration of the uterus. The mid-1990s saw
the introduction of pharmaceutical terminations for early-term preg-
nancies; such remedies included a combination of methotrexate and
misoprostol, or the single drug RU-486. At the end of the century,
legal abortion was a safe minor procedure, considered much less
taxing to a woman’s body than childbirth.

Both parties in the abortion debate considered themselves to
occupy a pro position—pro-life or pro-choice. Led by organizations
such as Operation Rescue (founded 1988), the most extreme pro-
lifers maintained that life begins at the moment of conception, that the
smallest blastocyst has a soul, and that to willingly expel a fetus at any
stage (even if the pregnancy is the result of rape or incest) is murder.
Some argued that women considering abortion were mentally as well
as morally deficient and should be taken in hand until their babies
were born, at which time those infants could be adopted by deserving
couples. The pro-choice faction, pointing out that many pro-lifers
were also pro-death penalty, insisted that every woman had a right to
decide what would happen to her own body. Extreme proponents
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considered the fetus to be part of the mother until birth—thus asserted
that aborting at any stage of pregnancy should be acceptable and legal.
Most people came down somewhere between the two extremes,
and this moderate gray area was the breeding-ground for intense
controversy. Arguments centered on one question: At what point did
individual life begin? At conception, when the fetus started kicking,
when the fetus could survive on its own, or at the moment of birth
itself? The Catholic Church long argued for ensoulment at concep-
tion, while (in the landmark decision Roe v. Wade) the U.S. Supreme
Court determined that for over a thousand years English common law
had given women the right to abort a fetus before movement began.
Even many pro-choicers separated abortion from the idea of or right
to sexual freedom and pleasure; they felt abortion was to be used, as
one scholar puts it, ‘‘eugenically,’” for the selective betterment of the
race. Twentieth-century feminists, however, asserted a woman’s right
to choose sexual pleasure, motherhood, or any combination of the
two; British activist Stella Browne gave the feminists their credo
when, in 1935, she said, ‘‘Abortion must be the key to a new world for
women, not a bulwark for things as they are, economically nor
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biologically. ... It should be available for any woman without
insolent inquisitions, nor ruinous financial charges, nor tangles of red
tape. For our bodies are our own.”” Nonetheless, women who sought
and underwent abortions in this era kept their experiences a secret, as
tremendous shame attached to the procedure; a woman known to have
had an abortion was often ostracized from polite society.

From December 13, 1971, to January 22, 1973, the U.S. Su-
preme Court considered a legal case that was to change the course of
American culture. Roe v. Wade, the suit whose name is known to
virtually every adult American, took the argument back to the
Constitution; lawyers for Norma McCorvey (given the pseudonym
Jane Roe) argued that Texan anti-abortion laws had violated her right
to privacy as guaranteed in the First, Fourth, Fifth, Ninth, and
Fourteenth Amendments. Texas district attorney Henry Wade insist-
ed on the rights of the unborn ‘‘person’’ in utero. In its final decision,
the Court announced it had ‘‘inquired into . . . medical and medical-
legal history and what that history reveals about man’s attitudes
toward the abortion procedure over the centuries’’; religion, cultural-
ly imposed morals, and the *‘raw edges of human existence’” were all
factors. In the end, the Court astonished America by finding it
“‘doubtful that abortion was ever firmly established as a common-law
crime even with respect to the destruction of a quick [moving] fetus.”’
By a vote of seven to two, the justices eliminated nearly all state anti-
abortion laws, and groups such as the National Abortion Rights
Action League made sure the repeals were observed on a local level.

Right-to-lifers were incensed and renewed their social and
political agitation. The Catholic Church donated millions of dollars to
groups such as the National Right to Life Committee, and in 1979
Baptist minister Jerry Falwell established the Moral Majority, a *‘pro-
life, pro-family, pro-moral, and pro-American’’ organization. Pres-
sure from what came to be known as the New Right achieved a ban
against Medicaid funding for abortions. Pro-lifers picketed clinics
assiduously, shouting slogans such as ‘‘Murderer—you are killing
your baby!”’, and sometimes eliminating abortionists before those
workers could eliminate a fetus. There were 30 cases of anti-abortion
bombing and arson in 1984, for example, and five U.S. abortion clinic
workers were murdered between 1993 and 1994. U.S. President
Ronald Reagan (in office 1981-1989) also got involved, saying
abortion ‘‘debases the underpinnings of our country’’; in 1984 he
wrote a book called Abortion and the Conscience of the Nation. Under
President George Bush (in office 1989-1993), the Supreme Court
found that a Missouri law prohibiting abortion in public institutions
did not conflict with Roe v. Wade; consequently, some states renewed
nineteenth-century anti-abortion laws.

During this agitation, proponents of choice noted that many pro-
life politicians were also cutting welfare benefits—although many
women (an estimated 20,000 in 1978) would not have been on the
public rolls if they had been allowed access to low-cost abortions.
These activists estimated that for every one dollar that might have
been spent on a Medicaid-funded abortion, four dollars had to go to
caring for mother and child in the first two years. They concluded that
favoring capital punishment and welfare cuts, while forbidding
women to terminate their own pregnancies, was both hypocritical and
inconsistent—especially as many of the New Right refused to con-
demn the clinic bombings and doctor assassinations.

In the final decade of the century, the controversy still raged,
though many politicians were trying to avoid the issue—a move that
some pro-choicers saw as positive, expressing an uneasiness with
traditional condemnations. Such politicians often said they would
leave the decision up to individual doctors or law courts. Operation

Rescue workers claimed to have scored a major coup in 1995, when
they managed to convert McCorvey herself (then working in a
women’s health clinic) to born-again Christianity; in a statement to
the media, she said, ‘I think I’ve always been pro-life, I just didn’t
know it.”” Less attention was granted to her more moderate assertion
that she still approved of first-trimester abortion. Meanwhile activists
from both sides tried to make abortion a personal issue for every
American; bumper stickers, newspaper advertisements, billboards,
and media-directed demonstrations became part of the daily land-
scape. Crying, ‘‘If you don’t trust me with a choice, how can you trust
me with a child?”’, pro-choicers organized boycotts against the
purveyors of pizza and juice drinks who had donated money to
Operation Rescue and other pro-life organizations; these boycotts
were mentioned in mainstream movies such as 1994’s Reality Bites.
Eventually movie stars and other female celebrities also came out and
discussed their own experiences with abortions both legal and illegal,
hoping to ensure women’s access to safe terminations. Thus abortion,
once a subject to be discussed only in panicked whispers—and a
procedure to be performed only in hidden rooms—had stepped into
the light and become a part of popular culture.

—Susann Cokal
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Abstract Expressionism

The emergence of Abstract Expressionism in New York City
during the late 1930s both shocked and titillated the cultural elite of
the international art scene. Abstraction itself was nothing new—
modernist painters had been regulating the viewer’s eye to obscured
images and distorted objects for quite some time. In fact, the bright,
abstracted canvases and conceptual ideals of high modernist painters
such as Joan Miro and Wassily Kandinsky tremendously influenced
the Abstract Expressionists. What distinguished the movement from
its contemporaries, and what effectively altered the acceptable stan-
dards of art, was the artists’ absolute disregard for some kind of
“‘objective correlative’’ that a viewer could grasp in attempt to
understand the work. The central figures of Abstract Expression-
ism—1Jackson Pollock, Mark Rothko, Willem de Kooning, Robert
Motherwell, and Clyfford Still, among others—completely rejected
any kind of traditional thematic narrative or naturalistic representa-
tion of objects as valid artistic methods. Rather, they focused on the
stroke and movement of the brush and on the application of color to
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the canvas; the act of painting itself became a vehicle for the
spontaneous and spiritual expression of the artist’s unconscious mind.
Pollock’s method of “‘drip painting,”” or ‘‘all over painting’’ as some
critics call it, involved spontaneous and uncalculated sweeping mo-
tions of his arm. He would set his large canvas on the floor and, using
sticks and caked paintbrushes, would rhythmically fling paint at it.
The act of painting became an art form in itself, like a dance. Under
the rubric of Abstract Expressionism, colorfield painters like Rothko
would layer one single color plane above another on a large surface,
achieving a subtly glowing field of color that seems to vibrate or
dance on the one dimensional canvas. The artists hoped that, indepen-
dent of the formal language of traditional art, they would convey
some kind of sublime, essential truth about humanity.

Interestingly, as a result of the highly subjective nature of the
work, Abstract Expressionist painters actually negated ‘the subject
matter of common experience.”” Rather, the artist turned to ‘‘the
medium of his own craft,”’ to the singular, aesthetic experience of
painting itself. As art critic Clement Greenberg wrote in the seminal
essay ‘‘Avant-garde and Kitsch,’’ the very ‘expression’’ of the artist
became more important than what was expressed. The Partisan
Review published Greenberg’s ‘‘Avant-garde and Kitsch’> in 1939,
and it was quickly adopted as a kind of manifesto for Abstract
Expressionism. In the essay, Greenberg unapologetically distin-
guishes between an elite ruling class that supports and appreciates the
avant-garde, and the Philistine masses, an unfortunate majority that
has always been ‘‘more or less indifferent to culture,”” and has
become conditioned to kitsch. Greenberg defines kitsch as a synthetic
art that merely imitates life, while the avant-garde seeks ‘‘to imitate
God by creating something valid in its own terms, in the way that
nature itself is valid . . . independent of meanings, similars or origi-
nals.”” The Abstract Expressionist work, with a content that cannot be
extracted from its form, answers Greenberg’s call for an avant-garde
“‘expression’’ in and of itself. The transcendentalist nature of an
Abstract Expressionist painting, with neither object nor subject other
than that implicit in its color and texture, reinforces Greenberg’s
assertion that the avant-garde is and should be difficult. Its inaccessibility
serves as a barrier between the masses who will dismiss the work, and
the cultured elite who will embrace it.

However valid or invalid Greenberg’s claims in ‘‘Avant-garde
and Kitsch’” may be, inherent in the essay is a mechanism ensuring
the allure of Abstract Expressionism. In the same way that the
emperor’s fabled new clothes won the admiration of a kingdom afraid
to not see them, Abstract Expressionism quickly found favor with
critics, dealers, collectors, and other connoisseurs of cultural capital,
who did not wish to exclude themselves from the kind of elite class
that would appreciate such a difficult movement. When New York
Times art critic John Canaday published an article in 1961 opposed
not only to Abstract Expressionism, but also to the critical reverence it
had won, the newspaper was bombarded with over 600 responses
from the artistic community, the majority of which bitterly attacked
Canaday’s judgement, even his sanity. Most art magazines and
academic publications simply did not print material that questioned
the validity or quality of a movement that the art world so fervently
defended. By 1948, even Life magazine, ironically the most ‘‘popu-
lar’’ publication in the nation at the time, jumped on the bandwagon
and ran a lengthy, illustrated piece on Abstract Expressionism.

While the enormous, vibrant canvases of Pollock, Rothko, and
others certainly warranted the frenzy of approval and popularity they
received, their success may also have been due to post-war U.S.
patriotism, as well as to the brewing McCarthy Era of the 1950s. New
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York City became a kind of nucleic haven for post-war exiles and
émigrés from Europe, a melange of celebrities from the European art
world among them. Surrealists Andre Breton and Salvador Dali, for
example, arrived in New York and dramatically affected the young
Abstract Expressionists, influencing their work with psychoanalysis.
The immigration of such men, however, not only impacted the artistic
circles, but also changed the cultural climate of the entire city. The
birth of Abstract Expressionism in New York announced to the world
that the United States was no longer a cultural wasteland and empire
of kitsch, whose artists and writers would expatriate in order to
mature and develop in their work. Thus the art world marketed and
exploited Abstract Expressionism as the movement that single-
handedly transformed America’s reputation for cultural bankruptcy
and defined the United States as a cultural as well as a political leader.
Furthermore, as critic Robert Hughes writes, by the end of the 1950s
Abstract Expressionism was encouraged by the ‘‘American govern-
ment as a symbol of American cultural freedom, in contrast to the
state-repressed artistic speech of Soviet Russia.”” What could be a
better representation of democracy and capitalism than a formally and
conceptually innovative art form that stretches all boundaries of art,
and meets with global acclaim and unprecedented financial rewards?

Politics aside, of paramount importance in the discussion of this
art movement is the realization that, more than any other art move-
ment that preceded it, Abstract Expressionism changed the modern
perception of and standards for art. As colorfield painter Alfred
Gottleib wrote in a letter to a friend after Jackson Pollock’s death in
1956: “‘neither Cubism nor Surrealism could absorb someone like
myself; we felt like derelicts. . .. Therefore one had to dig inside
one’s self, excavate what one could, and if what came out did not
seem to be art by accepted standards, so much the worse for
those standards.”’

—Taly Ravid
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Academy Awards

Hollywood’s biggest party—the Academy Awards—is alter-
nately viewed as shameless self-promotion on the part of the movie
industry and as glamour incarnate. Sponsored by the Academy of
Motion Picture Arts and Sciences, the Academy Awards annually
honor excellence in film. Although it has been said that the ceremony
is merely a popularity contest, winning an Oscar still represents a
significant change in status for the recipient. After more than 70 years
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Kevin Costner at the Academy Awards ceremony in 1991.

of Academy Awards ceremonies, the event has been criticized as
having become a self-congratulatory affair that gives Hollywood a
yearly excuse to show off to a global televised audience of millions.
But no one can deny that when Hollywood’s stars don designer
clothes and jewelry, the world turns up to watch, proving that star
power and glamour are still the essence of American popular culture.

The Academy of Motion Picture Arts and Sciences (AMPAS)
was the brainchild of Metro Golwyn Mayer (MGM) mogul Louis B.
Mayer. In the late 1920s the motion picture industry was in a state of
flux. Experiments being conducted with sound threatened the demise
of silent pictures, even as the scandals which had rocked the industry
in the early 1920s brought cries for government censorship. Addition-
ally, Hollywood was seeking to unionize and, in 1926, the Studio
Basic Agreement was signed, unionizing stagehands, musicians,
electricians, carpenters, and painters. The major talent, however, still
remained without bargaining power.

In this restive atmosphere, Louis B. Mayer proposed to create an
organization that would bring together representatives from all the
major branches of the movie industry in an effort to promote both
progress and harmony. Thirty-six people attended the first meeting in
January, 1928, including actress Mary Pickford, designer Cedric
Gibbons, director John Stahl, producers Joseph Schenck and Louis B.
Mayer, and actor Douglas Fairbanks, who became the first president
of AMPAS. Six months later, an organizational banquet was held at
the Biltmore Hotel, where 231 new members joined. During the next
year, the new organization formed various committees, one of which
sought to create an award that would honor excellence in the motion
picture industry.

The first Academy Awards ceremony was held at the Hollywood
Roosevelt Hotel on May 16, 1929. It took Academy president
Douglas Fairbanks five minutes to hand out all the awards. Janet
Gaynor and Emil Jannings were named Best Actress and Best Actor
while Wings won Best Picture. The ceremony was brief and unspec-
tacular. Janet Gaynor professed to have been equally thrilled to
receive the award as to have met Douglas Fairbanks. The local and
national media ignored the event completely.

Each winner received a small, gold-plated statuette of a knight
holding a crusader’s sword, standing on a reel of film whose five
spokes represented the five branches of the Academy. The statuette
quickly earned the nickname Oscar, although the source of the
nickname has never been pinpointed; some say that Mary Pickford
thought it looked like her Uncle Oscar, while others credit Bette
Davis, columnist Sidney Skolsky, or Academy librarian and later
executive director Margaret Herrick with the remark. Whatever the
source, the award has since been known as an Oscar.

By 1930, the motion picture industry had converted to talkies,
and the Academy Awards reflected the change in its honorees,
signifying the motion picture industry’s acceptance of the new
medium. Silent stars such as Great Garbo, Gloria Swanson, and
Ronald Coleman, who had successfully made the transition to talkies,
were honored with Oscar nominations.

It was also during the 1930s that the Academy Awards began to
receive press coverage. Once a year, an eager nation awaited the
morning paper to discover the big Oscar winners. The decade saw the
first repeat Oscar winner in actress Luise Rainer; the first film to win
eight awards in Gone with the Wind; the first African-American
recipient in Hattie McDaniel as best supporting actress for Gone with
the Wind; and the first honorary statuettes awarded to child stars Judy
Garland, Deanna Durbin, and Mickey Rooney.

In the 1940s, the Academy Awards were broadcast by radio for
the first time, and Masters of Ceremonies included popular comedi-
ans and humorists such as Bob Hope, Danny Kaye, and Will Rogers.
With a national audience, the Oscar ceremony, which had alternated
annually between the banquet rooms of the Biltmore and Ambassador
Hotels, moved to legitimate theaters such as the Pantages, the Santa
Monica Civic Auditorium, and later the Shrine and the Dorothy
Chandler Pavilion. No longer a banquet, the Oscars became a show—
in 1936, AMPAS had hired the accounting firm of Price Waterhouse
to tabulate votes, thus ensuring secrecy; in 1940, sealed envelopes
were introduced to heighten the drama.

In 1945, the Oscars were broadcast around the world on ABC
and Armed Forces radio, becoming an international event. With each
passing year, the stars, who had first attended the banquets in suits and
simple dresses, became more glamorous. The women now wore
designer gowns and the men tuxedos. Additionally, each year the
Oscars featured new hype. In 1942, sisters Joan Fontaine and Olivia
de Havilland were both nominated for best actress. Fontaine won that
year, but when the same thing happened four years later de Havilland
had her turn and publicly spurned her sister at the ceremony. The
press gleefully reported the feud between the two sisters, who never
appeared together in public again. Rivalries were often played up
between nominees, whether they were real or not. In 1955, for
example, it was the veteran Judy Garland versus the new golden girl,
Grace Kelly.

In 1953, the Oscars were televised for the first time. As the
audience grew each year, the Oscar ceremony became a very public
platform for the playing out of Hollywood dramas. In 1957, audiences
eagerly awaited Ingrid Bergman’s return from her exile to Europe. In
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1972, Hollywood publicly welcomed back one of their most legend-
ary performers, a man whom they had forced into exile during the
McCarthy era, when Charlie Chaplin was awarded an honorary
Oscar. And since the establishment of special awards such as the
Irving G. Thalberg Memorial Award, considered the highest honor a
producer can receive, and the Jean Hersholt Humanitarian Award,
each year the Oscars honor lifetime achievement in a moving ceremo-
ny. Recipients of these special awards, often Hollywood veterans and
audience favorites such as Henry Fonda and Jimmy Stewart, general-
ly evoke tears and standing ovations.

Although the Academy Awards purport to be non-partisan,
politics have always crept into the ceremony. In 1964, Sidney Poitier
was the first African-American recipient of a major award, winning
Best Actor for Lilies of the Field. In a country divided by the events of
the civil rights movement, Hollywood showed the world where it
stood. In 1972, Marlon Brando refused to accept his Oscar for Best
Actor for The Godfather, instead sending Sacheen Littlefeather to
make a proclamation about rights for Native Americans. When it was
revealed that Miss Littlefeather was in fact Maria Cruz, the former
Miss Vampire USA, the stunt backfired. In 1977, Vanessa Redgrave
ruffled feathers around the world when she used her acceptance
speech for best supporting actress in Julia to make an anti-Zionist
statement. That, however, has not stopped actors such as Richard
Gere and Alec Baldwin from speaking out against the Chinese
occupation of Tibet in the 1990s.

Every March, hundreds of millions of viewers tune in from
around the world to watch the Academy Awards. The tradition of
having a comedic Master of Ceremonies has continued with Johnny
Carson, David Letterman, Whoopi Goldberg, and Billy Crystal. Each
year the ceremony seems more extravagant, as Hollywood televises
its image around the globe. Academy president and two-time Oscar
winner Bette Davis once wrote that ‘*An Oscar is the highest and most
cherished of honors in a world where many honors are bestowed
annually. The fact that a person is recognized and singled out by those
who are in the same profession makes an Oscar the most coveted
award for all of us.”” Although popular culture is now riddled with
awards shows, the excitement of watching the world’s most glamor-
ous people honor their own has made the Academy Awards the
Grande Dame of awards ceremonies and a perennial audience favorite.

—Victoria Price
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AC/DC

The Australian rock group AC/DC appeared on the international
music scene in 1975 with their first U.S. release, High Voltage. Their
songs were deeply rooted in the blues and all about sexual adventure.
By the end of the decade, they had a solid reputation in the United
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Angus Young of AC/DC.

States and Europe as one of the best hard rock concert bands in the
world. Back in Black marked their breakthrough release, the number
two album in the United States in 1980, and the beginning of a decade
of largely uninterrupted success.

Throughout their career, AC/DC lived up to their credo of living
hard, fast, and simple. This lifestyle is typified in the song ‘‘Rocker’’:
“I’'m a rocker, I'm a roller, I'm a right out of controller/ I'm a
wheeler, I'm a dealer, I’'m a wicked woman stealer/ I’m a bruiser, I'm
a cruiser, I'm a rockin’ rollin’ man.”” The brothers Angus and
Malcolm Young, Australians of Scottish descent, began AC/DC in
the early 1970s. Discovered by American promoters, they first made a
name for themselves opening for hard rock legends, Black Sabbath
and Kiss.

Their music and stage show was built around the virtuoso solos
and the schoolboy looks of Angus Young. He pranced, sweated
profusely, rolled on the stage, and even mooned audiences mid-chord.
AC/DC backed up their hedonistic tales in their lives off-stage. In
1979, Bon Scott, their first singer, was found dead in the backseat of a
friend’s car after drinking too much and choking on his own vomit.
His death came soon after the release of the band’s best-selling album
at the time, Highway to Hell (1979). Whether they appreciated the
irony of the album or not, fans began to believe in AC/DC’s self-
proclaimed role as rock n’ roll purists. They also bought Back in
Black, the first album to feature Scott’s replacement, Brian Johnson,
at a feverish pace. The title track and ‘“You Shook Me All Night
Long’” would become college party standards. Johnson’s voice was
abrasive, his look blue-collar, and the band took off with Johnson and
Angus at the helm. Back in Black also benefitted from the slick
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influence of young producer Mutt Lange, who would go on to
produce many Heavy Metal bands in the 1980s and 1990s. AC/DC
followed up Back in Black with Dirty Deeds Done Dirt Cheap, a
collection of unreleased Bon Scott pieces that also proved successful.
The band spent the next ten years selling almost anything they
released, and heading many of the ‘ ‘Monsters of Rock’” summer tours
popular at the time.

However, AC/DC did experience their share of problems along
the way. When serial killer Richard Ramirez, the Los Angeles
Nightstalker, was convicted in 1989, it was quickly publicized that he
was a fanatic follower of AC/DC. In 1991, three fans were crushed at
an AC/DC concert in Salt Lake City. AC/DC managed to weather the
controversy quietly, continuing to produce loud blues-rock and play a
demanding concert schedule throughout the 1990s. While often
regarded as part of the 1980s heavy metal genre, AC/DC never
resorted to the outlandish spike-and-leather costumes or science-
fiction themes of many of their contemporaries, and may have had a
more lasting impact on popular music as a result. AC/DC reinforced
the blues roots of all rock genres, keeping bass and drum lines simple
and allowing for endless free-form solos from Angus Young. Young
carried the torch of the guitar hero for another generation—his antics
and youthful charisma made him more accessible than many of his
somber guitar-playing colleagues.

With songs such as ‘‘Love at First Feel’” and ‘‘Big Balls,”” and
lyrics like ‘‘knocking me out with those American thighs,”” and “‘I
knew you weren’t legal tender/ But I spent you just the same,”
AC/DC reaffirmed the eternal role of rock n’ roll: titillating adoles-
cents while frightening their parents. AC/DC refused all attempts to
analyze and categorize their music, claiming over and over that
““Rock n’ Roll ain’t no pollution/ Rock n” Roll is just Rock n’ Roll.””
Longer hair and more explicit language notwithstanding, these Aus-
tralian rockers were really just singing about the same passions that
had consumed Jerry Lee Lewis, Little Richard, and their screaming
teenage fans.

—Colby Vargas
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Ace, Johnny (1929-1954)

On Christmas day, 1954, backstage at the Civic Auditorium in
Houston, Texas, blues balladeer, songwriter, and pianist Johnny Ace
flirted with death and lost, shooting himself in the head while playing
Russian roulette. Ace was at the peak of his brief musical career. In
two years, he had scored six hits, two of them reaching number one on
the Billboard R&B chart, and Cash Box magazine had named him the
“Top Rhythm and Blues Singer of 1953.”” Shocked by his violent
death, Ace’s fans and his colleagues in the music industry searched
for an explanation. The musician had everything to live for, yet made
his demise his legacy. While no one will ever know why he commit-
ted suicide, his plaintive melodies and vocal delivery conjure associa-
tions filled with pathos.

Ace’s musical style, like that of many other Rhythm and Blues
artists, was eclectic, drawing from both church and secular contexts
and embracing blues, jazz, gospel, hymns, and popular songs. He was,
however, first and foremost a blues balladeer whose effectively
sorrowful baritone earned the description of ‘‘the guy with a tear in
his voice.”” His piano technique was limited, but his strength lay in his
abilities as a songwriter and vocalist, and his compositions were
memorable. He generally used a repeated pattern of simple motifs that
made retention easy for his listening audience, many of whom were
teenagers. Ace’s hits were sad, beautiful, touching songs that held his
listeners and caused them to ponder life. While he could sing the
straight 12-bar blues, this was not his forte. He was a convincing blues
balladeer, and it was this genre that clearly established his popularity
and his reputation. Ace’s blues ballads borrowed the 32-bar popular
song form, and were sung in an imploring but softly colloquial style in
the tradition of California-based blues singer and pianist Charles Brown.

John Marshall Alexander was born on June 9, 1929 in Memphis,
Tennessee. The son of the Rev. and Mrs. John Alexander Sr., Johnny
Ace sang in his father’s church as a child. He entered the navy in
World War II, and after returning to Memphis began to study the
piano and guitar. By 1949, he had joined the Beale Streeters, a group
led by blues vocalist and guitarist B. B. King and which, at various
times, included Bobby Bland, Roscoe Gordon, and Earl Forest. The
Beale Streeters gained considerable experience touring Tennessee
and neighboring states, and when King left the group, he charged
young Ace as leader. John Mattis, a DJ at radio station WDIA in
Memphis who is credited with discovering Ace, arranged a recording
session at which Ace sang, substituting for Bobby ‘‘Blue’” Bland,
who allegedly couldn’t remember the lyrics to the planned song. Ace
and Mattis hurriedly wrote a composition called ‘“My Song,”” and
recorded it. While it was a technically poor recording with an out-of-
tune piano, ‘“My Song’’ was an artistic and commercial success,
quickly becoming a number one hit and remaining on the R&B chart
for 20 weeks. The song employed the popular 32-bar form that
remained the formula for a number of Ace’s later compositions.

Ace signed with Duke Records, which was one of the first black-
owned independent record companies to expose and promote gospel
and rhythm and blues to a wider black audience. They released Ace’s
second record, ‘‘Cross My Heart,”” which featured him playing the
organ in a gospel style, with Johnny Otis’s vibra-harp lending a sweet,
blues-inspired counter melody to Ace’s voice. Again, this was a
recording of poor technical quality, but it was well received, and
climbed to number three on the R&B chart. The musician toured as
featured vocalist with his band throughout the United States, doing
one nighters and performing with Willie Mae ‘‘Big Mama’’ Thornton,
Charles Brown, and Bobby Bland, among others. Ace made several
other hit records, such as the chart-topping ‘“The Clock’’—on which
he accompanied himself on piano with a wistful melodic motif in
response to his slow-tempo vocal—and the commercially successful
““‘Saving My Love,”” ‘‘Please Forgive Me,”” and ‘‘Never Let Me
Go.”’” This last, given a memorable arrangement and superb accompa-
niment from Otis’s vibes, was the most jazz-influenced and musically
significant of Ace’s songs, recalling the work of Billy Eckstine.

Two further recordings, ‘‘Pledging My Love’” and ‘‘Anymore’’
(the latter featured in the 1998 film Eve’s Bayou), were Ace’s
posthumous hits. Ironically, ‘‘Pledging My Love’’ became his big-
gest crossover success, reaching number 17 on the pop chart. The
Late, Great Johnny Ace, who influenced California blues man Johnny
Fuller and the Louisiana ‘‘swamp rock’’ sound, made largely poign-
ant music which came to reflect his fate—that of a sad and lonely
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man, whose gentle songs were unable to quell his inner tension or
prevent his tragic end.

—Willie Collins
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Acker, Kathy (1948-1997)

In a process she described as “‘piracy,’” Kathy Acker appropriat-
ed the plots and titles of works such as Treasure Island, Great
Expectations, and Don Quixote and rewrote them in her own novels to
reflect a variety of feminist, political, and erotic concerns. Critics and
readers praised these techniques, but after she took a sex scene from a
Harold Robbins novel and reworked it into a political satire, Robbins
threatened to sue her publisher. When her publisher refused to support
her, Acker was forced to make a humiliating public apology. Al-
though her work is marked by an insistence that individual identity is
both socially constructed and inherently fragmented, Acker herself
became perhaps the most recognizable member of the literary avant-
garde since William S. Burroughs, whose work she deeply admired.

—Bill Freind
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Acupuncture

While acupuncture has been a successful Chinese medical
treatment for over 5,000 years, it was not well known to the general
U.S. public until the early 1970s, when President Nixon reopened
relationships with China. Acupuncture was first met with skepticism,
both by the U.S. public at large and the conventional American
Medical Association. Slowly, Americans and other western countries
began to conduct studies, sometimes in conjunction with the Chinese,
about the efficacy of acupuncture. Certain types of acupuncture,
particularly for pain management and drug related addictions, were
easily translated into western medical theory and could be easily
learned and used by western doctors. Thus, the idea of using some
acupuncture gained mainstream acceptance. As this acceptance grew,
so did the use of acupuncture and Chinese medical theories and
methods, at least amongst the numbers of people open to ‘‘alterna-
tive”” medicine. By the 1990s, despite initial scientific skepticism,
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acupuncture became one of the most accepted ‘‘alternative’’ medi-
cines in the United States, used to varying degrees by AMA physi-
cians and licensed Chinese doctors, and accepted on some levels by
health and government institutions.

Acupuncture theory purports that the body has an energy force
called Qi (‘‘chee’’) that runs through pathways, called meridians. Qi
involves not only the physical, but also spiritual, intellectual, and
emotional aspects of people. When the flow of Qi is disrupted for any
reason, ill-health ensues. To get the Qi flowing smoothly and health
restored, points along the meridians are stimulated either by acupunc-
ture (very fine needles), moxibustion (burning herbs over the points),
or acupressure (using massage on the points). Often, these three
methods are used together. The concept of Qi is also used in other
medical and spiritual philosophies, and was broadly used in the ‘‘New
Age’’ theories of the 1980s and 1990s, which helped popularize
acupuncture and vice versa.

Acupuncture began to be used in the United States primarily for
pain relief and prevention for ailments including backaches, head-
aches, arthritic conditions, fibromylgia, and asthmatic conditions.
Because the type of acupuncture used for these ailments was easy to
learn and adapt to western medicine, it was more quickly accepted.
The introduction of acupuncture in the United States sparked interest
by western medical researchers to gain a more complete understand-
ing of traditional Chinese medicine and to learn why, in western
terms, acupuncture ‘‘works.”” Theories soon abounded and those
couched in western terms further popularized acupuncture. A study
by Canadian Dr. Richard Chen, for instance, found that acupuncture
produces a large amount of cortisol, the body’s ‘‘natural’’ cortisone, a
pain killer. In 1977, Dr. Melzach, a noted physician in the field of
pain, found that western medicine’s trigger points, used to relieve
pain, correspond with acupuncture points.

Methods of acupuncture that became common in western culture
were ones that seemed ‘‘high-tech,”” were (partially or mostly)
developed within western culture, or developed in contemporary
times, such as Electro-acupuncture and Auricular acupuncture. Elec-
tro-acupuncture, often used for pain relief or prevention, administers
a small amount of electric power with various frequencies to send
small electrical impulses through an acupuncture needle. Electro-
acupuncture was first reported successfully used as an anesthesia for a
tonsillectomy in China in 1958, and the Chinese thereafter have used
it as a common surgical anesthesia. Doctors at Albert Einstein
Medical Center and Northville State Hospital successfully conducted
surgeries using Electro-acupuncture as an anesthesia between 1971
and 1972. Contemporary Auricular acupuncture, or ear acupuncture,
developed largely outside China in France in the 1950s. It started
becoming popular in the United States mostly for treating addictions
like cigarette smoking, alcoholism, and drug addiction.

By the 1980s, the popularity of acupuncture supported the
establishment of many U.S. schools teaching acupuncture within a
““Traditional Chinese Medicine’’ degree. Approximately sixty such
schools existed by the late 1990s. A quasi-governmental peer review
group recognized by the U.S. Department of Education and by the
Commission on Recognition of Postsecondary Accreditation, called
ACAOM (Accreditation Commission for Acupuncture and Orien-
tal Medicine) was devoted specifically to accrediting schools of
Traditional Chinese Medicine. Many states licensed acupuncturists
and doctors of Traditional Chinese Medicine, while some states
would allow only American Medical Association physicians to
practice acupuncture.
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Acupuncture also gained broader acceptance by the government
and health institutions in the 1990s. The World Health Organization
(WHO) estimated that there were approximately 10,000 acupuncture
specialists in the United States and approximately 3,000 practicing
acupuncturists who were physicians. In 1993 the Food and Drug
Administration (FDA) reported that Americans were spending $500
million per year and making approximately 9 to 12 million patient
visits for acupuncture treatments. A few years later, the FDA lifted
their ban of acupuncture needles being considered ‘‘investigational
devices.”” In late 1997, the National Institute of Health announced
that ‘. . . there is clear evidence that needle acupuncture treatment is
effective for postoperative and chemotherapy nausea and vomiting,
nausea of pregnancy, and postoperative dental pain . .. there are a
number of other pain-related conditions for which acupuncture may
be effective as an adjunct therapy, an acceptable alternative, or as part
of a comprehensive treatment program.”’ In late 1998, the prestigious
and often conservative Journal of the American Medical Association
published an article agreeing that acupuncture, as well as other
alternative therapies, can be effective for certain disease manage-
ment. This admission from the AMA was a sign of how far acupunc-
ture and Chinese medicine had been accepted in ‘‘popular culture’”—
if the AMA had accepted acupuncture under certain conditions, then
the general public certainly had accepted it to a much greater extent.

—tova stabin
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Adams, Ansel (1902-1984)

Photographer and environmentalist Ansel Adams is legendary
for his landscapes of the American Southwest, and primarily Yosemi-
te State Park. For his images, he developed the zone system of

photography, a way to calculate the proper exposure of a photograph
by rendering the representation into a range of ten specific gray tones.
The resulting clarity and depth were characteristic of the photographs
produced by the group f/64, an association founded by Adams and
fellow photographers Edward Weston and Imogen Cunningham.
Adams’ other important contribution in the development of photogra-
phy as an artform was his key role in the founding of the Museum of
Modern Art’s department of photography with curator Beaumont
Newhall. Adams’ timeless photographs are endlessly in reproduction
for calendars and posters, making his images instantaneously recog-
nizable. Ansel Adams has become one of the most popular and
familiar of photographers.

—Jennifer Jankauskas
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Adams, Scott
See Dilbert

Addams, Jane (1860-1935)

Born in Illinois, Jane Addams is remembered as an influential
social activist and feminist icon; she was the most prominent member
of a notable group of female social reformers who were active during
the first half of the twentieth century. Foremost among her many
accomplishments was the creation of Hull House in Chicago. Staff
from this settlement provided social services to the urban poor and
successfully advocated for a number of social and industrial reforms.
An ardent pacifist, Addams was Chair of The Woman’s Peace Party
and President of the International Congress of Women; she was also
the first woman to receive the Nobel Peace Prize (1931). Addams
supported women’s suffrage, Prohibition, and was a founding mem-
ber of the ACLU (American Civil Liberties Union). Her writings
include the widely read, autobiographical Twenty Years at Hull
House. Unmarried, Addams had romantic friendships with several
women. She is the ‘‘patron’’ saint of social workers and a symbol of
indefatigable social activism on the part of women.

—Yolanda Retter
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Jane Addams holding a peace flag, and Mary McDowell holding an
American flag.

The Addams Family

For years, beginning in the 1930s, cartoonist Charles Addams
delighted readers of the New Yorker with his macabre graphic
fantasies. Among his most memorable creations was a ghoulish brood
known as the Addams Family. On television and film, the creepy,
kooky clan has seemed determined to live on in popular culture long
after its patriarch departed the earthly plane in 1988.

Like all of Addams’s work, the Addams Family feature played
off the identification the audience made with the characters. In many
ways, the Addams clan—father, mother, two children, and assorted
relatives (all unnamed)—were like a typical American family. But
their delight in their own fiendishness tickled the inner ghoul in
everyone. In one of Addams’s most famous cartoons, the family
gleefully prepared to pour a vat of boiling liquid from the roof of their
Gothic mansion onto Christmas carolers singing below. No doubt
millions of harried New Yorker readers harbored secret desires to
follow suit.

To the surprise of many, the ‘‘sick humor’’ of the Addams
Family found life beyond the printed page. In September 1964, a
situation comedy based on the cartoons debuted on ABC. Producers
initially sought input from Addams (who suggested that the husband
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be called Repelli and the son Pubert) but eventually opted for a more
conventional sitcom approach. The show was marred by a hyperac-
tive laugh track but otherwise managed to adapt Addams’s twisted
sense of humor for mainstream consumption.

Veteran character actor John Astin played the man of the house,
now dubbed Gomez. Carolyn Jones lent a touch of Hollywood
glamour to the role of his wife, Morticia. Ted Cassidy, a heavy-lidded
giant of a man, was perfectly cast as Lurch, the butler. The scene-
stealing role of Uncle Fester went to Jackie Coogan, a child star of
silent films now reincarnated as a keening, bald grotesquerie. Blos-
som Rock played the haggard Grandmama, with little person Felix
Silla as the hirsute Cousin Itt. Lisa Loring and Ken Weatherwax
rounded out the cast as deceptively innocent-looking children Wed-
nesday and Pugsley, respectively.

The Addams Family lasted just two seasons on the network.
Often compared to the contemporaneous horror comedy The Munsters,
The Addams Family was by far the more sophisticated and well-
written show. Plots were sometimes taken directly from the cartoons,
though few seemed to notice. Whatever zeitgeist network executives
thought they were tapping into when they programmed two super-
natural sitcoms at the same time fizzled out quickly. The Addams
Family was canceled in 1966 and languished in reruns for eleven
years, at which point a Halloween TV movie was produced featuring
most of the original cast. Loring did manage to capture a few
headlines when she married porno actor Paul Siedermann. But the
series was all but forgotten until the 1990s, when it was introduced to
a new generation via the Nick at Nite cable channel.

The mid-1990s saw a craze for adapting old-school sitcom
chestnuts into feature-length movies. On the leading edge of this trend
was a movie version of The Addams Family released in 1991.
Directed by Barry Sonnenfeld, the film boasted a top-rate cast, with
Raul Julia as Gomez, Anjelica Huston as Morticia, and Christopher
Lloyd as Uncle Fester. It was widely hailed as closer to Addams’s
original vision than the television series but derided for its woefully
thin plot. A sequel, Addams Family Values, followed in 1993. In
1999, there was talk of yet another feature adaptation of Addams’s
clan of ghouls, this time with an entirely new cast.

—Robert E. Schnakenberg
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Adderley, Cannonball (1928-1975)

Alto saxophonist, bandleader, educator, and leader of his own
quintet, Cannonball Adderley was one of the preeminent jazz players
of the 1950s and 1960s. Adderley’s style combined hard-bop and soul
jazz impregnated with blues and gospel. The first quintet he formed
with his brother Nat Adderley disbanded because of financial difficul-
ties. The second quintet, formed in 1959, successfully paved the way
for the acceptance of soul jazz, achieved commercial viability, and
remained intact until Adderley’s untimely death on August 8, 1975.
The group at various times consisted of Bobby Timmons, George
Duke, Joe Zawinul, Victor Feldman, Roy McCurdy, and Louis
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Anjelica Huston (left) with Raul Julia in the film Addams Family Values.

Hayes, among others. Occasionally, a second saxophonist was added
to make a sextet.

The son of a jazz cornetist, Julian Edwin Adderley was born
September 15, 1928 in Tampa, Florida. ‘‘Cannonball’’ was a corrup-
tion of cannibal, an appellation he earned during childhood for his
rapacious appetite. His first professional musical experience was as a
bandleader. He was band director at Dillard High School in Fort
Lauderdale, Florida, while also leading a south Florida jazz group
(1942-48); he later directed another high school band (1948-50) and
the U.S. 36th Army Dance Band (1950-52).

Adderley captivated listeners when he moved to New York in
the summer of 1955 and jammed with Oscar Pettiford at the Bohemia.
This chance session landed him a job with Pettiford and a recording
contract, causing him to abandon his plans for pursuing graduate
studies at New York University. Adderley was labeled ‘‘the new
Bird,”’ since his improvisations echoed those of Charlie ‘“Yardbird”’
Parker, who died shortly before the younger man’s discovery in New
York. The comparison was only partly accurate. To be sure, Adderley’s
improvisations, like those of so many other saxophonists, imitated
Parker; however, his style owed as much to Benny Carter as to blues
and gospel. His quintet’s hard-bop style was largely a reaction against
the third-stream jazz style of the 1950s: the fusion of jazz and art
music led by Gunther Schuller. As a kind of backlash, Adderley

joined other black jazz musicians such as Art Blakey in a sometimes
pretentious attempt to restore jazz to its African-American roots by
making use of black vernacular speech, blues, gospel, call-and-
response, and handclap-eliciting rhythms. Adderley maintained that
“‘good’’ jazz was anything the people liked and that music should
communicate with the people.

The Cannonball Adderley Quintet became popular after the
release of the Bobby Timmons composition ‘‘This Here.”” Several
hits followed, all in the hard-bop gospel-oriented call-and-response
style, such as Nat Adderley’s ‘“Work Song’’ and ‘‘Jive Samba’’; Joe
Zawinul’s ‘‘Mercy, Mercy, Mercy’’; and Cannonball Adderley’s
““Sack O’ Woe.”” As an educator and bandleader, Adderley intro-
duced the compositions and contextualized them for audiences. In the
late 1960s and early 1970s, Adderley led quintet workshops for
colleges and universities.

Adderley’s musical legacy is assured due to his stellar improvi-
sations and fluency on the alto saxophone. His style was not confined
to hard-bop since he was equally adept at playing ballads, bebop, and
funk. Adderley joined the Miles Davis Quintet in 1957, replacing
Sonny Rollins, and remained through 1959, participating in the
classic recording of the album Kind of Blue, one of the three most
celebrated albums in jazz history. He also appeared on the albums
Porgy and Bess, Milestones, Miles and Coltrane, and 58 Miles. Davis
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and Coltrane’s modal style of jazz playing on Kind of Blue influ-
enced Adderley. Musical characteristics such as a full-bodied tone,
well-balanced phrases, sustained notes versus rapid flurries, and a
hard-driving swinging delivery were the marks that distinguished
Adderley’s style.

Adderley recorded for a number of labels including Original
Jazz Classics, Blue Note, Landmark, Riverside, and Capitol. Out-
standing albums representing his work include Somethin’ Else (1958)
on Blue Note, Cannonball and Coltrane (1959) on Emarcy, African
Waltz (1961; big band format), and Nancy Wilson and Cannonball
Adderley (1961) on Capitol. The composition ‘‘Country Preacher,”
which appeared on the album The Best of Cannonball Adderley
(1962), shows off Adderley’s skillful soprano sax playing.

Cannonball Adderley’s life and career are documented in a
collection of materials held at Florida A&M University in Tallahas-
see. A memorial scholarship fund was established at UCLA by the
Center for Afro-American Studies in 1976 to honor his memory with
scholarships for UCLA students.

—Willie Collins

FURTHER READING:

Adderley, Cannonball. The Best of Cannonball Adderley: The Capitol
Years. Capitol compact disc CDP 7954822.

Adidas

In an era before athletic-performance gear with distinctive logos
existed as a market commodity, Adidas footwear were the designer
sneakers of their day. For several decades, Adidas shoes were worn by
professional and Olympic athletes, and the company’s distinctive
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three-stripe logo quietly sunk into the public consciousness through
years of television cameras trained on Adidas-wearing athletes. The
company and its clothing—especially the trefoil logo T-shirt—
became indelibly linked with 1970s fashion, and during the early
years of rap music’s ascendancy, Adidas became the first fashion
brand name to find itself connected with hip-hop cool.

Like a Mercedes-Benz, Adidas shoes were considered both well
designed and well made—and much of this was due to the product’s
German origins. The company began in the early 1920s as slipper
makers Gebruder Dassler Schuhfabrik, in Herzogenaurach, Germa-
ny, near Nuremberg. One day in 1925 Adolf (Adi) Dassler designed a
pair of sports shoes; thereafter he began to study the science behind
kinetics and footwear. By 1931 he and his brother Rudolph were
selling special shoes for tennis players, and they soon began to design
specific shoes for the needs of specific sports. They devised many
technical innovations that made their footwear popular with athletes,
not the least of which was the first arch support. The brothers were
also quick to realize that athletes themselves were the best advertise-
ment for their shoes. Initiating a long and controversial history of
sports marketing, in 1928 the company gave away their first pairs of
free shoes to the athletes of the Olympic Games in Amsterdam. Eight
years later, American sprinter Jesse Owens was wearing Adidas when
he won a gold medal in track at the Berlin Olympic Games.

In 1948 the Dassler brothers had a falling-out and never spoke
again. The origins of their split, which dissolved their original firm,
remain somewhat of a mystery, but probably revolve around their
shifting alliances before, during, and after Hitler, the Nazi Party, and
World War II. Rudi was drafted and was later captured by Allied
forces, while Adi stayed home to run the factory that made boots for
Wehrmacht soldiers during the war. After the war, Rudi Dassler
moved to the other side of Herzogenaurach and founded his own line
of athletic footwear, Puma. Adolf Dassler took his nickname, Adi,
and combined it with the first syllable of his last name to get
“‘Adidas,”” with the accent on the last syllable. Cutthroat competition
between the two brands for hegemony at major sporting events, as
well as formal legal battles, would characterize the next three decades
of both Adidas and Puma corporate history.

At Olympic and soccer events, however, Adidas had the advan-
tage, especially when television cameras began broadcasting such
games to a much wider audience: Adi Dassler had devised a distinc-
tive three-stripe logo back in 1941 (and registered it as a trademark for
Adidas after the split) that was easily recognizable from afar. The
company did not begin selling its shoes in the United States until
1968, but within the span of a few short years Adidas dominated the
American market to such an extent that two American competitors,
Wilson and MacGregor, quit making sports shoes altogether. In 1971
both Muhammad Ali and Joe Frazier wore Adidas in their much-
publicized showdown. At the 1972 Olympic Games in Munich, every
official wore Adidas, and so did 1,164 of the 1,490 international
athletes. Adidas also made hip togs for tennis, a sport then enjoying a
wave of popularity, and by 1976 the Adidas trefoil-logo T-shirt had
become a status-symbol item and one of the first brand-name ‘ ‘must-
haves’’ for teenagers.

The Adidas craze dovetailed perfectly with the growing number
of Americans interested in physical fitness as a leisure activity. By
1979, 25 million Americans were running or jogging, and the end of
the 1970s marked the high point of Adidas’s domination of the
market. When Adi Dassler died in 1978, his son Horst took over the
company, but both men failed to recognize the threat posed by a small
Oregon company named Nike. Founded in 1972, Nike offered more
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distinctive colors and styles than Adidas, while also patenting the
technical innovations underneath and inside them. Adidas soon sunk
far behind in sales. The company was overtaken by Nike in the 1980s
and even damaged by the ubiquitousness of the Reebok brand, which
made shoes that were considered anything but high-performance.
When Horst Dassler died in 1987, Adidas spun further into financial
misfortune, and would be bought and resold a number of times over
the next few years.

Adidas’s only high point of the decade came in 1986, when the
New York rap group Run D.M.C.—the first of the genre to reach
platinum sales—had a hit with ‘‘My Adidas,’’ a break-beat homage to
the footwear. The rappers wore theirs without laces, a style imitated
by legions of fans. Adidas signed them to an endorsement deal. But by
the 1990s, Adidas was holding on to just a two to three percent share
of the U.S. market and seemed doomed as a viable company. A
revival of 1970s fashions, however—instigated in part by dance-club-
culture hipsters in England—suddenly vaulted the shoes back to
designer status. Among American skateboarders, Adidas sneakers
became de rigeur, since the company’s older flat-bottomed styles
from the 1970s turned out to be excellent for the particular demands of
the sport.

In the United States, part of the brand’s resurgence was the
common marketing credo that teens will usually shun whatever their
parents wear, and their parents wore Nike and Reebok. Twenty-year-
old Adidas designs suddenly became vintage collectibles, and the
company even began re-manufacturing some of the more popular
styles of yore, especially the suede numbers. Arbiters of style from
Elle MacPherson to Liam Gallagher sported Adidas gear, but a
company executive told Tennis magazine that when Madonna was
photographed in a vintage pair of suede Gazelles, ‘‘almost overnight
they were the hot fashion item.”” In 1997 Adidas sales had climbed
over fifty percent from the previous year, signaling the comeback of
one of the twentieth century’s most distinctive footwear brands.

—Carol Brennan
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Adler, Renata (1938—)

Renata Adler achieved a controversial success and notoriety in
the New York literary scene. Her film reviews for the New York Times
(collected in A Year in the Dark, 1969) appeared refreshingly honest,
insightful, and iconoclastic to some, opinionated and uninformed to
others. But her essay collection Towards a Radical Middle (1970), a
highly critical as well as high-profile review of the New Yorker’s
venerable film critic Pauline Kael, and a 1986 exposé of the media’s
“‘reckless disregard’’ for ‘‘truth and accuracy’’ confirmed her role as
gadfly. Adler’s two novels, Speedboat (1976) and Pitch Dark (1983),
defined her as a decidedly New York author with her distinctive,
detached, anonymous voice; shallow characters; minimalist plot; and
sparse, cinematic style. Her style garnered criticism from some but
resonated with others, especially women of Adler’s (and Joan Didion’s)
pre-feminist generation and class, similarly caught between romantic
yearning and postmodern irony.

—Robert A. Morace
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The Adventures of Ozzie and Harriet

As television’s longest running situation comedy, airing from
1952 to 1966 on the ABC network, The Adventures of Ozzie and
Harriet provides a window into that era’s perception of the idealized
American family. The program portrayed the real-life Nelson family
as they faced the minor trials and tribulations of suburban life:
husband Ozzie (1906-1975), wife Harriet (1909-1994), and their two
sons, David (1936-) and Ricky (1940-1985). Its gentle humor was
enhanced by viewers’ ability to see the boys grow up before their eyes
from adolescents to young adulthood. Although Ozzie had no appar-
ent source of income, the family thrived in a middle-class white
suburban setting where kids were basically good, fathers provided
sage advice, and mothers were always ready to bake a batch of
homemade brownies. Critic Cleveland Amory, in a 1964 review for
TV Guide, considered the wholesome program a mirage of the
“‘American Way of Life.”” Behind the scenes, however, the Nelsons
worked hard to evoke their image of perfection.

The televised Ozzie, who is remembered, with Jim Anderson
and Ward Cleaver, as the definitive 1950s TV dad—a bit bumbling
but always available to solve domestic mishaps—stands in stark
contrast to Ozzie Nelson, his driven, workaholic, off-screen counter-
part. The New Jersey native was a youthful overachiever who had
been the nation’s youngest Eagle Scout, an honor student, and star
quarterback at Rutgers. Upon graduating from law school he became
a nationally known bandleader while still in his twenties. In 1935, he
married the young starlet and singer Harriet Hilliard. The couple
debuted on radio in 1944 with The Adventures of Ozzie and Harriet, a
fictionalized version of their own lives as young entertainers raising
two small boys. The children were originally portrayed by child
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The cast of The Adventures of Ozzie and Harriet celebrate the show’s 12" anniversary: (from left) Ricky, Harriet, Ozzie, and David.

actors, until the real-life Nelson kids took over the roles of ‘‘David’’
and ‘“‘Ricky’” in 1949. Eager to translate their radio success to
television, Ozzie negotiated a deal with ABC and wrote a film script
titled Here Come the Nelsons. The 1952 movie, in which the radio
show’s Hollywood setting was transformed into an anonymous
suburbia, served as the pilot for the durable television program.
Ozzie’s agreement with the ABC network gave him complete
creative control over the series. Throughout its fourteen-year run on
the television airwaves, he served as the program’s star, producer,
director, story editor, and head writer. He determined his show would
be less frenetic than other sitcoms, like I Love Lucy or The Honey-
mooners, where zany characters were continually involved in out-
landish antics. Rather, his series would feature gentle misunderstand-
ings over mundane mishaps, such as forgotten anniversaries and
misdelivered furniture. The Nelsons never became hysterical, but
straightened out their dilemmas by each episode’s end with mild good
humor. The focus was strictly on the Nelsons themselves and only
rarely were secondary characters like neighbors ‘‘Thorny’’ Thornberry
and Wally Dipple allowed to participate in the main action. This
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situation changed radically only late in the series after the Nel-
son boys married and their real-life wives joined the show to
play themselves.

As the years went on, the show’s focus shifted away from the
parents and toward David and Ricky’s teen experiences. David was
portrayed as the reliable older brother, while Ricky was seen as more
rambunctious and inclined to challenge his parents’ authority. The
younger brother’s presence on the program was greatly expanded in
1957 with the broadcast of the episode ‘‘Ricky the Drummer.”” In real
life, Ricky was interested in music and asked his father if he could
sing on the show to impress a girl. Ozzie, who often based his scripts
on the family’s true experiences, agreed and allowed the boy to sing
the Fats Domino hit “‘I’'m Walkin’’’ in a party scene. Within days
Ricky Nelson became a teen idol. His first record sold 700,000 copies
as fan clubs formed across the nation. In 1958 he was the top-selling
rock and roll artist in the country. To capitalize on the teen’s
popularity, Ozzie increasingly incorporated opportunities for Ricky
to sing on the show. Filmed segments of Ricky performing such hits
as ““Travelin’ Man’’ and ‘‘A Teenager’s Romance’” were placed in
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the final segment of many episodes. Often the songs were unconnect-
ed to that week’s plot. The self-contained performance clips reveal
Ozzie as a pioneer in the development of rock videos.

The TV world inhabited by the fictionalized Nelsons was a much
different place than that occupied by the real-life family. Ozzie was an
often distant and authoritarian father who demanded his boys live up
to their squeaky-clean images. Family friend Jimmie Haskell com-
mented that Ricky ‘‘had been raised to know that there were certain
rules that applied to his family. They were on television. They
represented the wonderful, sweet, kind, good family that lived next
door, and that Ricky could not do anything that would upset that
image.”’ Critics have charged that Ozzie exploited his family’s most
personal moments for commercial profit. The minor events of their
daily lives were broadcast nationwide as the family unit became the
foundation of a corporate empire. Tensions grew as Ricky began to
assert himself and create an identity beyond his father’s control. Their
arguments over the teen’s hair length, bad attitude, and undesirable
friends foreshadowed disagreements that would take place in homes
around America in the 1960s. It is ironic that Ricky’s triumph as a
rock singer revitalized his parents’ show and allowed Ozzie to assert
his control for several more years.

The Adventures of Ozzie and Harriet is not remembered as a
particularly funny or well-written comedy. In many respects, it is a
cross between a sitcom and soap opera. The incidents of individual
episodes are enjoyable, but even more so is the recognition of the real-
life developments of the Nelsons that were placed into an entertain-
ment format. In the words of authors Harry Castleman and Walter
Podrazik, ‘‘ [The Nelsons] are an aggravatingly nice family, but they
interact the way only a real family can . . . This sense of down to earth
normality is what kept audiences coming back week after week.”’
Perhaps the greatest legacy of Ozzie, Harriet, David, and Ricky is
their continuing effect upon the American people. They and similar
shows, such as Father Knows Best, Leave It to Beaver, and The
Donna Reed Show display an idealized version of 1950s American
life free from economic problems, racial tensions, and violence more
severe than a dented fender. Ozzie and his imitators perpetuated an
idyllic world where all problems were easily resolved and all people
were tolerant, attractive, humorous, inoffensive, and white. David
Halberstam, author of The Fifties, cites such shows as creating a
nostalgia for a past that never really existed. The New Yorker captured
this sentiment when it published a cartoon of a couple watching TV,
in which the wife says to her husband, ‘I’ll make a deal with you. I'll
try to be more like Harriet if you’ll try to be more like Ozzie.”” The
senior Nelsons returned to television in the short-lived 1973 sitcom
Ozzie’s Girls. The plot revolved around the couple taking in two
female boarders—one black and one white. The attempt to add
“‘relevance’’ to the Ozzie and Harriet formula proved a failure.
Audiences preferred to remember them as icons of a simpler past and
not facing an uncertain present.

——Charles Coletta
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Advertising

Advertising, the promotion of goods or services through the use
of slogans, images, and other attention-getting devices, has existed
for thousands of years, but by the late 1990s in the United States it had
become ubiquitous, permeating almost every aspect of American life.
Indeed, the most omnipresent trend was the placement of advertise-
ments and logos on virtually any medium that could accommodate
them. Advertising and brand logos appeared regularly on T-shirts,
baseball caps, key chains, clothing, plastic cups and mugs, garbage
cans, bicycle racks, parking meters, the bottom of golf cups, in public
restrooms, on mousepads, in public school hallways, and, for schools
fortunate enough to be located near major airports, on school roof-
tops. The quest for new advertising venues never stopped—advertis-
ing has been placed on cows grazing near a highway (in Canada), and
on the edible skins of hot dogs.

Television screens became commonplace in many places where
the audience was captive—doctor’s offices, which were fed special-
ized health-related programs interspersed with commercials for health-
related products, airports (fed by CNN’s Airport Network), and
supermarket checkout counters. Indeed, by 1998 place-based adver-
tising, defined by advertising scholar Matthew P. McAllister in The
Commercialization of American Culture as ‘‘the systematic creation
of advertising-supported media in different social locations’’ had
reached almost any space where people are ‘‘captive’” and have little
to distract them from the corporate plugs. Advertising had invaded
even what was once regarded as private space—the home office, via
the personal computer, where advertisements on Microsoft Windows
“‘desktop’” were sold for millions of dollars.

By 1998, almost all sporting events, from the high school to
professional levels, had become advertising vehicles, and the link
between sports and corporations had become explicit. Stadiums (San
Francisco’s 3Com stadium, formerly Candlestick Park), events (The
Nokia Sugar Bowl, the Jeep Aloha Bowl), teams (the Reebok Aggie
Running Club), awards (the Dr. Pepper Georgia High School Football
Team of the Week, the Rolaids Relief Man award, for Major League
Baseball’s best relief pitcher), and even individual players had
become, first and foremost, brand advertising carriers. Sports shoe
manufacturers spent millions of dollars and competed intensely to
have both teams and star players, at all levels of competitive sports,
wear their shoes—as a basketball player wearing Nike shoes provided
essentially a two-hour advertisement for the corporation each time the
player appeared on television or in an arena.

It was not until the late 1800s that advertising became a major
element of American life. Advertising had been a mainstay of U.S.
newspapers beginning in 1704, when the first newspaper advertise-
ment appeared. In the 1830s, new printing technologies led to the
emergence of the ‘‘penny press,”’ inexpensive city newspapers that
were largely supported by advertising, rather than subscriptions. Until
the late 1800s, however, most advertisements were little more than
announcements of what merchant was offering what goods at what
price. But in the late 1800s, the confluence of mass production, the
trans-continental railway, and the telegraph necessitated what had
before been unthinkable—a national market for products that could
be promoted through national publications. Advertising promoted
and branded products that had, until around 1910, been seen as
generic commodities, such as textiles, produce, and coal.

23



ADVERTISING

ENCYCLOPEDIA OF POPULAR CULTURE

Brooke Shields in an ad for Calvin Klein jeans.

At the same time, printing technology also advanced to a stage
where it became possible to create visually appealing ads. Still, before
the 1920s, advertising was, by current standards, fairly crude. Patent
medicines were advertised heavily during the late 1800s, and the
dubious claims made by advertisers on behalf of these products
tainted the advertising profession. But, by the turn of the century, the
new ‘‘science’’ of psychology was melded with advertising tech-
niques, and within ten years advertising agencies—which had emerged
in the late 1800s—and the men who worked for them began to gain
some respectability as professionals who practiced the ‘‘science’” of
advertising and who were committed to the truth. After the successful
application of some of these psychological principles during the U.S.
Government’s ‘‘Creel Committee’” World War I propaganda cam-
paigns, advertising became ‘ ‘modern,’’ and advertising leaders strove
to associate themselves with the best in American business and
culture. Advertising men, noted advertising historian Roland Marchand
in Advertising the American Dream, viewed themselves as ‘‘moder-
nity’s ‘town criers.” They brought good news about progress.”” The
creators of advertisements believed that they played a critical role in
tying together producers and consumers in a vast, impersonal market-
place, in part by propagating the idea that modern products and ideas
were, by their very newness, good. Advertising men, wrote Marchand,
believed that ‘‘Inventions and their technological applications made a
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dynamic impact only when the great mass of people learned of their
benefits, integrated them into their lives, and came to lust for more
new products.”’

From the 1920s to the 1950s, advertisers and advertising domi-
nated the major national media, both old (newspapers and magazines)
and new (radio and television). The first radio advertisement was sent
through the airwaves in 1922, and by the 1930s radio and its national
networks—the Columbia Broadcasting System (CBS) and the Na-
tional Broadcasting Corporation (NBC) were a firmly entrenched part
of American life.

In the 1950s, television quickly became the medium of choice
for national advertisers, and about 90 percent of all U.S. households
had sets by 1960. After that, audiences became increasingly frag-
mented for all media and advertising soon became targeted to
particular markets. Magazines and radio led the way in niche market-
ing. In the 1950s, these media were immediately threatened by
television’s mass appeal. Radio, whose programming moved to
television, began offering talk shows and music targeted at specific
audiences in the 1950s, and with the targeted programs came targeted
advertising, including acne medicine ads for teens on rock 'n’ roll
stations and hemorrhoid ointment commercials for older people
listening to classical music. By the late 1960s and early 1970s,
magazines became increasingly specialized; such general-interest,
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mass-circulation magazines as Life, Look, and the Saturday Evening
Post first lost advertising support and circulation, and in the case of
the first two, went out of business. Meanwhile, the number of special-
interest magazines increased from 759 in 1960 to 2,318 in the early
1990s. These magazines appealed to smaller audiences that shared
common interests—hobbies, sports, fashion, and music. By the 1970s
sleeping bags could be advertised in Outside magazine, rock albums
in Creem, and gardening implements in Herb Quarterly.

Up until the 1990s, advertisers still had a relatively well-defined
task: to determine where money would best be spent based on four
primary criteria: reach, or how many people could possibly receive
the message; frequency, or how often the message could be received;
selectivity, or whether the advertisement would reach the desired
potential customers; and efficiency, or the cost (usually expressed in
cost per thousand people). However, during the 1980s, changes in
society (government deregulation during the Reagan era) and techno-
logical changes (the broad acceptance of VCRs, cable television, and
remote controls) forced advertisers to seek out new venues and to
embrace new techniques. As the media became increasingly more
complex and fragmented, corporations footing the bill for advertising
also demanded more specific data than ever before, to the point
where, in the late 1990s, there were serious—and increasingly effec-
tive—attempts to measure whether a specific ad led to a specific
purchase or action by a consumer.

Advertisers in the late 1990s sought to regain some of the control
they lost in targeting ads on television. Before the 1980s, most major
markets had half a dozen or so outlets—CBS, NBC, ABC, PBS, and
one or two independent stations. In addition, remote controls and
VCRs were uncommon. Viewers’ choices were limited, changing the
channel was difficult, and it was difficult to ‘‘zap’” commercials
either by channel ‘‘surfing’’ (changing channels quickly with a
remote control) or by recording a program and fast-forwarding over
ads. ‘‘Advertisers are increasingly nervous about this recent, if
superficial, level of power audiences have over their electronic media
viewing,”” wrote McAllister. ‘‘New viewing technologies have been
introduced into the marketplace and have become ubiquitous in
most households. These technologies are, in some ways, anti-
advertising devices.”’

Cable television had also, by the late 1980s, become trouble-
some for advertisers, because some stations, like MTV and CNN
Headline News, had broken up programs into increasingly short
segments that offered more opportunities to skip advertising. Sports
programming, an increasing mainstay of cable, also puzzled advertis-
ers, because commercials were not regularly scheduled—viewers
could switch between games and never had to view a commercial.
Attempts to subvert viewer control by integrating plugs directly into
the broadcast had some success—and one advertiser might sponsor an
ever-present running score in one corner of the screen, while another
would sponsor instant replays and a third remote reports from other
games. These techniques were necessary, as at least one study
conducted in the 1980s indicated that when commercials came on,
viewership dropped by 8 percent on network TV and 14 percent on
cable stations.

Cable television, which had existed since the 1950s as a means
of delivering signals to remote communities, blossomed in the 1970s.
Home Box Office (HBO), became, in 1972, the first national cable
network. By 1980, 28 percent of U.S. households had cable televi-
sion, and by 1993 this figure reached 65 percent. Cable, with the
ability to provide up to 100 channels in most areas by the late 1990s,

provided the means for niche marketing on television, and by the mid-
1980s, advertisers took for granted that they could target television
commercials at women via the Lifetime Network, teenagers through
MTV, middle-class men through ESPN, blacks through BET, the
highly educated through the Arts and Entertainment Network, and so
on. Many advertisers found the opportunity to target specific audi-
ences to be more cost-efficient than broadcasting to large, less well-
defined audiences, because in the latter group, many viewers would
simply have no interest in the product, service, or brand being pitched.

Adpvertising, in short, had a direct impact on television content.
By the early 1990s, many individual programs had well-defined
audiences, and could become ‘‘hits’” even if they reached only a small
portion of the potential general audience. For example, the WB
network’s Dawson’s Creek, which debuted in 1998, only attracted
nine percent of all viewers watching at the time it was broadcast, but it
was considered a hit because it delivered a large teen audience to
advertisers. Similarly, Fox’s Ally McBeal achieved hit status by
attracting only a 15 percent share of all viewers, because it appealed to
a vast number of young women. These numbers would have been
considered unimpressively small until the 1990s, but by then the
demographics of the audience, rather than the size, had become all
important to network marketers. In 1998, advertisers were paying
between $75,000 and $450,000 for a 30-second commercial (depend-
ing on the show and the day and time it was broadcast), and demanded
to know exactly who was watching. In the 1980s and 1990s, three new
networks—Fox, UPN, and WB—had emerged to compete with the
well-established CBS, NBC, and ABC, and succeeded by targeting
younger viewers who were attractive to certain advertisers.

Despite strong responses to the many challenges advertisers
faced, some groups remained elusive into the 1990s. People with
active lifestyles were often those most desired by advertisers and
could be the most difficult to reach. Non-advertising supported
entertainment—pay cable (HBO, Showtime), pay-per-view, videos,
CDs, laser disks, CD-ROMS, video games, the Internet, etc.—was
readily available to consumers with the most disposable income. As
opportunities to escape advertising increased, it paradoxically be-
came more difficult to do so, as corporate and product logos found
their way to the most remote places on earth. For example, outdoor
gear manufacturer North Face provided tents for Mount Everest
expeditions; these tents were featured in the popular IMAX film
““Everest’’; corporate logos like the Nike ‘‘swoosh’” were embedded
on every article of clothing sold by the company, making even the
most reluctant individuals walking billboards who both carried and
were exposed to advertising even in the wilderness.

As advertising proliferated in the 1980s and 1990s, so did its
guises. Movie and television producers began to charge for including
products (product placement) in films and programs. In exchange for
money and tie-ins that plugged both the film and product, producers
displayed brands as props in films, excluding competing brands. One
of the most successful product placements was the use of Reese’s
Pieces in the movie E.T. (1982), which resulted in a sales increase of
85 percent. In Rocky 111, the moviegoer saw plugs for Coca-Cola,
Sanyo, Nike, Wheaties, TWA, Marantz, and Wurlitzer. Critics viewed
such advertising as subliminal and objected to its influence on the
creative process. The Center for the Study of Commercialism de-
scribed product placement as ‘‘one of the most deceitful forms of
advertising.”” Product placement, however, was a way of rising above
clutter, a way to ensure that a message would not be ‘‘zapped.””

Identifying targets for ads continued, through the late 1990s, to
become increasingly scientific, with VALS research (Values and
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Lifestyles) dividing audiences into categories such as ‘‘actualizers,’’
“‘achievers,”” strivers,”’ and ‘‘strugglers.”” Even one of the most
traditional advertising methods, the highway billboard, had, in the
1990s, adapted sophisticated audience-identification techniques. One
research firm photographed license plate numbers as cars drove by
billboards, then matched the number with the car owner’s address,
which gave the advertisers an indication of income and class by
neighborhood. Billboard advertisers also successfully identified geo-
graphic areas with high numbers of people matching the characteris-
tics of a company’s or product’s best customers. For example,
Altoids, a strong mint, had, in the late 1990s, a strong customer base
among young, urban, and socially active adults, who were best
reached by billboards. Altoids’ advertising agency, Leo Burnett,
identified 54 demographic and lifestyle characteristics of Altoids
customers and suggested placing ads in neighborhoods where people
with those characteristics lived, worked, and played. This was a
wildly successful strategy, resulting in sales increases of 50 percent in
the target markets.

By 1998, many businesses were having increasing success
marketing to individuals rather than consumer segments. Combina-
tions of computers, telephones, and cable television systems had
created literally thousands of market niches while other new tech-
nologies facilitated and increased the number of ways to reach these
specialized groups.

The most promising medium for individually tailored advertis-
ing was the Internet. Online advertising developed quickly; within
five years of the invention of the graphical web browser in 1994, the
Direct Marketing Association merged with the Association for Inter-
active Media, combining the largest trade association for direct
marketers with the largest trade association for internet marketers.
Adpvertisers tracked world wide web ‘‘page views’’ and measured
how often Web surfers ‘‘clicked through’ the common banner
advertisements that usually led directly to the marketing or sales site
of the advertiser. Many companies embraced the even more common
medium of e-mail to successfully market to customers. For example,
Tomega, a disk drive manufacturer, sent e-mail to registered custom-
ers about new products and received favorable responses. Online
retailers such as bookseller Amazon.com touted e-mail announce-
ments of products that customers had expressed interest in as a
customer service benefit. Although internet advertising was still
largely experimental in the late 1990s, many manufacturers, whole-
salers, and retailers recognized that web advertising was a necessary
part of an overall marketing plan. Companies that provided audience
statistics to the media and advertising industries struggled to develop
trustworthy, objective internet audience measurement techniques.

—Jeff Merron
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Advice Columns

An often maligned and much parodied journalistic genre—
though a telling and accurate barometer of moral assumptions and
shifting sexual attitudes—the advice column has been a staple of
various venues of American journalism for over a century.

Ironically, the grandmother of all advice columnists, Dorothy
Dix, never existed in the real world at all. In fact, none of the major
columnists—from Dix and Beatrice Fairfax to today’s Abigail ‘‘Dear
Abby’’ Van Buren—were real people, as such. In keeping with a turn-
of-the-century custom that persisted into the 1950s among advice
columnists, pseudonyms were assumed by most women writing what
was initially described as ‘‘Advice to the Lovelorn’” or ‘‘Lonelyhearts’’
columns. In the pioneering days of women’s rights, journalism was
one of the few professions sympathetic to women. In the so-called

Ann Landers
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“‘hen coop’’ sections of papers, several progressive women used
the conventional woman’s section—including its soon standard
““‘Lonelyhearts’” column—as both a stepping stone to other journalis-
tic pursuits (and sometimes wealth and fame) and as a pioneering and
functional forum for early feminist doctrine.

While the name of Dorothy Dix remains synonymous with the
advice genre, the real woman behind Dix was much more than an
advisor to the lovelorn. Elizabeth Meriwether Gilmer (1861-1951)
was the daughter of a well-connected Southern family who had come
to Tennessee from Virginia. In her early childhood she experienced
both the Civil War and the death of her mother. Largely self-educated,
she married a struggling inventor in 1882. The problematic union
ended with George Gilmer’s death in a mental institution in 1929.

Gilmer suffered a breakdown in the early 1890s and was sent to
the Mississippi Gulf Coast to recuperate, where she met Eliza
Nicholson, publisher of the New Orleans Picayune. Nicholson of-
fered Gilmer a job on her paper, and after a brief apprenticeship,
Gilmer’s weekly column appeared in 1895 under the pen name of
Dorothy Dix. Gilmer’s first columns were amusing, literate social
satire, many geared to early women’s issues. They were an instant
success, and readers began writing to Dorothy Dix for advice. In 1901
William Randolph Hearst assigned Gilmer to cover Carrie Nation’s
hatchet-wielding temperance campaign in Kansas, which eventually
led to a position on Hearst’s New York Journal. There Gilmer became
a well-known crime reporter while continuing the Dix column, which
was now running five times a week with an increasing volume of
mail. In 1917 a national syndicate picked up Dorothy Dix, and Gilmer
returned to New Orleans to devote all her time to the column. By the
1930s she was receiving 400 to 500 letters a day, and by 1939 she had
published seven books. Even after achieving wealth and fame, she
answered each of her letters personally, and when she retired in 1949
her column was the longest running one ever written by a single
author. Elizabeth Gilmer, still better known to the world as columnist
Dorothy Dix, died in 1951 at the age of 90.

In real life, Beatrice Fairfax, another name inextricably linked to
the lovelorn genre, was Marie Manning (18737-1945), who originat-
ed her column in 1898. Born of English parents in Washington, D.C.,
Manning received a proper education, graduating from a Washington
finishing school in 1890. Shunning a life in Washington society,
Manning (who shared Elizabeth Gilmer’s feminist leanings and
desire for financial independence) was soon pursuing a journalistic
career, first at Joseph Pulitzer’s New York World, and later at Hearst’s
Evening Journal. It was in the Journal’s ‘‘Hen Coop’’ that Beatrice
Fairfax, a name fused from Dante and the Manning’s family home in
Virginia, was born.

Both Dix and Fairfax initially responded to traditional romantic/
social problems of the times, but soon dealt with more essential
quandaries as well. In the late Victorian era, when females were
expected to be submissive dependents and when social codes dictated
that certain aspects of marriage and relationships were taboo subjects
for public airing in print, Dix and Fairfax provided practical, often
progressive advice—counseling women to seek education, and to
independently prepare to fend for themselves in a man’s world.
Gilmer often spoke of her personal difficulties as the basis for her
empathy for the problems of others. The financial vulnerability of
women, which Gilmer herself experienced during the early years of
her marriage, was also a persistent theme, as was her oft-stated
observation that ‘‘being a woman has always been the most arduous
profession any human being could follow.’” Gilmer was also an active
suffragist, publicly campaigning in the cause of votes for women.

Both the Dix and Fairfax columns quickly became national
institutions, their mutual success also due to their appearance in an era
when the depersonalization of urban life was weakening the handling
of personal and emotional problems within the domestic environ-
ment. Help was now being sought outside the family via the printed
word, and the Dix/Fairfax columns were an impartial source of advice
for many women of the period. Both Gilmer and Manning were noted
for a more practical approach than many of the subsequent so-called
‘‘sob sister’” writers who began to proliferate with the popularity of
Dix and Fairfax.

Manning left journalism for family life in 1905, but again took
over the column after the stock market crash of 1929, noting that
while her previous column had only rarely dealt with marriage, in the
1930s it had become women’s primary concern. By then the name of
Beatrice Fairfax had become so familiar that it had even been
mentioned in a verse of one of George and Ira Gershwin’s most
popular songs, ‘‘But Not For Me’’: “‘Beatrice Fairfax, don’t you dare,
try to tell me he will care.”” Along with writing fiction, an autobiogra-
phy—Ladies Now and Then—and reporting on the Washington
scene, Manning continued to write the Fairfax column until her death
in 1945. But Manning’s demise was not to be the end of the column. In
1945 it was taken over by Marion Clyde McCarroll (1891-1977), a
reporter/editor active in New York journalism during the 1920s and
1930s. McCarroll established a new, more functional column, refer-
ring persons needing more intensive counseling to professional help,
while her personal responses took on an even more realistic, down-to-
earth tone. McCarroll’s Fairfax column, which she wrote until her
retirement in 1966, is said to have established the precedent for most
subsequent advice columns.

Gilmer had also noted a shift in public attitude when she
commented that, in the 1890s, readers questioned the propriety of
receiving gentlemen callers without a chaperone, while by the 1940s
girls were wondering if it was acceptable to take a vacation with their
boyfriends. Picking up the rapidly changing thread of public morality
in the 1950s were a pair of advice columnists who together cornered a
national market that they still dominated into the 1990s.

The identical Friedman twins, Esther Pauline ‘‘Eppie’” (who
became columnist Ann Landers), and Pauline Esther ‘‘Popo’’ (who
became ‘‘Dear Abby’’ Abigail Van Buren) were born in Iowa in
1918. They were inseparable; when Pauline dropped out of college,
Esther did the same, and after a double wedding in 1939 they shared a
double honeymoon. By 1955 they were living separately in Chicago
and Los Angeles. Esther, who was once elected a Democratic Party
chairperson in Wisconsin, was active in politics, while Pauline busied
herself with Los Angeles charity work.

Though conflicting stories have been published as to exactly
how it happened, with the sudden death of Ruth Crowley, who had
originated the Chicago Sun-Times advice column, Esther (now Lederer)
became ‘‘Ann Landers’” in 1955. Her common sense responses and
droll humor soon put Ann Landers into syndication across the
country. In her first column on October 16, 1955, a one-liner response
to a racetrack lothario—*‘Time wounds all heels, and you’ll get
yours’’—became an instant classic. Lander’s skill with snappy one-
liners contributed to creating an instant and intimate rapport with her
readers, as did the fact she was not above reproving letter writers who
she felt had it coming. David I. Grossvogal writes: ‘ ‘From the earliest,
Ann came on as the tough cookie who called a spade a spade, and a
stupid reader Stupid.”” But he also noted: ‘‘One of Ann Landers’s
main gifts, and an underlying cause of her huge and nearly instant
success, was this ability to foster an intimate dialogue between herself
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and her readers. The caring Jewish mother appeared very soon and
regularly. From the start she was able to turn the huge apparatus of a
syndicated column into an expression of concern for the dilemma or
pain of a single individual.”’

Ann/Esther launched sister Pauline’s journalistic career when
the popularity of ‘‘Ann Landers’’ instigated an overwhelming ava-
lanche of letters that necessitated assistance. Ironically, Pauline’s
independent success as Abigail Van Buren, a name chosen for her
admiration of the American president, precipitated an eight-year feud
between the twins who, nonetheless, separately but similarly devel-
oped into two of the most well-known women in America. (They
eventually made up at their twenty-fifth high school reunion).

In tandem, the collected responses of Ann Landers and Abigail
Van Buren reflect the changing values and assumptions of the second
half of twentieth-century America—one of most rapid periods of
overall social/cultural change in human history. While the essential
issues remained naggingly the same—romance, sex, marriage, di-
vorce—new and troubling variations appeared and persisted. In 1955
Landers and Van Buren could still refer to a generally accepted social
structure, but one which was even then shifting, as family structure
weakened, children became more assertive, and divorce more com-
mon. Even Ann Landers, basing her early judgments on her overrid-
ing belief in the traditional family as the center of society, had a
difficult time dealing with issues such as the women’s liberation and
feminism, and was not above airing her apprehensions in print.
Landers’s involvement with the changing American values, as well as
a profusely documented overview of both her letters and responses, is
detailed in Dear Ann Landers, David Grossvogel’s 1987 biography.

Aside from the increasing complexity of the issues and the new
public mindset with which she had to deal, Landers was not above
facing up to her more misguided judgments on any subject. She
herself has said: ‘“When I make a mistake, I admit it. I don’t believe
admitting a mistake damages a person’s credibility—in fact I think it
enhances it.”” And well into the 1990s, when readers overwhelmingly
call either Ann and Abby on faulty judgments, neither is afraid to
offer retractions in print, and controversial issues often lead to a kind
of open forum. Evolving post-1950s columns introduced such previ-
ously taboo subjects as explicit sexual matters (including disease),
alcoholism, and drug use. In the 1990s recurring subjects have
included homosexuality, including the issues of same-sex marriage,
and the less controversial but delicate issue of family etiquette in
dealing with same-sex couples. A new and particularly hot issue circa
1998 was sexual obsession and contacts via the Internet.

The popularity of advice columns inspired an unusual spin-off,
the celebrity advice column. In the 1950s Eleanor Roosevelt wrote
“If You Ask Me’’ for the popular woman’s magazine, McCall’s.
While eschewing the more mundane lovelorn complaints, Roosevelt
still responded to many deeper personal issues, such as religion and
death, as well as to a broad spectrum of requests for personal opinions
on subjects ranging from Unitarianism and Red China, to comic strips
and rock and roll. (Mrs. Roosevelt responded that she had never read a
comic strip, and that rock and roll was a fad that ‘‘will probably
pass.””) Nor was she above responding in a kindly but objective
manner to such humble domestic concerns of young people such as
hand-me-down clothes. In a similar serious vein, Norman Vincent
Peale and Bishop Fulton Sheen also answered personal questions on
faith and morality in some of the major magazines of the era.

On a more colorful level, movie magazines offered columns in
which readers could solicit advice from famous stars. While no doubt
ghostwritten, these columns are nonetheless also accurate barometers
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of the popular moral climate and assumptions of the period, some-
times spiced up with a little Hollywood hoopla. In the early 1950s,
Claudette Colbert provided the byline for a column entitled simply
““What Should I Do?’ in Photoplay. Around the same period
Movieland was the home of ‘‘Can I Help You?,”” a column by, of all
people, Joan Crawford. (‘‘Let glamorous Joan Crawford help you
solve your problems. Your letter will receive her personal reply.’’)

In the case of the Photoplay column, querying letters sometimes
approached the complexity of a Hollywood melodrama. Colbert
responded in kind with detailed and sometimes surprisingly frank
comments, tinged with psychological spins popularized in 1940s
Hollywood films such as Spellbound. To a detailed letter from
‘“‘Maureen A.”” which concluded with the terse but classic query, ‘Do
you think Bob is sincere?,”” Colbert responded: ‘‘Please don’t be hurt
by my frankness, but I believe that stark honesty at this time may save
you humiliation and heartbreak later. Your letter gives me the distinct
impressions that you have been the aggressor in this romance, and that
Bob is a considerate person, who perhaps really likes you and thinks
he might come to love you. There are some men, usually the sons of
dominant mothers, who go along the line of least resistance for long
periods of time, but often these men rebel suddenly, with great fury. I
also have the uncomfortable feeling that you were not so much
thinking of Bob, as the fact you are twenty-seven and think you
should be married.”” A typical (and less in-depth) Crawford column
dealt with topics such as age differences in romance (‘I am a young
woman of twenty-six. [’'m in love with a young man of twenty-one.’”),
blind dates, and marital flirting. Surprisingly, men were frequent
writers to both columns.

At the approach of the millennium, the advice column remains a
popular staple of both mass and alternative journalism, effortlessly
adapting to the changing needs of both the times and the people. The
cutting-edge alternative papers of the West Coast provide orientation-
specific and often ‘‘anything goes’’ alternatives to Abby and Ann. IN
Los Angeles offers ‘‘advice from everyone’s favorite fag hag’” in the
regular column, ‘‘Dear Hagatha.”” Readers are solicited to ‘‘Send in
your burning questions RIGHT NOW on any topic,”” and Hagatha’s
scathing and often X-rated responses are both a satire of, and an over-
the-top comment on the venerable advice genre. Los Angeles’s Fab!
also offers ‘““Yo, Yolanda,”” by Yolanda Martinez, more earnest, but
still biting advice to gays and lesbians. More serious aspects of gay
mental and physical health are also addressed in many papers, among
them Edge’s *‘Out for Life’” column by psychotherapist Roger
Winter, which frequently deals with issues such as sexual addiction,
monogamy, depression, and AIDS.

A key and up-coming alternative advice column now featured in
over sixty newspapers in the United States and Canada is Amy
Alkon’s ‘‘Ask the Advice Goddess.”” While still dealing with the
traditional romantic/sexual quandaries that are seemingly endemic to
human society—although now as frequently (and desperately) voiced
by men as by women—the Advice Goddess responds to both men and
women with an aggressive, no nonsense, and distinctly feminist slant,
albeit one remarkably free of the New Age vagaries that the title of her
column might otherwise suggest. Alkon frequently (and ironically)
reminds women of their sexual power in today’s permissive, but still
essentially patriarchal society: ‘“Worse yet for guys, when it comes to
sex, women have all the power. (This remains a secret only to
women.)’” Alkon started her advice-giving career on the streets of
New York, as one of three women known as ‘‘The Advice Ladies’’
who dispensed free advice from a Soho street corner. The Advice
Ladies co-authored a book, Free Advice, and Alkon also writes a
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column for the New York Daily News, and is developing a television
talk show.

““Miss Lonelyhearts went home in a taxi. He lived by himself in
a room as full of shadows as an old steel engraving.”” Nathanael
West’s 1933 novel, Miss Lonelyhearts, told a depressing story of that
rare bird, the male advice columnist. They still exist, and are only
slightly less rare today. In a highly publicized search, Wall Street
Journal writer, Jeffery Zaslow, was chosen out of twelve thousand
candidates to replace Ann Landers when she moved from the Chicago
Sun-Times to the rival Tribune in 1987. Don Savage’s ‘‘Savage
Love’ column offers witty male perspectives in the mode of the
““‘Advice Goddess’’ to both gay and straight readers of Los Angeles’s
New Times. Many other male advice advocates have found voices
among the alternative free presses of today.

In his biography of Ann Landers, David I. Grossvogel comments
on the problems facing the contemporary advice sage: ‘‘At a time
when many of the taboos that once induced letter-writing fears have
dropped away, the comforting and socializing rituals afforded by
those taboos have disappeared as well. The freedom resulting from
the loss of taboos also creates a multitude of constituencies with a
babel of voices across which it is proportionately difficult to speak
with assurance.”” Grossvogel concludes that in the face of the
increasingly depersonalization of modern society the ‘‘audibly hu-
man’’ voice of Ann Landers and others of her ilk ‘‘may well be the
last form of help available at the end of advice.”’

The increasingly complex nature of contemporary life, com-
pounded by the apparently never-ending story of humanity’s depress-
ingly changeless emotional, romantic, and sexual hang-ups, would
seem to insure the enduring necessity of the advice column well into
the next millennium. It remains the one element of the mass press still
dedicated to the specific personal needs of one troubled, disgusted,
hurting, frustrated, or bewildered human being, and thus to the needs
of readers everywhere.

—Ross Care
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The Advocate

The Advocate has garnered the reputation as the news magazine
of national record for the gay and lesbian community. The first issue
of The Advocate was published in the summer of 1967, and released

under the September 1967 cover date. The magazine was an offspring
of the Los Angeles Personal Rights in Defense and Education
(PRIDE) newsletter. PRIDE members Richard Mitch, Bill Rau, and
Sam Winston collaborated on the initial design of the news magazine.
The inspiration for the magazine came from Richard Mitch’s 1966
arrest in a police raid at a Los Angeles gay bar. The mission of The
Advocate was clear and straightforward: It was to be a written record
for the gay community of what was happening and impacting their
world. The first copy, titled The Los Angeles Advocate, was 12 pages
long and sold for 25 cents in gay bars and shops in the gay
neighborhoods of Los Angeles. The first run of 500 copies was
surreptitiously produced in the basement of ABC Television’s Los
Angeles office . . . late at night.

The following year Rau and Winston purchased the publishing
rights for The Advocate from the PRIDE organization for one dollar.
Gay activist and author Jim Kepner joined the staff and the goal was
set to make the magazine the first nationally distributed publication of
the gay liberation era. Within two years The Advocate had captured
enough readership to move from a bimonthly to monthly publishing
schedule. In April 1970, the title was shortened from The Los Angeles
Advocate to The Advocate, mirroring its national focus. Five years
later, David B. Goodstein purchased The Advocate and maintained
control until his death in 1985. While Goodstein’s wealth bolstered
the stature of the magazine, he often proved to be a troublesome
leader. When he moved the magazine’s home base from Los Angeles
to the gay mecca of San Francisco, the publication lost its political
edge and adopted more of a commercial tabloid format. After noted
gay author John Preston joined the staff as editor and Niles Merton
assumed the role of publisher, however, The Advocate soon emerged
as the ‘‘journal of record’’ for the gay community. Many other
publications—gay and mainstream—began citing the news magazine
as their source for information.

Near the end of Goodstein’s tenure in 1984, The Advocate
returned to its original home of Los Angeles where it met with some
debate and rancor from loyal readers and staff when it was redesigned
as a glossy news magazine. During the next ten year period the
magazine would go through numerous editors, including Lenny
Giteck, Stuart Kellogg, Richard Rouilard, and Jeff Yarborough. Each
sought to bring a fresh spin to the publication which was being
directly challenged by the burgeoning gay and lesbian magazine
industry. When Sam Watters became the publisher of The Advocate in
1992, the magazine moved to a more mainstream glossy design, and
spun off the sexually charged personal advertisements and classifieds
into a separate publication.

Because it covered very few stories about lesbians and people of
color in the 1970s, The Advocate has been criticized by gay and
“‘straight’” people alike. It has met with criticism that its stories focus
predominately on urban gay white males. Indeed, it was not until
1990 that the word lesbian was added to the magazine’s cover and
more lesbian writers were included on the writing staff. The most
grievous error The Advocate committed was its late response to the
impending AIDS (Acquired Immune Deficiency Syndrome) crisis
during the 1980s. Undoubtedly, when The Advocate moved from a
hard edged political gay newspaper to a mainstream glossy news
magazine, minus the infamous ‘‘pink pages’ which made its so
popular, many original readers lost interest.

In retrospect, no other news magazine has produced such a
national chronicle of the growth and development of the gay commu-
nity in the United States. The Advocate was a leader in the gay rights
movement of the 1960s, and throughout its printing history has
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achieved notable reputation in the field of gay journalism, oft cited by
those within and without the sphere of gay influence.

—Michael A. Lutes
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Aerobics

Aerobics is a form of exercise based on cardiovascular activity
that became a popular leisure-time activity for many Americans in the
final quarter of the twentieth century. Dr. Kenneth H. Cooper, an Air

Force surgeon, coined the term aerobics in a book of that title
published in 1968. Cooper viewed aerobic activity as the cornerstone
of physical fitness, and devised a cardiovascular fitness test based on
one’s ability to run a mile and a half in twelve minutes, a task that was
used in military training. Cooper’s work was endorsed by the medical
community by the early 1970s, and contributed to the popularity of
running during that period. By the end of the decade, aerobics had
become synonymous with a particular form of cardiovascular exer-
cise that combined traditional calisthenics with popular dance styles
in a class-based format geared toward non-athletic people, primarily
women. Jackie Sorenson, a former dancer turned fitness expert, takes
credit for inventing aerobic dance in 1968 for Armed Forces Televi-
sion after reading Cooper’s book. Judi Sheppard Missett, creator of
Jazzercise, another form of aerobic dance combining jazz dance and
cardiovascular activity, began teaching her own classes in 1969. By
1972, aerobic dance had its own professional association for instruc-
tors, the International Dance Exercise Association (IDEA).

By 1980, aerobics was rapidly becoming a national trend as it
moved out of the dance studios and into fast-growing chains of health
clubs and gyms. The inclusion of aerobics classes into the regular
mixture of workout machines and weights opened up the traditionally

A group of women participate in an exercise program at the YWCA in Portland, Maine, 1996.
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male preserve of the gym to female customers and employees alike. In
the process, it created a newly heterosexualized atmosphere in health
clubs, which would make them popular social spots for singles.
Simultaneously, aerobics marketing was moving beyond real-time
classes and into media outlets. Aerobic workouts had appeared on
records and in instructional books since the late 1970s, but it was the
introduction of videotaped aerobic sessions in the early 1980s that
brought the fitness craze to a broader market. Actress Jane Fonda
pioneered the fitness video market with the release of her first
exercise video in 1982, which appeared on the heels of her best-
selling Jane Fonda’s Workout Book (1981). Fitness instructors and
celebrities would follow Fonda’s lead into tape sales, which contin-
ued to be a strong component of the fitness market in the 1990s.
Exercise shows on television experienced a resurgence during the
aerobics craze of the 1980s, spawning new-style Jack La Lannes in
the guise of Richard Simmons and Charlene Prickett (It Figures)
among others.

Even more impressive than the ability of aerobics to move across
media outlets was its seemingly unbounded capacity for synergistic
marketing. Tie-ins such as clothing, shoes, music, books, magazines,
and food products took off during the 1980s. Jane Fonda again
demonstrated her leadership in the field, moving from books and
videos into records and audiotapes, clothing, and even her own line of
exercise studios. Spandex-based fitness clothing became enormously
popular as they moved beyond traditional leotards into increasingly
outrageous combinations. Recognizing the potentially lucrative fe-
male aerobics market, leading sports-footwear manufacturers began
marketing shoes specifically designed for aerobic activity. Reebok
was the first to score big in the aerobic footwear market with a line of
high-top shoes in fashion colors, though its market dominance would
be challenged by Nike and other competitors. By the 1990s, Reebok
attempted to corner the aerobics market through tie-ins to fitness
videos and by exploiting new trends in aerobics like the step and the
slide. Fitness clothing designer Gilda Marx’s Flexitard line intro-
duced the exercise thong as an updated version of the leotard, which
relaxed the taboos on such sexualized garb for the mainstream of
physically-fit women. The aerobics craze among women spawned a
new genre of women’s mass-market fitness magazines, led by Self, a
Condé-Nast title first published in 1982, which seamlessly blended
articles on women’s health and fitness with promotional advertise-
ments for a wide variety of products.

During the 1980s, aerobics transcended the world of physical
fitness activities to become a staple of popular culture. The aerobics
craze helped facilitate the resurgent popularity of dance music in the
1980s following the backlash against disco music. A notable example
was Olivia Newton-John’s 1981 song ‘‘Let’s Get Physical,”” which
became a top-ten hit. Aerobics made it to the movies as well, as in the
John Travolta-Jamie Lee Curtis vehicle Perfect (1982), a drama that
purported to investigate the sordid world of physical fitness clubs and
their aerobics instructors, and was also featured on television shows
from Dynasty to The Simpsons.

Despite the enormous popularity of the exercise form among
women, aerobics was often harshly criticized by sports experts and
medical doctors who faulted instructors for unsafe moves and insuffi-
cient cardiovascular workouts, and the entire aerobics marketing
industry for placing too much emphasis on celebrity and attractive-
ness. While these criticisms were certainly valid, they were often
thinly veiled forms of ridicule directed against women’s attempts to
empower their bodies through an extraordinarily feminized form of
physical exertion.

By the end of the 1980s, aerobics had become an international
phenomenon attracting dedicated practitioners from Peru to the
Soviet Union. Moreover, aerobics began attracting increasing num-
bers of male participants and instructors. Along with its growing
international and inter-gender appeal, aerobics itself was becoming
increasingly professionalized. IDEA, AFAA (the Aerobics and Fit-
ness Association of America), and other fitness organizations devel-
oped rigorous instructor certification programs to insure better and
safer instruction. The classes became more intense and hierarchical,
spawning a hypercompetitive aerobics culture in which exercisers
jockeyed for the best positions by the instructor; to execute the moves
with the most precision; to wear the most stylish workout clothes; and
to show off their well-toned bodies. This competitive aerobics culture
even gave birth to professional aerobics competitions, such as the
National Aerobics Championship, first held in 1984, and the World
Aerobics Championship, first held in 1990. A movement to declare
aerobics an Olympic sport has gained increasing popularity.

Beyond professionalization came a diversification of the field in
the 1990s. Specialized aerobics classes danced to different beats,
from low-impact to hip-hop to salsa. Simultaneously, aerobics in-
structors began to move beyond dance to explore different exercise
regimens, such as circuit training, plyometrics, step aerobics, water
aerobics, boxing, ‘‘sliding’’ (in which the participants mimic the
moves of speed skaters on a frictionless surface), and ‘‘spinning’’ (in
which the participants ride stationary bikes). Even IDEA recognized
the changing fitness climate, adding ‘“The Association of Fitness
Professionals’’ to its name in order to extend its organizational reach.
As the 1990s progressed, aerobics, as both a dance-based form of
exercise and as a term used by fitness experts, increasingly fell out of
favor. Nike ceased to use it in their advertising and promotions,
preferring the terms ‘‘total body conditioning’” and ‘‘group-based
exercise’’ instead. By the mid-1990s, fitness professionals were
reporting declining attendance in aerobics classes due to increasing
levels of boredom among physically fit women. Women in the 1990s
engage in diverse forms of exercise to stay in shape, from sports, to
intensive physical conditioning through weightlifting and running, to
less stressful forms of exercise exhibited by the resurgence of interest
in yoga and tai chi.

—Stephanie Dyer
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Aerosmith

Aerosmith’s 1975 single ‘‘Sweet Emotion”” cracked the Bill-
board Top 40 and effectively launched them from Boston phenome-
nons into the heart of a growing national hard rock scene. They would
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have significant impact on rock 'n’ roll lifestyles and sounds for the
next quarter of a century.

Vocalist Steven Tyler’s leering bad-boy moves and androgynous
charisma proved the perfect visual complement to lead guitarist Joe
Perry’s unstructured riffs and the band’s bawdy subject matter. The
band’s most enduring single, ‘“Walk this Way,’ chronicles the sexual
awakening of an adolescent male.

In 1985, just when it seemed Aerosmith had faded into the same
obscurity as most 1970s bands, a drug-free Tyler and Perry engi-
neered a reunion. They collaborated in 1986 with rappers Run DMC
on a hugely successful remake of ‘‘Walk this Way,”” won the
Grammy in 1991 for ‘‘Jamie’s Got a Gun,’” and showed no signs of
slowing down approaching the turn of the century.

—Colby Vargas
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African American Press

““We wish to plead our cause. Too long have others spoken for
us.”” This statement, written in 1827, was the lead sentence for an
editorial in the first African American publication, Freedom’s Jour-
nal, published in New York City. From that time until the present
there have been more than 3,000 African American newspapers,
magazines, and book presses. The African American press, also
referred to as the black press, is strongly based on color, that is, on
publications that are for black readers, by black staff members and
owners, dealing largely with black issues and society. The black press
has been largely made up of newspapers, a format that dominated the
first 130 years. From the beginning, most newspapers have been
driven by a mission—to improve the plight of African Americans.
Through the Civil War, the mission was emancipation of slaves
followed by later issues of citizenship and equality. Not only did the
press serve as a protest organ, but also documented normal black life,
especially as it existed under segregation and Jim Crow laws. In many
cases, these papers provide the only extant record of African Ameri-
can life in forgotten and remote towns.

The purposes of the African American press often followed the
beliefs of the publishers or editors, for example, Frederick Douglass,
founder and editor of The North Star in 1847. Douglass believed that a
successful paper managed by blacks ‘‘would be a telling fact against
the American doctrine of natural inferiority and the inveterate preju-
dice which so universally prevails in the community against the
colored race.”” A number of African American editors were also
noted leaders in black liberation and civil rights, for example, P.B.S.
Pinchback, Ida B. Wells Barnett, W.E.B. DuBois, and Adam Clayton
Powell, Jr. These individuals, and many more like them, challenged
the status quo by questioning social objectives in schools, the legal
system, political structures, and the rights extended to minorities.

The high point of African American newspaper distribution
came in the 1940s and 1950s, when circulation rose to more than two
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million weekly. The top circulating black newspaper during this
period was the Pittsburgh Courier. Following World War II, African
Americans began demanding a greater role in society. Because of a
significant role in the war, black social goals were slowly starting to
be realized, and acts of overt discrimination moved toward more
sophisticated and subtle forms. The civil rights movement made it
seem that many battles were being won, and that there was less need
for the black press. From the 1960s on, circulation dropped. There
were additional problems in keeping newspapers viable. Advertising
revenues could not keep pace with rising costs. Established editors
found it difficult to pass on their editorial responsibilities to a new
generation of black journalists. Mainstream presses had partially
depleted the pool of African American journalists by offering them
employment and giving space to the discussion of black issues.

African American magazines began in 1900 with the Colored
American. Failures in the black magazine industry were frequent until
John H. Johnson started the Negro Digest in 1942. The Johnson
Publishing Company went on to publish some of the country’s most
successful African American magazines, including Ebony (begin-
ning in 1945), a general consumer magazine that has outlasted its
competitors including Life and Look, and Jet (beginning in 1951), a
convenient-sized magazine that summarized the week’s black news
in an easy-to-read format. Among specialty magazines, the most
successful has been Essence. Founded in 1970, it is a magazine
dedicated to addressing the concerns of black women. The popularity
of Ebony and Essence expanded to traveling fashion shows and
television tie-ins. Examples of other specialty magazines include
Black Enterprise, founded in 1970 to address the concerns of black
consumers, businesses, and entrepreneurs, and The Black Collegian, a
magazine addressing black issues in higher education. There have
been a number of magazines from black associations and organiza-
tions, foremost The Crisis, a publication of the National Association
for the Advancement of Colored People started by W.E.B. DuBois in
1910. There have also been a number of black literary and cultural
magazines. Examples include Phylon: A Review of Race and Culture,
founded by W.E.B. DuBois, and CLA Journal, a publication of the
College Language Association. These journals have provided an
outlet for works of scholars and poets, and have represented a social
as well as literary effort where the act of writing became synonymous
with the act of justice.

African American book presses have primarily published Afri-
can American and multicultural authors. Typically, black book press-
es have been small presses, generally issuing fewer than a dozen titles
per year. Examples of book presses include Africa World Press, Third
World Press, and two children’s book publishers, Just Us Books and
Lee and Low. Publishers at these presses have been unable to give
large advances to authors, and therefore have found it difficult to
compete with large publishing houses. Large publishing houses, on
the other hand, have regularly published books by black authors,
though many have been popular celebrities and sports figures who
were assisted by ghostwriters. These books have done little to add to
the development of black literary voices, and have left the illusion that
black writers are published in greater numbers than has been the case.

Throughout its history, the African American press grew out of
distrust; that is, blacks could not trust white editors to champion their
causes. Too many majority publications have portrayed blacks in a
one-dimensional way—if they were not committing a crime or
leeching off of society, they were running, jumping, joking or singing.
It has taken the black press to portray African American people in
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non-stereotypical ways and present stories of black achievement.
When a black news story broke, these publications reported ‘‘what
really went on.”” In addition, much of what has been found in the
black press was not reported elsewhere, for example, special dis-
patches from Africa oriented toward American readers.

Despite more than 170 years of publishing, most African Ameri-
can presses struggle to survive. While the oldest, continuously
operating African American publication, the Philadelphia Tribune,
dates back to 1884, virtually thousands of others have come and gone.
Of the approximate 200 plus current newspapers, most are weekly,
and none publish daily, though there have been a number of attempts
at providing a daily. Those that do survive are generally in urban areas
with large black populations. Examples include the Atlanta Daily
World, the Los Angeles Sentinel, and the New York Amsterdam News
(in New York City). These newspapers and others like them compete
for scarce advertising revenue and struggle to keep up with the
changes in printing technology.

The attempts at building circulation and revenue have philo-
sophically divided African American newspapers. Throughout its
history, black journalism has been faced with large questions of what
balance should be struck between militancy and accommodation, and
what balance between sensationalism and straight news. Focusing on
the latter, in the early 1920s, Robert Sengstack, founder and editor of
the Chicago Defender, abandoned the moral tone common to black
newspapers and patterned the Defender after William Randolph
Hearst’s sensationalist tabloids by focusing on crime and scandal.
The formula was commercially successful and many other black
newspapers followed suit.

The struggle of the African American press for survival, and
questions of purpose and direction will likely continue into the
foreseeable future. However, as long as a duel society based on skin
color exists, there will be a need for an African American press. Given
the dominance of majority points of view in mainstream publications
and the low number of black journalists, it is more important than ever
for the African American press to provide a voice for the black
community. If African Americans do not tell their story, no one will.

—Byron Anderson
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The African Queen

John Huston’s The African Queen (1951) is one of the most
popular films of all time. The film chronicles the adventures of an
obstinate drunkard, Charlie Allnut (Humphrey Bogart), and a head-
strong spinster, Rose Sayer (Katherine Hepburn), as they head down
an African river towards a giant lake in which waits the ‘‘Louisa,”” a
large German warship, which they ultimately sink. The film was shot
nearly entirely on location in Africa. The on-set battles between the
hard-living Huston and Bogart and the more reserved Hepburn have
become part of Hollywood legend. Despite their difficulties, in the
end all became friends and the results are remarkable. In addition to a
great script and beautiful location scenery, the on-screen electricity
between Hepburn and Bogart, two of the screen’s most enduring stars,
contributes to their equally spectacular performances. Hepburn was
nominated as best actress, and Bogart won his only Academy Award
for his role in The African Queen.

—Robert C. Sickels
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Agassi, Andre (1970—)

Tennis player Andre Agassi maintained the highest public
profile of any tennis player in the 1990s—and he backed that profile
up by playing some of the best tennis of the decade. Trained from a
very early age to succeed in tennis by his father Mike, Agassi turned
professional at age 16. By the end of his third year on tour in 1988
Agassi was ranked third in the world; by 1995 he was number one
and, though he faltered thereafter, he remained among the top ten
players in the world into the late 1990s. Through the end of 1998
Agassi had won three of the four major tournaments— Wimbledon,
the Australian Open, and the U.S. Open, failing only at the French
Open. Though his tennis game took Agassi to the top, it was his
movie-star looks, his huge, high-profile endorsement deals—with
Nike and Cannon, among others—and his marriage to model/actress
Brooke Shields that made him one of sports’ best-known celebrities.

—D. Byron Painter
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Agents

Talent agents began the twentieth century as vaudeville ‘‘flesh-
peddlers’” selling the services of their stable of comedians, actors,
singers, animal acts, and freaks to theaters and burlesque houses for a
percentage of these performers’ compensation. With the rise of radio,
television, and the movies—and their accompanying star system—
the balance of power shifted to the agents. With the influence to put
together productions and dictate deals in the very visible business of
media, these ‘‘superagents’’ themselves became powerful celebrities
by the end of the century.

The emerging film industry of the 1910s and 1920s found that
prominently featuring the lead actors and actresses of its movies— the
“‘stars”’—in advertisements was the most effective way to sell
tickets. This gave the stars leverage to demand larger salaries and
increased the importance of an agent to field their scripts and
negotiate their salaries.

During this time, agents were often despised by the talent and the
industry alike, called ‘‘leeches,”” ‘‘bloodsuckers,”” and ‘‘flesh-
peddlers’’ because of their ruthless negotiating and the notion that
they profited from the work of others, driving up film costs. In the
1930s, the Hollywood film industry began colluding to drive down
star salaries and some studios banned agents from their premises.
“‘Fadeout for Agents’’ read a 1932 headline in the film industry
publication Variety. Butin 1933, the Screen Actors Guild was formed
to fight the collusion among studios and President Franklin Roosevelt
signed a code of fair practices guaranteeing actors the freedom to
offer their services to the highest bidder, making a good agent
indispensable for most stars.

While it struggled during the days of vaudeville, the William
Morris Agency, founded in 1898, came into its own with the advent of
mass media and the star system. The agency recognized that it could
make more money representing star talent than by representing the
vaudeville houses in which the talent played. The newly codified
freedoms agents and stars won in the 1930s helped William Morris
grow from $500,000 in billings in 1930 to $15 million dollars in 19338,
with a third of the revenue derived from each vaudeville, radio, and
film. The agency also popularized the ‘ ‘back-end deal’” in which stars
received a percentage of the gross ticket sales from a production,
elevating some actors’ status from that of mere employees to partners.

Another agency, the Music Corporation of America (MCA), was
founded in 1930 and quickly rose to become the top agency in the
country for the booking of big bands. MCA began to put together, or
“‘package,’’ entire radio shows from its roster of clients, selling them
to broadcasters and charging a special commission. By the mid-
1950s, MCA was earning more from packaging radio and television
shows than from its traditional talent agency business. Like the back-
end deal, packaging effected a shift in power from the studio to the
agent, enabling agents to put together entire productions. Studios
could not always substitute one star for another and were forced to
accept or reject packages as a whole.

In 1959, TV Guide published an editorial—titled ‘‘NOW is the
Time for Action’’—attacking the power and influence that MCA and
William Morris had over television programming. In 1960, the
Eisenhower administration held hearings on network programming
and the practice of packaging. Fortune published an article in 1961 on
MCA'’s controversial practice of earning—from the same television
show—talent commissions, broadcast fees, and production revenue.
When it moved to purchase a music and film production company in
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1962, the Justice Department forced MCA to divest its agency
business. In practice, and in the public consciousness, agents had
evolved from cheap hustlers of talent to powerful media players.

In 1975, after a merger formed International Creative Manage-
ment (ICM), the Hollywood agency business was largely a two-
company affair. ICM and William Morris each earned about $20
million that year, primarily from commissions on actors they placed
in television and film roles. That same year, five agents left William
Morris to found Creative Artists Agency (CAA). Michael Ovitz
emerged as CAA’s president, leading it to the number one spot in the
business. CAA employed a more strategic approach than other
agencies and took packaging beyond television and into movies,
forcing studios to accept multiple CAA stars along with a CAA
director and screenwriter in the same film.

This was a time when agents were moving beyond traditional
film and television deals and into a new, expanded sphere of enter-
tainment. In 1976 the William Morris Agency negotiated a $1 million
dollar salary for Barbara Walters as new co-anchor of the ABC
Nightly News. This was double the amount anchors of other nightly
news programs earned and reflected the expansion of the star and
celebrity system to other realms. Another example of this phenome-
non was the agency’s representation of former President Gerald
Ford in 1977.

This trend continued into the 1980s and 1990s. Ovitz brokered
the purchase of Columbia Pictures by Sony in 1989, and in 1992 CAA
was contracted to develop worldwide advertising concepts for Coca-
Cola. With CAA’s dominance and these high-profile deals, Ovitz
himself became a celebrity. His immense power, combined with his
policy of never speaking to the press and his interest in Asian culture,
generated a mystique around him. A subject of profile pieces in major
newspapers and magazines and the subject of two full-length biogra-
phies, he was labeled a ‘superagent.”’ It was major news when, in
1995, the Disney Corporation tapped Ovitz to become its number two
executive and heir apparent; and it was bigger news when Ovitz
resigned as president of Disney 14 months later.

The 1980s and 1990s were also a period of the ‘celebritization”’
of sports stars and their agents. Lucrative endorsement fees—such as
the tens of millions of dollars paid to Michael Jordan by Nike—were
the result of the reconception of sports as popular entertainment. The
proliferation of million-dollar marketing and endorsement deals
created a new breed of sports superagent. The movie Jerry Maguire
and the television show Arli$$ played up the image of most sports
agents as big-money operators. When sports superagent Leigh Steinberg
was arrested for drunk driving, he apologized by admitting that he did
“‘not conduct myself as a role model should.”” Agents were now
public figures, caught in the spotlight like any other celebrity.

From their origins as mere brokers of talent, agents used the
emerging star system to expand their reach, and in the process, helped
build a culture of celebrity that fed on stars, enabling agents to win
increasingly larger paydays for them. It was this culture that pro-
pelled agents to become celebrities themselves. While in practice
“‘superagents’’ ranged from the flashy and aggrandizing to the low-
key and secretive, their public image reflected their great power,
wealth, and influence over the mechanisms of celebrity.

—Steven Kotok

FURTHER READING:
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AIDS

Medically, AIDS is the acronym for ‘‘acquired immunodefi-
ciency syndrome,”’ a medical condition which enables a massive
suppression of the human immune system, allowing the body to be
debilitated by a wide variety of infectious and opportunistic diseases.
Culturally, AIDS is the modern equivalent of the plague, a deadly
disease whose method of transmission meshed with gay sexual
lifestyles to attack inordinate numbers of gay men—to the barbaric
glee of those eager to vilify gay lifestyles. The syndrome is character-
ized by more than two dozen different illnesses and symptoms. AIDS
was officially named on July 27, 1982. In industrialized nations and
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An AIDS warning notice at the Academy Sex Club, San Francisco.

Latin America AIDS has occurred most frequently in gay men and
intravenous drug users, whereas on the African continent it has
primarily afflicted the heterosexual population. From 1985 to 1995
there were 530,397 cases of AIDS reported in the United States. By
1996 it was the eighth leading cause of death (according to U.S.
National Center for Health Statistics.) The AIDS epidemic transcend-
ed the human toll, having a devastating effect on the arts, literature,
and sciences in the United States.

The first instance of this disease was noted in a Centers for
Disease Control (CDC) report issued in June 1981. The article
discussed five puzzling cases from the state of California where the
disease exhibited itself in gay men. Following reports of pneumocystis
carinii pneumonia, Karposi’s sarcoma, and related opportunistic
infections in gay men in San Francisco, New York, and Los Angeles,
the U.S. Centers for Disease Control began surveillance for a newly
recognized array of diseases, later known as AIDS. Because the
homosexual community was the first group afflicted by the syn-
drome, the malady was given the initial title of GRID (Gay Related
Immunodeficiency). In the first years of the AIDS outbreak, the
number of cases doubled annually, and half of those previously
infected died yearly. The caseload during the 1990s has reached a
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plateau and with new medications on the market the death rate has
started to decline. Discussions now focus on AIDS as a chronic
manageable disease, rather than a fatal illness.

During the early years of the AIDS epidemic there was much
fear of the disease, misinformation about its transmission, and lack of
education covering prevention techniques. The United States closed
its borders to HIV positive individuals. Members of the gay commu-
nity became targets of homophobic attacks. The scientific community
both nationally and worldwide took the lead in devoting time and
research funds to unraveling the AIDS mystery, treatments for the
disease, and possible future vaccines. Unfortunately many of the
efforts have been dramatically underfunded, with university medical
schools and major pharmaceutical corporations performing the ma-
jority of the research.

The vast majority of scientists believe AIDS originates from the
human immunodeficiency virus (HIV). A number of forms of HIV
have been identified, but those most prevalent to the AIDS epidemic
are HIV1, globally disbursed, and HIV2, African in origin. HIV is
classified as a retrovirus which, opposite to normal function, converts
the RNA held in the virus core into DNA. Besides being a retrovirus,
HIV is also a lentivirus. While most viruses cause acute infections and
are cleared by the immune system, producing lifelong immunity,
lentiviruses are never completely removed from the immune system.
HIV’s primary function is to replicate itself, with the unintended side
effect of opportunistic infections in infected humans.

Scientists theorize that HIV originated from a virus which
already existed and was now appearing for the first time in humans.
Over the last decade there has been much contentious debate concern-
ing the relationship of the West African simian immunodeficiency
viruses (SIV) and a connection to HIV. A widely accepted theory is
that the syndrome was transmitted to humans by monkeys with a
different strain of the virus. Studies on the simian origin of HIV have
made some progress beyond genetic comparison showing a close
geographic relationship of HIV2 and SIV. Early in 1999 international
AIDS researchers confirmed the virus originated with a subspecies of
chimpanzee in West and Central Africa. This version was closely
related to HIV1. Exposure probably resulted from chimp bites and
exposure to chimp blood, but further research is still needed.

The rise of AIDS as a public health issue coincided with the
ascension of a conservative national government. President Ronald
Reagan established a political agenda based on decreased federal
responsibility for social needs. Thus at the onset of the AIDS
epidemic the issue was widely ignored by the federal government.
Ever since, policy makers on the national, state, and local levels have
been criticized for focusing upon prevention programs rather than the
need for health care. Only after political pressure was exerted by gay
activists, health care providers, and other concerned organizations
was more money and effort directed toward funding medical care
and research.

The AIDS epidemic has had a profound impact on gay and
lesbian identity, politics, social life, sexual practices, and cultural
expression. Many of those with AIDS were denied medical coverage
by insurance companies, harassed in the workplace, and not given
adequate treatment by medical practitioners. Meanwhile, there was a
call by some right wing politicians and religious clergy for the
quarantine or drastic treatment of AIDS patients. Gay-organized self
help groups quickly developed around the country. By the 1990s over
six hundred AIDS-related organizations were created nationwide.
One of the first organizations was the Gay Men’s Health Crisis in
New York City; they were later joined by the Karposi’s Sarcoma
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Foundation (San Francisco), AIDS Project Los Angeles, Shanti
Foundation, and countless others. Many people responded, especially
those who had previously avoided gay movement work.

On the political front gay and lesbian activists waged a vigorous
campaign to obtain adequate funding to halt the AIDS epidemic.
Primarily through the media, activists waged a bitter campaign
against the United States government and drug manufacturers, urging
allocation of money and directing research for AIDS. The gay
community has charged the federal government with negligence and
inaction in response to the outbreak of AIDS. In the government’s
defense, it was the first time in years that industrialized nations had to
come to terms with a previously unknown disease that was reaching
epidemic proportions. Advancements in the analysis and treatment of
the syndrome were impeded by institutional jealousies and red tape,
and notable progress in the field did not start until the mid-1980s.

An unforeseen result of the epidemic was a renewed sense of
cooperation between lesbians and gay men. Lesbians were quick to
heed the call of gay men with AIDS in both the social service and
political arenas of the crisis. Among gay men AIDS helped to bring
together the community, but also encouraged the development of two
classes of gay men, HIV ‘‘positive’” and ‘‘negative.”” The sexually
charged climate of the 1970s, with its sexual experimentation and
unlimited abandon, gave way to a new sense of caution during the
1980s. Private and public programs were put into place urging the use
of safer sexual practices, and a move toward long term monogamous
relationships. The onslaught of AIDS made committed monogamous
relationships highly attractive.

The collective effects of AIDS can be observed in the perform-
ing arts, visual arts, literature, and the media. The decimation of a
generation of gay men from AIDS led to an outpouring of sentiment
displayed in many spheres. The theater made strong statements
concerning AIDS early on, and has continued ever since. Many
AlIDS-related plays have been staged on Off-Broadway, Off-Off-
Broadway, and smaller regional theaters. Jeffrey Hagedorn’s one-
man play, One, which premiered in Chicago during August 1983, was
the first theatrical work to touch upon the disease. Other plays such as
William Hoffman’s As Is (1985) and Larry Kramer’s The Normal
Heart (1985) were successfully presented onstage to countless audi-
ences. Probably the most successful drama was Tony Kushner’s
Angels in America (1992).

Hollywood was a latecomer in the depiction of AIDS on the big
screen. Most of the initial film productions were from independent
filmmakers. Before Philadelphia (1993), the few other movies which
dealt openly with AIDS as theme were Arthur Bressan Jr.’s Buddies
(1985); Bill Sherwood’s Parting Glances (1986); and Norman Rene
and Craig Lucas’s Longtime Companion (1990). Lucas’s production
was rejected by every major studio and was eventually funded by
PBS’s American Playhouse. Many of those afflicted with AIDS in the
movie industry were treated as untouchables. Many times when AIDS
was depicted in a film it was exhibited as a gay, white middle class
disease. Meanwhile, photo documentaries produced outside Holly-
wood validated the lives of individuals with AIDS, revealing the
gravity and reality of the disease and helping to raise funds for AIDS
service organizations.

When the AIDS epidemic was first identified, the disease was
not considered newsworthy by national television networks. The first
mention of AIDS occurred on ABC’s Good Morning America during
an interview with the CDC’s James Curran. Since the inception of
CNN in 1980, the news network has provided continuous coverage of
AIDS. Broadcast and cable television stations could have been used
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to calm fears about AIDS by educating viewers about how the disease
was transmitted, realistically depicting people with AIDS, and foster-
ing understanding towards those affected. However, HIV/AIDS
proved to be too controversial for most mainstream media. Even
public service announcements and advertisements depicting contra-
ceptives or safe sex practices came under fire. However, as more
people became aware of HIV/AIDS the major media sources began to
air more information about the disease. In 1985 NBC Television
presented one of the first dramas on the small screen, An Early Frost.
Regular television programming covering HIV/AIDS has paralleled
the disease. Countless made for television movies, dramas, and
documentaries have been produced on the networks and cable
television stations.

National Public Radio has been a leader in providing informa-
tion and coverage of HIV/AIDS. NPR has since 1981 worked at
interpreting issues surrounding the epidemic, with its broadcast
reaching not only urban areas but also into the hinterlands. It has
helped to dispel much misinformation and created a knowledge base
on a national scale.

The literary response to AIDS has matched its history and
growth. As the disease spread so did the written word covering it.
Literature has served as socio-historical record of the onset and
impact of the disease. Nearly every genre is represented, ranging from
poetry, personal stories, histories, self-help books, fiction, and non-
fiction. Literature has provided some of the more honest depic-
tions of AIDS.

The most visible symbol of the disease is the AIDS Memorial
Quilt. The quilt was started in early 1987 to commemorate the passing
of loved ones to AIDS. Each person was given a rectangular piece of
cloth three feet by six feet, the size of a human grave, to decorate with
mementoes or special items significant to the life of the person who
lost their battle with AIDS. At the close of 1998 there were over
42,000 panels in the Names Quilt, signifying the passing of more than
80,000 individuals. The entire quilt covers eighteen acres, and weighs
over 50 tons. Still, only 21 percent of AIDS related deaths are
depicted by the quilt.

The last two decades of the twentieth century have witnessed an
immense human tragedy not seen in the United States for many years.
A large portion of the gay population between the ages of twenty and
fifty were lost to the disease. Along with them went their talents in the
visual arts, performing arts, and literature. Many cultural artifacts
from the end of the century stand as mute witness to their lives and
passing, foreshadowing the symbolism provided by the AIDS
Memorial Quilt.

—Michael A. Lutes
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Ailey, Alvin (1931-1989)

Choreographer and dancer Alvin Ailey transformed the U.S.
dance scene in the 1960s with his work Revelations, a powerful and
moving dance which expresses Black experiences set to gospel
music. By the 1980s this dance had been performed more often than
Swan Lake. As the founder of the interracial Alvin Ailey American
Dance Theatre in 1958, Ailey was an important and beloved figure in
the establishment of Black artists in the American mainstream. His
company was one of the first integrated American dance companies to
gain international fame.

Other artists did not always share his vision of Black dance and
accused his creations of commercialism. After early success and a
stressful career, Ailey’s creativity waned in the late 1970s. Manic
depression and arthritis undermined his health. He tried to find refuge
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in drugs, alcohol, and gay bars, and died of an AIDS related disease in
1989. His company continues under the direction of Judith Jamison, a
dancer who inspired Ailey’s 1971 creation of a dance to honor Black
women called Cry.

—Petra Kuppers
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Press, 1998.

Air Travel

For centuries people have been enthralled with the possibility of
human flight. Early inventors imitated birds’ wings and envisioned
other devices that they hoped would enable them to conquer the sky.
Not until the beginning of the twentieth century, however, did
technology catch up with the dreams. Yet even after Orville and
Wilbur Wright first flew at Kitty Hawk in 1902, most Americans did
not view air travel as a realistic possibility.

Air shows during the first two decades of the twentieth century
convinced Americans that flight was possible. Crowds thrilled as
aviators flew higher and faster, and performed tricks with their small
planes. Some tried to imagine the practical applications of flight, but
at that point it was still a very dangerous endeavor. The early
monoplanes and biplanes were fragile; wind and storms tossed them
around and they frequently crashed. So when Americans went to air
shows to see the ‘‘wonderful men in their flying machines,’’ they also
observed accidents and even death. Newspaper editorials, feature
stories, and comics showed the positive and negative potential
of flight.

World War I served as an impetus to the development of air
travel in several ways. Initially, planes were viewed only as a means
of observing enemy movements, but pilots soon began to understand
their potential for offensive maneuvers such as strafing and bombard-
ment. The use of planes in battle necessitated improvements in the
strength, speed, and durability of planes. At the same time, as stories
of the heroic exploits of such figures as Eddie Rickenbacker were
reported in the press, the view of the pilot as romantic hero entered the
popular imagination. Following their service in the war, trained pilots
returned to participate in air shows, thrilling viewers with their expert
flying and death-defying aerial tricks, known as ‘ ‘barnstorming,”” and
offering plane rides.

During the 1920s and 1930s, far-sighted individuals began to
seriously examine the possiblity of flight as a primary means of
transportation in the United States. Entrepreneurs like William Ran-
dolph Hearst and Raymond Orteig offered cash awards for crossing
the United States and the Atlantic Ocean. Aviators like Calbraith P.
Rodger, who came close to meeting Hearst’s requirement to cross the
continent in thirty days in 1911, and Charles A. Lindbergh, who
successfully traveled from New York to Paris in 1927, responded.
Lindbergh became an overnight hero and flew throughout the United
States promoting air travel.

As with railroad and highway transportation, it took the power
and resources of the federal government to develop aviation. The
United States Postal Service established the first airmail service as
early as 1918, and airline companies formed to carry the mail and
passengers. Federal and state governments established agencies and
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passed laws setting safety requirements. Then, in the 1930s, commu-
nities began to receive federal financial assistance to build airports as
part of the 1930s New Deal. During World War II, the Allies and the
Axis powers showed the destructive power of aviation, but the war
also showed air travel was a pragmatic way to transport people
and supplies.

By the end of World War II, most Americans viewed flying as a
safe and efficient form of travel, and the air travel industry began to
grow by leaps and bounds. Airlines emphasized comfort by hiring
stewardesses and advertising ‘‘friendly skies,”” as federal agencies
established flight routes and promoted safety. Aircraft manufacturers
made bigger and better planes, and airports were expanded from mere
shelters to dramatic and exciting structures, best exemplified by
architect Eero Saarinen’s TWA terminal in New York and his Dulles
International Airport in Washington, D.C. With improved aircraft and
reduced fares, flying became the way to go short or long distances,
and even those who could not afford to fly would gather in or near
airports to watch planes take off and land.

Within two decades, air travel had become central to the lives of
increasingly mobile Americans, and the airline industry became one
of the pillars of the American economy. Flying became as routine as
making a phone call, and while dramatic airline disasters periodically
reminded travelers of the risks involved, most agreed with the airlines
that air travel was one of the safest means of transportation.

—lJessie L. Embry
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Airplane!

The 1980 film Airplane! poked fun at an entire decade of
American movie-making and showed movie producers that slapstick
films could still be extremely successful at the box office. The movie
appeared at the end of a decade that should well have left moviegoers
a bit anxious. Disaster and horror films like The Poseidon Adventure
(1972), The Towering Inferno (1974), Earthquake (1974), and Jaws
(1975) schooled viewers in the menaces that lurked in and on the
water, high in skyscrapers, and under the earth; and a whole series of
Airport movies (beginning with Airport [1970], followed by sequels
Airport 1975, 1977, and 1979) exploited peoples’ fears of being
trapped in a metal tube flying high above the earth. Airplane! took the
fears these movies preyed upon—and the filmmaking gimmicks they
employed—and turned them on their head. The result was a movie
(and a sequel) rich in humor and dead-on in skewering the pretensions
of the serious disaster movie.

The familiar details of air travel in the Airport movies became
the backdrop for an endless series of spoofs. The actual plot was fairly
thin: a plane’s pilots become sick and the lone doctor aboard must
convince a neurotic ex-fighter pilot to help land the plane. The jokes,
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however, were multi-layered (which has led to the movie’s attaining a
kind of cult status, as fans view the film repeatedly in search of jokes
they missed in previous viewings). In one scene, basketball star
Kareem Abdul-Jabbar, who plays co-pilot Roger Murdoch, folds
himself into the cramped cockpit and tries to ward off the skepticism
of a visiting kid who insists that he is a basketball star, while the pilot,
Captain Oveur (played with a straight face by Peter Graves), plies the
boy with a series of increasingly obscene questions. When the tension
created by the plane plummeting toward the earth is at its most
intense, writer/directors David Zucker and Jim Abrahams have a nude
woman jump in front of the camera. While he prepares to land the
plane, Ted Striker (played by Robert Hays), who has been pressed
into reluctant duty, confronts his fears and memories of previous
flying experiences. Just when his flashbacks become serious, we
return to a shot of Hays with fake sweat literally pouring down his
face and drenching his clothing. While there is broad physical humor
aplenty, some of the films funniest moments come from the verbal
comedy. The dialogue between the crew is filled with word-play—
““What’s your vector, Victor?’ ‘‘Over, Oveur,”” and ‘‘Roger, Rog-
er’’; every question that can be misunderstood is; and the disembod-
ied voices over the airport loudspeakers begin by offering business-
like advice but soon engage in direct, romantic conversation while the
airport business proceeds, unaffected. The latter is a fascinating
statement about the ability of Americans to tune out such meaning-
less, background noise.

Earlier slapstick films had focused on the antics of specific
characters such as Jerry Lewis or Charlie Chaplin, but Airplane! was
different. It was a movie lover’s movie, for its humor came from its
spoofing of a wide range of movies and its skewering of the disaster
film genre. It also featured an ensemble cast, which included Leslie
Nielsen, Lloyd Bridges, Robert Hays, Julie Hagerty, and Peter
Graves, many of whom were not previously known for comedic work.
The two Airplane! films heralded a revival of the slapstick form,
which has included several Naked Gun movies, and launched the
comedic career of Leslie Nielsen.

—Brian Black

FURTHER READING:

Sklar, Robert. Movie-made America. New York, Vintage Books, 1994.

Alabama

Country music group Alabama’s contribution to country music
in the 1980s was one of the most significant milestones on the road to
country music’s extraordinary rise to prominence in the pop music
scene of the 1990s. While various threads of artistic influence ran
through country in the 1980s, the most important commercial innova-
tions were the ones that brought it closer to rock and roll—following
three decades in which country had often positioned itself as the
antithesis of rock and roll, either by holding to traditional instrumen-
tation (fiddles and banjoes, de-emphasis on drums) or by moving
toward night-club, Las Vegas-style pop music (the Muzak-smooth
Nashville sound, the Urban Cowboy fad). Alabama was one of the
first major country acts to get its start playing for a college crowd.
Most significantly, Alabama was the first pop-styled country ‘‘group’’:
the first self-contained unit of singers/musicians/songwriters—along

Randy Owen, the lead singer of Alabama, performs at the 31st Annual
Academy of Country Music Awards.

the lines of the Beatles, Rolling Stones, or Beach Boys—to succeed in
country music.

Considering that the self-contained group had dominated pop
music since the early 1960s, country was late to the table, and it was
no accident. Country labels had quite deliberately avoided signing
groups, believing that the image of a bunch of young men touring
together, smoking marijuana, and smashing up motel rooms would be
anathema to the core country audience and the upscale audience that
country was trying to cultivate. As Alabama member Jeff Cook put it
to Tom Roland, author of The Billboard Book of Number One
Country Hits, the Nashville establishment felt that “‘if you were a
band, you would have a hit record and then have internal problems
and break up.”’

Alabama natives Randy Owen (1949—), Teddy Gentry (1952—),
Jeff Cook (1949—), and drummer Bennett Vartanian formed the
band’s precursor, a group called Wild Country, in the early 1970s.
They moved to the resort community of Myrtle Beach, South Caroli-
na, where an engagement at a local club, the Bowery, extended for
eight years. They were a party band, playing marathon sets that
sometimes went round the clock. Vartanian left the group in 1976, and
the group went through several drummers before settling on trans-
planted New Englander Mark Herndon (1955—), who had developed
a reputation with rock bands around Myrtle Beach.

As the Alabama Band, the group cut some records for small
independent labels. A few major labels approached lead singer Owen
about signing as a solo act, but he refused to break up the band.
Finally, RCA Victor took the chance and signed the group in 1980.
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The band’s first release, ‘‘Tennessee River,”” hit number one on the
country charts, and was followed with two dozen number one hits.
During one stretch, Alabama saw twenty-one consecutive releases go
to number one, a record that no other act has come close to matching.
Alabama won two Grammys and was named Entertainers of the Year
three times by the Country Music Association and five times by the
Academy of Country Music. In the People magazine readers’ poll,
Alabama three times was named favorite group, any musical style. In
1989, the Academy of Country Music named Alabama Entertainers
of the Decade.

Following Alabama’s success, pop groups like Exile crossed
over to country music, and the self-contained group, from Sawyer
Brown to the Kentucky Headhunters to the Mavericks, became a
staple of new country.

—Tad Richards

Alaska-Yukon Exposition (Seattle, 1909)

Held in the University District of Seattle between June 1 and
October 16 of 1909, the Alaska-Yukon Exposition attracted more
than four million visitors. Housed in a collection of temporary (and a
scattering of permanent) structures, the exposition promoted the
achievements of American industry and commerce, and comprised a
range of displays highlighting agriculture, manufacturing, forestry,
and a wide range of other United States businesses. The exposition’s
principal legacy was its contribution to the development of the
University of Washington, adding four permanent buildings and a
landscaped campus to an institution which, prior to 1909, had
comprised a mere three buildings.

—David Holloway

FURTHER READING:

Sale, Roger. Seattle Past to Present. Seattle, University of Washing-
ton Press, 1978.

Albert, Marv (1941—)

One of the most distinctive voices in sports broadcasting, Marv
Albert prided himself on keeping his own personality subservient to
the events he was covering. For most of his three decade career, the
dry, sardonic New Yorker managed to hew to that credo. But when a
personal scandal rocked his life off its moorings in 1997, the self-
effacing Albert found himself the center of attention for all the
wrong reasons.

Born Marvin Aufrichtig, Albert attended Syracuse University’s
highly-regarded broadcasting school. He mentored under legendary
New York City sports announcer Marty Glickman and made his
initial splash as a radio play-by-play man for the New York Knicks. A
generation of New York basketball fans fondly recalls Albert’s call of
Game Seven of the 1970 NBA (National Basketball Association)
Finals, in which an ailing Knick captain Willis Reed valiantly limped
onto the court to lead his team to the championship. ‘“Yesssss!”’
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Albert would bellow whenever a Knicks player sunk an important
shot. ‘‘And it counts!”” he would tack on when a made shot was
accompanied by a defensive foul. These calls eventually became his
trademarks, prompting a host of copycat signatures from the basket-
ball voices who came after him.

Under Glickman’s influence, Albert quickly developed a per-
sonal game-calling style that drew upon his New York cynicism. In a
deep baritone deadpan, Albert teased and taunted a succession of
wacky color commentators. Occasionally he would turn his mockery
on himself, in particular for his frenetic work schedule and supposed
lack of free time. Albert worked hard to manufacture this image, even
titling his autobiography I’d Love To, But I Have a Game. This self-
made caricature would later come back to haunt Albert when a sex
scandal revealed that there was more going on away from the court
than anyone could have possibly realized.

In 1979, Albert moved up to the national stage, joining the NBC
(National Broadcasting Corporation) network as host of its weekly
baseball pre-game show. The announcer’s ‘‘Albert Achievement
Awards,”” a clip package of wacky sports bloopers that he initially
unveiled on local New York newscasts, soon became a periodic
feature on NBC’s Late Night With David Letterman. Like Letterman,
Albert occasionally stepped over the line from humorous to nasty.
When former Yale University President A. Bartlett Giamatti was
named commissioner of major league baseball, Albert japed to St.
Louis Cardinal manager Whitey Herzog that there now would be ‘‘an
opening for you at Yale.”” ‘‘I don’t think that’s funny, Marv,”’ the
dyspeptic Herzog retorted.

Nevertheless, Albert was an enormously well-liked figure with-
in the sports broadcasting community. He appeared comfortable on
camera but was known to be painfully shy around people. Sensitive
about his ludicrous toupee, Albert once cracked, ‘‘As a kid, I made a
deal with God. He said, “Would you like an exciting sports voice or
good hair?” And I chose good hair.”” Bad hair or not, Albert found
little standing in his way from a rapid ascent at NBC. He became the
network’s number two football announcer, and, when the network
secured rights to televise the NBA in 1991, the lead voice for its
basketball telecasts.

The genial Albert seemed to be on the top of his game. Then, in
the spring of 1997, a bombshell erupted. A Virginia woman, Vanessa
Perhach, filed charges against Albert for assault and forcible sodomy.
She claimed that he had bitten and abused her during a sexual
encounter in a Washington-area hotel room. The case went to trial in
late summer, with accusations of cross-dressing and bizarre sexual
practices serving to sully the sportscaster’s spotless reputation. While
Perhach’s own credibility was destroyed when it came out that she
had offered to bribe a potential witness, the public relations damage
was done. In order to avoid any more embarrassing revelations,
Albert eventually pled guilty to a misdemeanor charge, and received a
suspended sentence.

Albert’s career appeared to be finished. NBC fired him immedi-
ately, and he resigned from his position as New York Knicks play-by-
play man rather than face the axe there. Many sports fans declared
their unwillingness to watch any telecast of which Marv Albert was a
part. Most painful of all, the reclusive Albert became the butt of
nightly jokes by a ravenous Tonight Show host Jay Leno.

Slowly but surely, however, the humbled broadcaster began to
put his life back together. As part of his plea agreement, he agreed to
seek professional counseling for his psychosexual problems. He
married his fiancee, television sports producer Heather Faulkner, in
1998. By September of that year, Albert was back on the air in New
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Marv Albert

York, as host of a nightly cable sports highlight show. The MSG
Network also announced that Albert would be returning to the
airwaves as the radio voice of the Knicks for the 1998-1999 season.

Albert’s professional life, it seemed, had come full circle. He
appeared nervous and chastened upon his return to the airwaves, but
expressed relief that his career had not been stripped from him along
with his dignity. To the question of whether a man can face a
maelstrom of criminal charges and humiliating sexual rumors and
reclaim a position of prominence, Albert’s answer would appear to
be ‘“Yessssss!”’

—Robert E. Schnakenberg

FURTHER READING:

““‘Second Effort.”” People Weekly. October 5, 1998.

Taafe, William. ‘“Warming Up the Airwaves? Yesssssss!”’ Sports
Lllustrated. September 8, 1986.

Waulf, Steve. ‘‘Oh, No! For the Yes Man.”’ Time. October 6, 1997.

Album-Oriented Rock

Radio stations that specialized in rock music recorded during the
later 1960s, 1970s, and 1980s were generally labeled Album-Orient-
ed Rock (AOR) stations. The symbiosis between AOR stations and
bands such as Deep Purple, Led Zeppelin, and Aerosmith has led
many to refer to virtually all 1970s era hard rock bands as AOR as
well. When it was first introduced in the late 1960s, the AOR format
was only marginally commercial, but by the mid-1970s AOR stations
were taking on many of the characteristics of top-40 stations. As the
popularity of AOR stations grew, major label record companies
exerted increasing influence over AOR playlists around the country,
in the process squeezing out competition from independent label
competitors. A by-product of this influence peddling was a creeping
homogenization of rock music available on radio stations.

The AOR format was happened upon after the Federal Commu-
nication Commission (FCC) mandated a change in the way radio
stations did their business in 1965. The FCC prohibited stations from
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offering the same programming on both AM and FM sides of the dial.
This ruling opened the less popular FM side of the dial to a variety of
less commercial formats, including jazz and classical. Coincidental
with this change in radio programming law was the emergence of the
so-called ‘‘concept album’’ among British art rock bands, the Beatles,
and Bay Area psychedelic bands. Some of these albums featured
songs substantially longer than the three minute time limit traditional-
ly observed by radio station programmers. In areas with massive
collegiate populations, especially San Francisco, a few FM stations
began playing entire album sides. This approach to radio program-
ming departed significantly from the singles-only AM pop rock format.

In the 1970s, rock album sales accounted for an increasing
proportion of record company profits, but the AOR format remained
somewhat experimental until technological improvements brought
stereophonic capabilities to FM radio. This change attracted top 40
formats to FM and made it far more competitive. As FM rock radio
matured, its audience widened and it became apparent to record labels
that AOR stations, especially those in large market cities, were
effective if not critical marketing media for their products. The
growing importance of AOR radio, both to station owners and record
companies, worked to narrow the weekly playlists. Station owners,
hoping to maintain ratings, copied many top-40 programming strate-
gies and curtailed the number of songs in heavy rotation, keeping
many of the obscure bands and esoteric album cuts from ever getting
air time.

Record companies sought to boost album sales by manipulating
AOR stations’ playlist. In order to avoid the recurrence of a 1950s
style ‘“payola’” scandal, record companies subcontracted the promo-
tion of their records to radio stations via ‘‘independent promoters.’’
Through independent promotion, record companies could maintain a
facade of legality, even though the means independent promoters
employed to secure air time for the labels was clearly outside the
bounds of fair access to public airwaves. Not only were station
programmers frequently bribed with drugs and money, they were
occasionally threatened with bodily harm if they did not comply with
the demands of the independent promoters. According to Frederick
Dannen, author of Hit Men, the secrecy, illegality, and lucrative
nature of independent promotion eventually invited the involvement
of organized crime syndicates, and the development of a cartel among
the leading independent promoters.

In the 1980s, record companies hard hit by the disco crash lost all
control over independent promoters. Not only had the costs of
independent promotion become an overwhelming burden on the
record companies’ budgets, they had developed into an inextricable
trap. Record companies who refused to pay the exorbitant fees
required by members of the promotion cartel were subject to a
crippling boycott of their product by stations under the influence of
powerful independent promoters.

The effect of independent promotion on AOR formats and the
rock music scene in general was a steady narrowing of FM rock fare.
Bands on smaller record labels or those with experimental sounds had
little chance of ever getting heard on commercial radio. Without some
measure of public exposure, rock acts struggled to build audiences.
Millions of dollars spent on independent promotion could not ensure
increased album sales. There are dozens of examples of records that
received heavy air play on FM radio, but failed to sell well at retail, a
distinction that earns such records the title of ‘‘turntable hit.”’ In the
mid-1980s record companies banded together and took steps to
reduce their debilitating reliance upon independent promotion.
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For better or worse, the AOR format did allow musicians to
expand well beyond the strict confines imposed by AM radio. Several
important rock anthems of the 1970s, such as Led Zeppelin’s ‘‘Stair-
way to Heaven’” and Lynyrd Skynyrd’s ‘Freebird,”” may have had
far less success without AOR stations. The influence of AOR pro-
gramming was not as absolute as it is frequently presupposed. Cynics
often fail to recall that several bands, such as the Grateful Dead, Kiss,
and later Metallica, managed to build massive audiences and endur-
ing careers without the help of FM radio or independent promotion.
The perception that rock music was hopelessly contaminated by crass
commercialism drove many fans and musicians to spurn FM rock.
This rejection invigorated punk rock and its various offspring, and
also encouraged the development of alternative rock programming,
especially college radio, which in turn helped propel the careers of
bands like R.E.M., Hiisker Dii, and Soundgarden.

—Steve Graves

FURTHER READING:
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Chicago, Nelson Hall, 1977.
Dannen, Fredric. Hit Men. New York, Times Books, 1990.

Sklar, Rick. Rocking America: An Insider’s Story: How the All-Hit
Radio Stations Took Over. New York, St. Martin’s Press, 1987.

Alda, Alan (1936—)

Although his prolific and extremely successful career evolved
from acting on stage to writing, directing, and acting in his own films,
Alan Alda will forever be best remembered for his inimitable portray-
al of Captain Benjamin Franklin ‘‘Hawkeye’’ Pierce in the award-
winning TV comedy series M *A *S*H, which ran from 1972 to 1983.
The most popular pre-Seinfeld series in television history, M*A*S*H
concerned a Korean War medical unit struggling to maintain their
humanity—indeed, their very sanity—throughout the duration of the
war, by relying on humor in the form of constant wisecracking and
elaborate practical jokes. Featuring humor that was often more black
than conventional, the show proved an intriguingly anachronistic hit
during the optimistic 1980s. Alda’s Pierce was its jaded Everyman; a
compassionate surgeon known for his skills with a knife and the razor
sharp wit of his tongue, Hawkeye Pierce—frequently given to intel-
lectual musings on the dehumanizing nature of war—had only
disdain for the simplistic and often empty-headed military rules.

Born Alphonso Joseph D’Abruzzo—the son of popular film
actor Robert Alda (Rhapsody in Blue)—Alan Alda made his stage
debut in summer stock at 16. He attended New York’s Fordham
University, performed in community theater, appeared both off and
on Broadway, and did improvisational work with the Second City
troupe in New York. This eventually led to his involvement in
television’s That Was the Week that Was. His performance in the play
Purlie Victorious led to his film acting debut in the screen adaptation
Gone are the Days in 1963. Then followed a succession of notable
film roles such as Paper Lion (1968) and Mike Nichols’
Catch-22 (1970).

Though his fledgling film career was sidelined by M*A*S*H,
during the course of the show’s increasingly successful eleven-year
run Alda’s popularity resulted in a succession of acting awards,
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(From left) Alan Alda with David Ogden Stiers and Jamie Farr in a scene from M*A*S*H.

including three Emmy awards, six Golden Globes, and five People’s
Choice Awards as ‘‘Favorite Male Television Performer.”” Simulta-
neously, his increasing involvement behind the scenes in the creation
of the show led to Alda writing and directing episodes, and, in turn, to
receiving awards for these efforts as well. Ultimately, Alan Alda
became the only person to be honored with Emmys as an actor, writer
and director, totaling 28 nominations in all. He has also won two
Writer’s Guild of America Awards, three Director’s Guild Awards,
and six Golden Globes from the Hollywood Foreign Press Association.

While on hiatus from the show, Alda also began leveraging his
TV popularity into rejuvenating his film career, appearing in the
comedies Same Time Next Year (1978, for which he received a
Golden Globe nomination) and Neil Simon’s California Suite (1979).
Alda also wrote and starred in the well-received Seduction of Joe
Tynan (1979) about a senator’s corruption by the lure of increasing
power, and by the wiles of luminous lawyer Meryl Streep. In 1981,
Alda expanded his talents—writing, directing, and starring in Four
Seasons, which proved a critical and financial hit for the middle-aged
set, and spawned a short-lived television series. His three subsequent
and post-M*A *S*H films as writer/director/star—Sweet Liberty (1986),
A New Life (1988), and Betsy’s Wedding (1990)—have met with
mediocre success, leading Alda to continue accepting acting roles. He
has frequently worked for Woody Allen—appearing in Crimes and

Misdemeanors for which he won the New York Film Critic’s Award
for best supporting actor, Manhattan Murder Mystery, and Everyone
Says I Love You. Alda even good-naturedly accepted the Razzie
Award for ‘‘“Worst Supporting Actor’” for his work in the bomb
Whispers in the Dark (1992). Alda has also continued to make
television and stage appearances; his role in Neil Simon’s Jake’s
Women led to a Tony Nomination (and the starring role in the
subsequent television adaptation), and the recent Art, in which Alda
starred on Broadway, won the Tony for Best New Play in 1998.

However, in the late 1990s, Alda also made a transition into
unexpected territory as host of the PBS series, Scientific American
Frontiers, which afforded him the opportunity both to travel the
world and to indulge his obsession with the sciences, as he interviews
world-renowned scientists from various fields.

An ardent and long-married (to photographer Arlene Weiss)
family man, Alda has also been a staunch supporter of feminist
causes, campaigning extensively for the passage of the Equal Rights
Amendment, which led to his 1976 appointment by Gerald Ford to the
National Commission for the Observance of International Women’s
Year. It was critic Janet Maslin, in her 1988 New York Times review of
Alda’s A New Life, who seemed to best summarize Alda’s appeal to
society: ‘‘Alan Alda is an actor, a film maker, and a person, of course,
but he’s also a state of mind. He’s the urge, when one is riding in a
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gondola, to get up and start singing with the gondolier. He’s the
impulse to talk over an important personal problem with an entire
roomful of concerned friends. He’s the determination to keep looking
up, no matter how many pigeons may be flying overhead.”’

—Rick Moody

FURTHER READING:
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Ali, Muhammad (1942—)

In every generation there emerges a public figure who manages
to dramatize the tensions, the aspirations, even the spirit of the epoch,
and by so doing, define that era for posterity. Thus F. Scott Fitzgerald,
the personification of the heady mixture of genius and new social
possibilities played out in a very public manner, defined the Roaring
Twenties. It is difficult to define how this process occurs, but when it
happens it becomes obvious how ineluctably right the person is, how
fated they are to play out the drama of their age; it appears that their
ascendance is fated, so necessary that were the figure not existing, he
or she would have to be created. Such was the impact of Muhammad
Ali. Ali was a new kind of athlete, utterly divorced from the rags-to-
riches saga of previous black boxers. By the close of the 1960s, Ali
had become one of the most celebrated men on the planet, a hero in
Africa, the third world, and in the ghettoes of black America. Placing
his convictions before his career, Ali became the heavyweight boxing
champion of the world, all the while acting as an ambassador for the
emerging black power movement. Gifted, idiosyncratic, anoma-
lous—we may never see the likes of him again.

Unlike previous black champions—Joe Louis, Floyd Patterson,
Sonny Liston—Ali was anomalous in that he was not a product of
poverty and had no dreadful past from which he sought to escape.
Born Cassius Clay, in the border South city of Louisville, Kentucky,
he was a child of the black middle class. His father, Cassius Clay, Sr.,
a loquacious man with a propensity for Marcus Garvey-inspired
rhetoric, was a frustrated artist who painted signs for a living. For a
black man of the time, he was one step removed from the smattering
of black professionals who occupied the upper strata of black society.
Although Louisville was a segregated city, and young Cassius suf-
fered the slights of Jim Crow, Louisville was not the deep South. Still,
the presence of inequity gnawed at the young boy. Behind his
personal drive there would always exist the conviction that whatever
status he attained would be used to uplift his race.

If it wasn’t for the fact that it is true, the story of Ali’s
introduction to boxing would seem apocryphal. At the tender age of
twelve, Clay was the victim of a petty crime: the theft of his new
Schwinn bicycle from outside of a convention center. Furious at the
loss, Cassius was directed to the basement of the building where he
was told a police officer, one Joe Martin, could be found. Martin, a
lesser figure in the annals of gym-philosophers, ran a boxing program
for the young, and in his spare time produced a show, Tomorrow’s

44

Champions, for alocal TV station. Martin waited out Clay’s threats of
what he would do when he found the thief, suggesting the best way to
prepare for the impending showdown was to come back to the gym.
Clay returned the very next day, and soon the sport became an
obsession. While still in his teens he trained like a professional
athlete. Even at this tender age Clay possessed a considerable ego, and
the mouth to broadcast his convictions. Exulting after his first
amateur bout, won in a three round decision, he ecstatically danced
around the ring, berating the crowd with claims to his superiority.

From the beginning Martin could see Clay’s potential. He was
quick on his feet with eyes that never left his opponent, always
appraising, searching for an opening. And he was cool under pressure,
never letting his emotions carry him away. Never a particularly apt
student (he would always have difficulty reading), Clay nonetheless
possessed an intuitive genius that expressed itself in his unique
boxing style and a flair for promotion. He was already composing the
poems that were to become his trademark, celebrating his imminent
victory and predicting the round in which his opponent would fall in
rhyming couplets. And even at this stage he was attracting vociferous
crowds eager to see his notorious lip get buttoned. Clay did not care.
Intuitively, he had grasped the essential component of boxing show-
manship: schadenfreude. After turning pro, Clay would pay a visit to
professional wrestler Gorgeous George, a former football player with
long, blond tresses and a knack for narcissistic posturing. ‘A lot of
people will pay to see someone shut your mouth,”” George explained
to the young boxer. In the ensuing years, Clay would use parts of
George’s schtick verbatim, but it was mere refinement to a well-
developed sensibility.

Moving up the ranks of amateur boxing, Clay triumphed at the
1960 Rome Olympics, besting his opponents with ease and winning
the gold medal in a bout against a Polish coffeehouse manager. Of his
Olympic performance A.J. Liebling, boxing aficionado and New
Yorker magazine scribe, wrote he had ‘ ‘a skittering style, like a pebble
scaled over water.”” Liebling found the agile boxer’s style *‘attractive,
but not probative.”” He could not fathom a fighter who depended so
completely on his legs, on his speed and quickness; one who pre-
sumed that taking a punch was not a prerequisite to the sport. Other
writers, too, took umbrage with Clay’s idiosyncratic style, accus-
tomed to heavyweights who waded into their opponents and kept
punching until they had reduced their opponents to jelly. But if there
was a common denominator in the coverage of Clay’s early career, it
was a uniform underestimation of his tactical skills. The common
assumption was that any fighter with such a big mouth had to be
hiding something. ‘‘Clay, in fact, was the latest showman in the great
American tradition of narcissistic self-promotion,”” writes David
Remnick in his chronicle of Ali’s early career, King of the World. ‘A
descendant of Davy Crockett and Buffalo Bill by way of the doz-
ens.”” By the time he had positioned himself for a shot at the
title against Sonny Liston, a powerful slugger, and in many ways
Clay’s antithesis, Clay had refined his provocations to the level of
psychological warfare.

Sonny Liston was a street-brawler, a convicted felon with mob
affiliations both in and out of the ring (even after beginning his
professional career, Liston would work as a strong-arm man on
occasion). In his first title fight against Floyd Patterson, Liston had
found himself reluctantly playing the role of the heavy, the jungle
beast to Patterson’s civil rights Negro (the black white hope, as he was
called). He beat Patterson like a gong, twice, ending both fights in the
second round, and causing much distress to the arbiters of public
morality. After winning the championship, Liston had tried to reform
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Muhammad Ali (left) fighting Joe Frazier.

his tarnished image, found the media unsympathetic, and subsided
into a life of boozing and seedy amusement interrupted occasionally
by a challenge to his title.

It was against this backdrop of racial posturing that Clay fought
his first championship bout against Liston in 1964. A seven-to-one
underdog, no one expected much of the brash, young fighter who had
done little to engender sympathy with the sporting press (not especial-
ly cordial to begin with, the more conservative among them were
already miffed by the presence of Malcolm X in Clay’s entourage).
His Louisville backers merely hoped their investment would exit the

ring without permanent damage. To unsettle his opponent and height-
en interest in the bout, Clay launched a program of psychological
warfare. Clay and his entourage appeared at Liston’s Denver home
early one morning, making a scene on his front lawn until the police
escorted them from the premises. When Liston arrived in Miami to
begin training, Clay met him airport, where he tried to pick a fight. He
would periodically show up at Liston’s rented home and hold court on
his front lawn. Clay saved his most outrageous performance for the
weigh-in, bugging his eyes out and shouting imprecations. ‘‘Years
later, when this sort of hysteria was understood as a standing joke, the
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writers merely rolled their eyes,”” writes Remnick, ‘‘but no one had
ever seen anything like this before. . . . Traditionally, anything but the
most stoic behavior meant that a fighter was terrified, which was
precisely what Clay wanted Liston to believe.”

An astute judge of character, Clay suspected Liston would train
lightly, so sure was he of Clay’s unbalanced condition, but Clay
himself was in top shape. His game-plan was to tire out Liston in the
first rounds, keeping him moving and avoiding his fearsome left until
he could dispatch him. ‘‘Round eight to prove I'm great!”” he shouted
at the weigh-in. At the sparsely attended match, Liston called it quits
after the sixth round. Incapable or unwilling to take more abuse, he
ended the fight from his stool. ‘‘Eat your words!’” Clay shouted to the
assembled press, and a new era in boxing had begun.

If Clay’s white backers, the cream of Louisville society who had
bankrolled him for four years—and it should be mentioned, saved
him from a career of servitude to organized crime—thought Clay,
having gained the championship, would then settle into the traditional
champion’s role—public appearances at shopping malls, charity
events, and so forth—they were sorely mistaken. Immediately fol-
lowing the fight, Clay publicly proclaimed his allegiance to Elijah
Muhammad’s Nation of Islam, a sect that had caused controversy for
its segregationist beliefs and bizarre theology. In a break with the
sect’s normative habit of substituting X for their ‘‘slave’” surname,
the religious leader summarily bestowed upon Clay the name Mu-
hammad Ali; loosely translated as meaning a cousin of the prophet
who is deserving of great praise. Now his backers not only had a
fighter who preferred visiting in the ghetto to meeting celebrities, but
also one with a controversial religious affiliation.

In the press, the backlash was immediate and vindictive. True,
writers such as Norman Mailer, Gay Talese, and Tom Wolfe were
sympathetic, but the majority scorned him, disparaged him, taking his
very existence as an affront. For Ali, the championship was a bully
pulpit to launch a spirited attack against *‘the white power structure.”’
In time, he would drop the more arcane elements of Black Muslim
belief (like the African mother-ship circling the earth waiting for the
final confrontation between the races), but he would never lose his
Muslim faith, merely temper it with his customary humor and
lassitude. In the 1960s, he might ape Muhammad’s racist screeds to
reporters, but his orthodoxy was such that it allowed Ali to retain the
white men in his corner, or his Jewish accountant, who Ali jokingly
referred to as ‘‘my Jewish brain.”

No one reacted so vehemently to Ali’s public radicalism as
Floyd Patterson. After Ali destroyed Liston in the first round of their
rematch, Patterson took it as his personal mission to vanquish Ali, to
return the crown to the fold of the NAACP, celebrity-endorsed, good
Negroes of America and out of the hateful clutches of this Black
Muslim upstart. He inveighed against Ali at every opportunity,
attacking him in print in a series of articles in Sports Illustrated in
which he staked his claim to the moral high ground. Ali called
Patterson an Uncle Tom, and visited his training camp with a bag of
carrots for ‘“The Rabbit.”” The fight, already something of a grudge
match, assumed all the solemnity of a theological debate.

For Patterson, the match itself was a humiliation. Ali was not
content to defeat Patterson: he was determined to humiliate him
utterly, and in so doing, his temperate integrationist stance. Ali
danced in circles around Patterson, taunting him unmercifully, and
then he drew out the match, keeping Patterson on his feet for twelve
rounds before the referee finally intervened.
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Three months after the Patterson fight, Ali took on an opponent
not so easily disposed of: the Federal Government. It began with a
draft notice, eliciting from Ali the oft quoted remark: ‘I ain’t got no
quarrel with them Vietcong.”” When he scored miserably on an
aptitude test—twice and to his great embarrassment; he told reporters:
‘I said I was the greatest, not the smartest’’—Washington changed
the law, so Ali alleged, solely in order to draft him. He refused the
draft as a conscientious objector, and was summarily stripped of his
title and banished from the ring. Many writers speak of this period—
from 1967 to 1970—as Ali’s period of exile. It was an exodus from
the ring, true, but Ali was hardly out of sight; instead, he was touring
the country to speak at Nation of Islam rallies and college campuses
and, always, in the black neighborhoods. Ali’s refusal of the draft
polarized the country. Scorn was his due in the press, hate-mail filled
his mail box, but on the streets and in the colleges he became a hero.

Three years later, in 1970, a Supreme Court decision overturned
the adjudication of his draft status, heralding Ali’s return to boxing.
But he had lost a valuable three years, possibly the prime of his boxing
career. His detractors, sure that age had diminished Ali’s blinding
speed, were quick to write him off, but once again they had underesti-
mated his talent. It was true that three years of more or less enforced
indolence had slowed Ali down, but his tactical brilliance was
unimpaired. And he had learned something that would ultimately
prove disastrous to his health: he could take a punch. While his great
fights of the 1970s lacked the ideological drama of the bouts of the
previous decade, they were in some ways a far greater testament to Ali
the boxer, who, divested of his youth, had to resort to winning fights
by strategy and cunning.

Though Ali lost his first post-exile fight to Joe Frazier (who had
attained the championship in Ali’s absence), many considered it to be
the finest fight of his career, and the first in which he truly showed
“‘heart.”” Frazier was a good fighter, perhaps the best Ali had yet to
fight, and Ali boxed gamely for fifteen rounds, losing in the fifteenth
round when a vicious hook felled him (though he recovered suffi-
ciently to end the fight on his feet). In the rematch, Ali beat Frazierin a
fight that left the former champion (who had since lost his title to
George Foreman) incapacitated after fourteen punishing rounds.

The victory cleared the way for a championship bout with
Foreman, a massive boxer who, like Liston, possessed a sullen mien
and a prison record. The 1974 fight, dubbed the ‘‘Rumble in the
Jungle’’ after its location in Kinshasha, capitol city of Zaire, would
prove his most dramatic, memorialized in an Academy Award-
winning documentary, When We Were Kings (1996). What sort of
physical alchemy could Ali, now 32, resort to to overcome Foreman, a
boxer six years his junior? True, Foreman was a bruiser, a street-
fighter like Liston. True, Ali knew how to handle such a man, but in
terms of power and endurance he was outclassed. To compensate, he
initiated the sort of verbal taunting used to such great affect on Liston
while devising a plan to neutralize his young opponent’s physical
advantages: the much-vaunted rope-a-dope defense, which he would
later claim was a spur-of-the-moment tactic. For the first rounds of the
fight, Ali literally let Forman punch himself to exhaustion, leaning far
back in the ropes to deprive Foreman of the opportunity to sneak
through his defenses. By the sixth round, Foreman was visibly
slowing: in the eighth he was felled with a stunning combination. Ali
had once again proved his mastery, and while Foreman slunk back to
America, the next morning found Ali in the streets of Kinshasha, glad-
handing with the fascinated populace.
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Ali would go on to fight some brilliant bouts; a rematch with
Frazier which he lost, and at the age of 36, a return to win the
championship for the third time from the gangly light-heavyweight,
Leon Spinks. But he had continued to fight long after it was prudent to
do so, firing his long-time physician, Ferdie Pacheco, after Pacheco
had urged him to retire. The result: a career ending in ignominy, as
he was unmercifully dissected by Larry Holmes in 1980, and by
Trevor Berbick the following year in what would be his last profes-
sional bout. The aftermath was a slow slide into debilitating
“‘Parkinsonianism,”” which robbed Ali of the things he had treasured
most: his fluid, bewitching patter and his expressiveness, replaced by
tortured speech and a face with all the expressive possibilities
of a mask.

It is a measure of the man—as well as the symbiotic relationship
Ali had established between himself and his public—that his infirmi-
ties did not lead to retirement from public life. A born extrovert, Ali
had always been the most public of public figures, popping up
unexpectedly in the worst urban blight, effusing about what he would
do to improve his people’s lot. This one appetite has not been
diminished by age. In the late 1980s and 1990s, Ali roamed the world,
making paid appearances. Though the accumulated wealth of his
career was largely eaten up, it is clear that Ali has not continued his
public life out of sheer economic need. Much of the money he makes
by signing autographed photos he donates to charity, and those who
know him best claim Ali suffers when out of the spotlight.

Ali was always like catnip to writers. Writing about him was no
mere exercise in superlatives, it provided an opportunity to grapple
with the zeitgeist. Whether fully cognizant of the fact or not, Ali was
like a metal house bringing down the lightning. He embodied the
tumult and excitement of the 1960s, and there is no more fitting
symbol for the era than this man who broke all the rules, refusing to be
cowed or silenced, and did it all with style. His detractors always
thought him a fraud, a peripatetic grandstander devoid of reason, if
not rthyme. But they failed to understand Ali’s appeal. For what his
fans sensed early on was that even at the height of his buffoonery, his
egotistical boasting, and his strident radicalism, the man was more
than the measure of his talents, he was genuine. His love of his people
was never a passing fad, and while the years stole his health, his ease
of movement, and the banter he had used to such great effect, forcing
him to resort to prestidigitation to compensate for the silencing of his
marvelous mouth, his integrity remained beyond reproach. In the final
judgment, Ali needed the crowds as much as they at one time needed
him, not for mere validation, but because they each saw in the other
the best in themselves.

—Michael Baers
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Alice

Sitcom television in the 1970s featured a disproportionate num-
ber of liberated women, divorced or widowed, with or without
children, making it on their own. CBS’ blue (and pink) collar Alice
was no exception, but for the fact of its tremendous success. Alice was
one of the top 10 shows in most of its nine years on the air.

Alice was based on the 1975 film Alice Doesn’t Live Here
Anymore, which starred Academy Award winner Ellen Burstyn in the
title role. The next year, CBS aired Alice, starring Linda Lavin as
Alice Hyatt, the recent widow and aspiring singer from New Jersey
who moves to Phoenix with her precocious 12-year-old son Tommy
(Philip McKeon) to start a new life. While looking for singing work,
Alice takes a ‘‘temporary’’ job (which lasted from 1976 to 1985) as a
waitress at Mel’s Diner, the local truck stop owned and operated by
Mel Sharples (Vic Tayback, reprising his role from the movie). Mel
was gruff, stingy, and famous for his chili. The other waitresses at the
diner, at least at first, were Flo (Polly Holliday) and Vera (Beth
Howland). Flo was experienced, slightly crude, outspoken and lusty,
and became famous for her retort ‘‘Kiss my grits!,”” which could be
found on t-shirts throughout the late 1970s. Vera was flighty and
none-too-bright; Mel liked to call her ‘‘Dingie.”” The truck stop drew
a fraternity of regulars, including Dave ‘‘Reuben Kinkaid’> Madden.

Diane Ladd had played Flo in the movie, and when Holliday’s
Flo was spun off in 1980 (in the unsuccessful Flo, wherein the titular
waitress moves to Houston to open her own restaurant), Ladd joined
the sitcom’s cast as Belle, a Mississippian who wrote country-western
songs and lived near Alice and Tommy in the Phoenix Palms
apartment complex. Belle was sort of a Flo clone; in fact, the only
difference was the accent and the lack of catch phrase. Belle left after
one year, and was replaced by Jolene (Celia Weston), yet another
Southern waitress. In 1982, Mel’s pushy mother Carrie (Martha
‘“‘Bigmouth’” Raye) joined and almost took over the diner. The fall of
1983 brought love to the hapless Vera, who, after a whirlwind
courtship, married cop Elliot Novak (Charles Levin). The following
fall Alice got a steady boyfriend, Nicholas Stone (Michael Durrell).
Toward the end, things did get a little wacky, as is common for long-
lasting shows; in one late episode, Mel purchases a robot to replace
the waitresses.

In the last original episode of the series, Mel sold the diner, and
despite his reputation for cheapness, gave each of his waitresses a
$5000 bonus. Jolene was planning to quit and open a beauty shop
anyway, Vera was pregnant, and Alice was moving to Nashville to
sing with a band, finally. But viewers did get to hear Lavin sing every
week. She over-enunciated the theme song to Alice, ‘‘There’s a New
Girl in Town,”” written by Alan and Marilyn Bergman and David Shire.

Alice Hyatt was a no-nonsense, tough survivor, and her portrayer
spoke out for equal opportunity for women. Lavin won Golden
Globes in 1979 and 1980 and was one of the highest paid women on
television, making $85,000 an episode and sending a palpable mes-
sage to women. The National Commission on Working Women cited
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Linda Lavin (left) and Polly Holliday in a scene from the television show Alice.

Alice as ‘‘the ultimate working woman’’; its annual award is now
called the “‘Alice.”’

—Karen Lurie
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Alien

Despite the success of Stanley Kubrick’s 2001: A Space Odyssey
in 1968, science fiction films were often viewed as juvenile and
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escapist. Much of that changed in the late 1970s and the 1980s thanks
to a new wave of films which challenged the notions of science fiction
film, led by Alien, directed by Ridley Scott in 1979. The film was a
critical and commercial success, garnering several awards including
an Academy award nomination for Best Art Direction, an Oscar for
Best Visual Effects, a Saturn Award from the Academy of Science
Fiction, Horror, and Fantasy Films for Best Science Fiction Film, a
Golden Globe nomination for Best Original Score, and a prestigious
Hugo Award for Best Dramatic Presentation. Its adult sensibilities
were enhanced by a stellar cast which included Tom Skerrit, Sigourney
Weaver, Yaphet Kotto, John Hurt, Veronica Cartwright, and Harry
Dean Stanton.

Inspired by It, The Terror From Beyond Space, Alien deftly
combined the genres of horror and science fiction to create a thor-
oughly chilling and suspenseful drama. The slogan used to market the
film aptly describes the film’s effect: ‘‘In space, no one can hear you
scream.”” The storyline involved the crew of the Nostromo, an
interplanetary cargo ship. They answer the distress call of an alien
vessel, only to discover a derelict ship with no life forms. At least that
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is what they think, until further investigation reveals a number of
large eggs. One ‘‘hatches’” and the emergent life form attaches itself
to a crew member. In an effort to save the man’s life, they bring him
back aboard their ship, where the creature escapes, grows at an
accelerated rate, and continues through the rest of the film hunting the
humans one by one. The film is often noted for its progressive politics.
The film presented a racially mixed crew, with well-drawn class
distinctions. The members of the upper echelon, represented by the
science officer Ash, are cold and literally not-human (he is an
artificial life form). It is later revealed in the story that the crew is put
at risk purposely for the benefit of ‘‘the company,”” who wants to
secure the alien life form for profit ventures. One of the most
discussed aspects of the film was the prominence of the female
characters, notably that of Ripley, played by Weaver. The film
reflects changing gender roles in the culture for it posits Ripley as the
hero of the film. She is intelligent, resourceful, and courageous,
managing to save herself and destroy the creature.

The success of the film spawned three sequels, which as Thomas
Doherty describes, were not so much sequels as extensions, for they
continued the original storyline, concentrating on its aftermath. James
Cameron, straight off the success of the box-office action film The
Terminator, directed the second installment, Aliens, released in 1986.
He continued the Alien tradition of genre blending by adding to the
horror and science fiction elements that of the war film and action
adventure. Unlike the first film which utilized a slow, creeping pace to
enhance suspense, Aliens makes use of fast pacing and jumpcuts to
enhance tension. Here, Ripley, the only expert on the alien species,
volunteers to assist a marine unit assigned to rescue colonists from a
planet overrun by the creatures. Again, she proves herself, eventually
resting command from the incompetent lieutenant who leads them.
She survives the second installment to return in Alien 3, directed by
David Fincher in 1992. Alien Resurrection (Alien 4), directed by Jean-
Pierre Juenet, was released in 1997.

—Frances Gateward

Sigourney Weaver and the ‘‘Alien’’ in Alien 3.
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Alka Seltzer

Alka Seltzer, which bubbles when placed in water, is an over the
counter medication containing aspirin, heat-treated sodium bi carbon-
ate, and sodium citrate. Originally created in 1931, it was mistakenly
and popularly used to treat hangovers. The product has had a variety
of well-known commercial advertisements. The first one introduced
the character ‘‘Speedy’” Alka Seltzer, who was used in 200 commer-
cials between 1954-1964. The other two well received advertisements
include a jingle, ‘‘Plop, Plop, Fizz, Fizz,”’ and a slogan, ‘‘I can’t
believe I ate the whole thing’’; both were used in the 1970s and 1980s.
By the late 1990s, the medicine was still popular enough to be found
on the shelves of various retail stores.

—S. Naomi Finkelstein
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All About Eve

A brilliantly cynical backstage look at life in the theatre, All
About Eve is a sophisticated movie gem that has become a cult classic
since its debut in 1950. With a sparklingly witty script written and
directed by Joseph Mankiewicz, All About Eve hinges on a consum-
mate Bette Davis performance. Playing aging Broadway star Margo
Channing, Davis is perfect as the vain, vulnerable, and vicious older
actress, while delivering such oft-quoted epigrams as ‘‘Fasten your
seat belts, it’s going to be a bumpy night.”” When aspiring young
actress Eve Harrington, played by Anne Baxter, conspires to take over
both Margo Channing’s part and her man, an all-out battle ensues
between the two women. Co-starring George Sanders, Celeste Holm,
Thelma Ritter, and featuring a very young Marilyn Monroe, All About
Eve won six Oscars, including Best Picture and Best Director. All
About Eve is the cinematic epitome of Hollywood wit and sophistication.

—Victoria Price
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All in the Family

Allin the Family, with fellow CBS series The Mary Tyler Moore
Show and M*A*S*H, redefined the American situation comedy in the
early 1970s. Based on the hit British show Till Death Us Do Part, All
in the Family introduced social realism and controversy, conveyed in
frank language, to the American sitcom while retaining the genre’s
core domestic family and revisiting its early blue-collar milieu. That
generic reconstruction proved to be as popular as it was innovative: It
was number one in the Nielsen ratings for its first five full years on the
air and ranked out of the Top 20 only once in its 12-year broadcast
life. At the same time, it created a long and occasionally vituperative
discussion over the propriety of racism, sexism, religious bias, and
politics as the situation of a half-hour comedy.

All in the Family was the creation of writer/producer Norman
Lear, who purchased the rights to Till Death Us Do Part in 1968 after
reading of the turmoil the show had provoked in its homeland. Citing
the British comedy’s attention to major social issues such as class and
race and to internal ‘‘generation gap’’ family conflicts, Lear and his
Tandem production company developed two pilot remakes, Justice
for All and Those Were the Days, in 1968-69 for ABC. Concerned
about audience tests showing a negative reaction to protagonist
Archie Justice, ABC rejected both pilots. Lear’s agents shipped the
second pilot to CBS, which was about to reconfigure its schedule to
appeal to a younger, more urban demographic. Though sharing
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ABC’s concerns about the coarseness of renamed paterfamilias
Archie Bunker, CBS programmers were enthusiastic about Lear’s
show, now called All in the Family, and scheduled its debut for
January 12, 1971.

The first episode of All in the Family introduced audiences to
loudmouth loading-dock worker Archie Bunker (played by Carroll
O’Connor), his sweetly dim wife Edith (Jean Stapleton), their rebel-
lious daughter Gloria (Sally Struthers), and her scruffy radical hus-
band Michael Stivic (Rob Reiner), all of whom shared the Bunker
domicile at 704 Hauser Street in Queens. After an opening that
suggested a sexual interlude between Michael and Gloria far in excess
of what sitcoms had previously offered, the audience heard Archie’s
rants about race (‘‘If your spics and your spades want their rightful
piece of the American dream, let them get out there and work forit!’”),
religion (*‘Feinstein, Feinberg—it all comes to the same thing and I
know that tribe!””), ethnicity (‘“What do you know about it, you dumb
Polack?’’) and the children’s politics (‘‘I knew we had a couple of
pinkos in this house, but I didn’t know we had atheists!’”). Michael
gave back as good as he got, Gloria supported her husband, and Edith
forebore the tirades from both sides with a good heart and a calm, if
occasionally stupefied, demeanor in what quickly came to be the
show’s weekly formula of comedic conflict.

Immediate critical reaction to all of this ranged from wild praise
to apocalyptic denunciation, with little in between. Popular reaction,
however, was noncommittal at first. The show’s initial ratings were
low, and CBS withheld its verdict until late in the season, when slowly
rising Nielsen numbers convinced the network to renew it. Summer
reruns of the series, along with two Emmys, exponentially increased
viewership; by the beginning of the 1971-72 season, All in the Family
was the most popular show in America. In addition to his ‘‘pinko”’
daughter and son-in-law, Archie’s equally opinionated black neigh-
bor George Jefferson, his wife’s leftist family, his ethnically diverse
workplace and his all-too-liberal church became fodder for his
conservative cannon. Household saint Edith was herself frequently in
the line of Archie’s fire, with his repeated imprecation ‘‘Stifle
yourself, you dingbat!’’ becoming a national catch phrase. The social
worth of the Bunkers’ battles became the focus of discussions and
commentary in forums ranging from TV Guide to The New Yorker to
Ebony, where Archie Bunker was the first white man to occupy the
cover. Social scientists and communication scholars joined the debate
with empirical studies that alternately proved and disproved that All in
the Family’s treatment of race, class, and bigotry had a malign effect
on the show’s viewers and American society.

As the controversy over All in the Family raged throughout the
1970s, the series itself went through numerous changes. Michael and
Gloria had a son and moved out, first to the Jeffersons’ vacated house
next door and then to California. Archie, after a long layoff, left his
job on the loading dock and purchased his longtime neighborhood
watering hole. And Edith, whose menopause, phlebitis, and attempted
rape had been the subjects of various episodes, died of a stroke. With
her passing, All in the Family in the fall of 1979 took on the new title,
Archie Bunker’s Place. Edith’s niece Stephanie (Danielle Brisebois),
who had moved in with the Bunkers after the Stivics left Queens, kept
a modicum of ‘‘family’’ in the show; with Archie’s bar and his
cronies there now the focus, however, Archie Bunker’s Place, which
ran through 1983 under that title, addressed character much more than
the social issues and generational bickering that had defined the original.
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(From left) Sally Struthers, Rob Reiner, Jean Stapleton, and Carroll O’Connor in a scene from All in the Family.

Time has been less kind to All in the Family than to its fellow
1970s CBS sitcom originals. Its social realism, like that of Depres-
sion-era dramas, is so rooted in its age and presented so broadly that it
translates to other places and eras far less successfully than the
character-driven MTM and the early M*A*S*H. Its most lasting
breakthrough in content was not a greater concern with political and
social issues but a growing obsession with sex as a verbal and visual
source of humor. Even Lear’s resurrection of three-camera live
videotaping, a standard of early television variety shows, which
added speed and intensity to the bristling wit of the early episodes,
looked cheap and tired by the end of the series. Nonetheless, at its
best, All in the Family used sharp writing and strong acting to bring a
“‘real’” world the genre had never before countenanced into the
American situation comedy. If its own legacy is disappointing, the
disappointment may speak as much to the world it represented as it
does the show itself.

—Jeftrey S. Miller
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All My Children

From its January 5, 1970, debut, soap opera All My Children,
with its emphasis on young love and such topical issues as abortion,
the Vietnam War, and the environment, attracted college students in
unusually high numbers, suddenly expanding the traditional market
and changing the focus of the genre forever. The structure of the
program has been the traditional battling families concept with the
wealthy, dysfunctional Tyler family of Pine Valley pitted against the
morally upright but decidedly middle-class Martins. While the stories
are mainly romantic and triangular, what makes the show unique is its
outright celebration of young lovers and their loves.
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Chuck Tyler and Phil Brent were teenagers when their rivalry for
the affections of Tara Martin split apart their friendship and pitted the
Martins against the Tylers. This conflict drove the series for many
years until it was supplanted in 1980 by a romance between Greg
Nelson and Jenny Gardner, which was beset by interference from his
controlling mother; a devious young flame, Liza; and ultimately
Greg’s own paralysis. This was followed in succeeding years by a
parade of almost unbelievable characters who, in their flamboyance
and eccentricity, overcame some rather formulaic and often saccha-
rine story lines. Among them was the matriarch Phoebe Tyler who, in
her obsession with social propriety, bullied her family into almost
hypocritical submission as they sought to achieve their fantasies out
of sight of her all-observing eyes. Another was the gum-chewing
Opal Gardner, Jenny’s meddling mother. Despite being little more
than caricatures rather than characters, they provided the audience
with welcome comic relief from the earnestness of the show’s young
lovers and the stability of its tent-pole characters.

The show’s most famous character is the beautiful, spoiled, and
vindictive Erica Kane, played with an almost vampy flourish by soap
queen Susan Lucci (perennially nominated for an Emmy but, as of the
late 1990s, holding the record for most nominations without a win).
Erica represents the little, lost, daddy’s girl who wants nothing more
than her father’s love and will stop at nothing to achieve at least some
facsimile of it. Although she steamrolls men in her quest for love, she
has remained sympathetic even as she wooed and divorced three
husbands and a succession of lovers in a reckless attempt to fill the
void left by her father’s absence and neglect. Much of this is due to
Lucci’s remarkable portrayal of Erica’s inherent vulnerability and
story lines that have dealt with rape, abortion, substance abuse, and
motherhood. Yet, despite her increasing maturity as a character, Erica
has remained compulsively destructive over the years, not only
destroying her own happiness but the lives of all of those who come in
contact with her.

Much of All My Children’s success can be attributed to its
consistently entertaining and intelligent characterizations and its
penchant for presenting a mix of styles with something calculated to
please almost everyone. Although this may be somewhat emotionally
unsettling within the context of its mingled story lines, it does reflect
life as it is, which is anything but neat and tidy. Much of the credit for
the show’s remarkable constancy over its three-decade run is the fact
that it has been almost entirely written by only two head writers—
Agnes Nixon and Wisner Washam—and kept many of its original
actors, including Lucci, Ruth Warrick (Phoebe), Mary Fickett (Ruth
Brent) and Ray MacDonnell (Dr. Joseph Martin).

—Sandra Garcia-Myers
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All Quiet on the Western Front

One of the greatest pacifist statements ever to reach the screen,
All Quiet on the Western Front follows a group of German youths
from their patriotic fervor at the start of World War I'in 1914, to the
death of the last of their number in 1918. Based on Erich Maria
Remarque’s like-titled novel, All Quiet downplays the political issues
that led to World War I and dwells instead on the folly and horror of
war in general. Filmed at a cost of $1.2 million and populated with
2,000 extras, many of them war veterans, All Quiet garnered wide-
spread critical acclaim and Academy Awards for Best Picture and
Best Director (Lewis Milestone). It also made a star of Lew Ayres, a
previously unknown 20 year-old who played Remarque’s autobio-
graphical figure of Paul Baumer. A 1990 addition to the National Film
Registry, All Quiet remains a timely and powerful indictment of war.

—Martin F. Norden
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Allen, Steve (1921—)

As an actor, talk show host, game show panelist, musician,
composer, author, and social commentator, Steve Allen helped define
the role of television personality in the early days of the medium. No
less a personage than Noel Coward dubbed Allen *‘the most talented
man in America.”” An encyclopedic knowledge of a variety of
subjects combined with a remarkable ability to ad-lib has made him a
distinctive presence on American TV sets since the 1950s.

Stephen Valentine Patrick William Allen was born in New York
City on December 26, 1921 to vaudeville performers Billy Allen and
Belle Montrose. Allen grew up on the vaudeville circuit, attending
over a dozen schools in his childhood even as he learned the essence
of performing virtually through osmosis. He began his professional
career as a disk jockey in 1942 while attending the University of
Arizona, and worked in West Coast radio throughout the decade. His
first regular TV work was as host of Songs for Sale on NBC,
beginning in 1951.

In September 1954, Allen was chosen to host NBC’s The
Tonight Show. The brainchild of NBC executive Pat Weaver, The
Tonight Show was developed as a late-night version of the network’s
Today Show, amorning news and information series. Allen confident-
ly took television to new vistas—outside, for example, where a
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uniformed Allen would randomly stop cars on Manhattan highways.
Allen would frequently make elaborate prank phone calls on the air,
or read the nonsensical rock lyrics of the era (‘‘Sh-Boom,”” ‘‘Tutti
Frutti’’) in a dramatic setting. Allen’s potpourri of guests ranged from
Lincoln biographer Carl Sandburg to beat comic Lenny Bruce. Allen
even devoted broadcasts to discussions of serious subjects, including
organized crime.

After two years on late night television, Allen shifted to a
Sunday night variety series on NBC, opposite the then-reigning Ed
Sullivan Show on CBS. Allen and Sullivan fiercely competed to land
top guests. In his most memorable coup, Allen brought Elvis Presley
on his show first, where the 21-year-old rock star sang ‘‘Hound Dog’’
to an actual basset hound. Allen’s NBC show lasted until 1960.

The group of comedic sidekicks Allen introduced to a national
audience included Tom Poston, Don Knotts, Louis Nye (whose
confident greeting, ‘‘Hi-ho, Steverino,”’ became Allen’s nickname),
Don Adams, Bill Dana, and Pat Harrington, Jr. His Tonight Show
announcer, Gene Rayburn, became a popular game show host in the
1970s. Allan Sherman, who would later achieve Top Ten status with
such song parodies as ‘‘Hello Muddah, Hello Faddah,”’ originally
produced Allen’s 1960s syndicated talk show.

In public and private, Allen exhibited one of the quickest wits in
show business. When told that politician Barry Goldwater was half-
Jewish, Allen replied, ‘“Too bad it’s not the top half.”” Addressing a
drug rehabilitation clinic, Allen said he hoped his presence would
give ‘‘areal shot in the arm’’ to the organization. As a panelist on the
What’s My Line? game show, Allen’s question (used to identify a

product manufactured or used by the contestant), ‘‘Is it bigger than a
breadbox?’’ entered the national language.

Allen’s irreverent demeanor was a direct influence upon David
Letterman; Letterman acknowledged watching Allen’s 1960s televi-
sion work while a teenager, and many of Allen’s on-air stunts
(wearing a suit made of tea bags, and being dunked in a giant cup)
found their way onto Letterman’s 1980s series (Letterman once wore
a suit of nacho chips, and was lowered into a vat of guacamole).

Allen’s ambitious Meeting of Minds series, which he had devel-
oped for over 20 years, debuted on PBS in 1977. Actors portraying
world and philosophical leaders throughout history—on one panel,
for example, Ulysses S. Grant, Karl Marx, Christopher Columbus,
and Marie Antoinette—would come together in a forum (hosted by
Allen) to discuss great ideas. The innovative series was among the
most critically acclaimed in television history, winning numerous
awards during its five-year span.

Allen has written over 4,000 songs, more than double Irving
Berlin’s output. His best known composition is ‘‘The Start of Some-
thing Big,”” introduced by Steve Lawrence and Eydie Gorme, who
were themselves introduced to one another by Allen. Allen also
composed several Broadway musical comedy scores, including the
1963 show Sophie. His more than 40 books run the gamut from
mystery novels to analyses of contemporary comedy and discussions
on morality and religion. The sardonic Oscar Levant once remarked,
““When I can’t sleep, I read a book by Steve Allen.”

Allen’s best-known movie performance was the title role in the
1956 hit The Benny Goodman Story, and he has made cameo
appearances in The Sunshine Boys (1975) and The Player (1992). He
also played himself on two episodes of The Simpsons, including one
in which Bart Simpson’s voice was altered by computer to sound
like Allen’s.

While attaining the status of Hollywood elder statesman, he
remained an outspoken social and political commentator through the
1990s, and lent his name to anti-smoking and pro-family values
crusades. After Bob Hope called Allen ‘‘the Adlai Stevenson of
comedy,”” Allen said he preferred to describe himself as ‘‘the Henny
Youngman of politics.”’

—Andrew Milner
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Allen, Woody (1935—)

Woody Allen is as close to an auteur as contemporary popular
culture permits. While his style has changed dramatically since the
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release of Take the Money and Run (1969), his work has always been
distinctively his. Over the last thirty years, he has epitomized the ideal
of complete artistic control. His reputation for eclectic casting,
neurotic privacy, and the intertwining of his personal and professional
lives has made him a recognizable public phenomenon even among
people who have never seen one of his films.

Born Allan Stewart Konigsberg, Allen broke into show business
while he was still in high school by writing jokes for newspaper
columnists. As depicted in Annie Hall (1977), Allen grew tired of
hearing other comedians do less than justice to his material and took
to the Manhattan nightclub circuit. He also appeared as an actor on
Candid Camera, That Was the Week That Was, and The Tonight Show.

In 1969, Allen was contracted to write a vehicle for Warren
Beatty called What’s New Pussycat? Though Beatty dropped out of
the project, Peter O’Toole replaced him and the film was a moderate
financial success. The experience (and the profit) provided Allen with
the entrée to his own directorial debut, Take the Money and Run
(1969). His early films—Take the Money and Run and Bananas—
were retreads of his stand-up routines. They starred Allen and various
members of improvisational groups of which he had been a part and
were made on very low budgets. In 1972, he made a screen adaptation
of his successful play Play It Again Sam. The film starred Allen and
featured Tony Roberts and Diane Keaton, actors who would come to
be known as among the most productive of Allen’s stable of regular
talent. Play It Again Sam was followed by a string of commercially
viable, if not blockbuster, slapstick comedies—Everything You Al-
ways Wanted to Know About Sex But Were Afraid to Ask (1972),
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Sleeper (1973), and Love and Death (1975)—which established
Allen’s hapless nebbish as the ideal anti-hero of the 1970s. Interest-
ingly, while Allen is primarily identified as the personification of
quasi-intellectual Manhattan, it bears mentioning that of these early
features only Bananas was situationally linked to New York. In fact,
the movie version of Play It Again Sam was moved from New York to
San Francisco.

In 1977, Allen wrote, directed, and starred (with Keaton and
Roberts) in Annie Hall. The film was a critical and commercial
triumph. It won Oscars for itself, Allen, and Keaton. It was Annie
Hall—a paean to Manhattan and a thinly veiled autobiography—that
cemented Allen in the public mind as the penultimate modern New
Yorker. It also established the tone and general themes of most of his
later work. In 1978, he directed the dark and overly moody Interiors,
which was met with mixed reviews and commercial rejection. In
1979, he rebounded with Manhattan, shot in black and white and
featuring then little known actress Meryl Streep. Manhattan was
nominated for a Golden Globe Award and three Oscars. It won
awards from the National Society of Film Critics and the New York
Film Critics’ Circle. While it was not as popular with the public as
Annie Hall, most critics agree that it was a substantially better film.

Refusing to be comfortable with an established style or intimi-
dated by the public rejection of Interiors, Allen entered a period of
experimentation: Stardust Memories (1980) a sarcastic analysis of his
relationship to his fans; the technical tour-de-force Zelig (1983); The
Purple Rose of Cairo, a Depression-era serio-comedy in which a
character (Jeff Daniels) comes out of the movie screen and romances
one of his fans (Mia Farrow); and others. All appealed to Allen’s
cadre of loyal fans, but none even nearly approached the commercial
or critical success of Annie Hall or Manhattan until the release of
Hannah and Her Sisters in 1986.

Since then, Allen has produced a steady stream of city-scapes,
some provocative like Another Woman (1988) and Deconstructing
Harry (1998), and others that were simply entertaining such as
Manhattan Murder Mystery (1993) and Mighty Aphrodite (1995).
All, however, have been sufficiently successful to sustain his reputa-
tion as one of the most creative and productive film makers in
American history.

—Barry Morris
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Allison, Luther (1939-1997)

Luther Allison was one of the most popular and critically-
acclaimed blues guitar players of the 1990s, combining classic west
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side Chicago guitar with rock and soul in a unique style that appealed
to the mostly white blues festival audiences. Record company dis-
putes, false starts, and a prolonged residency in Europe kept him from
attaining a large popularity in America until late in life, and his
untimely death from cancer cut that success short.

Allison built a world-wide reputation with his intensity and
stamina, often playing three or four hours at a stretch and leaving
audiences decimated. ‘‘His urgency and intensity was amazing,”’
long-time band leader James Solberg said in Living Blues magazine’s
tribute to Allison after his death. ‘‘I mean, to stand next to a guy that
was 57 years old and watch him go for four and a half hours and not
stop . . . I’ve seen teenagers that couldn’t keep up with him . . . He just
had to get them blues out no matter what.”’

Allison was born the fourteenth of 15 children on August 17,
1939 in Widener, Arkansas to a family of sharecroppers. His family
moved to Chicago in 1951 where his older brother, Ollie, began
playing guitar. Allison eventually joined his brother’s outfit, the
Rolling Stones, as a bass player. By 1957 he had switched to guitar
and was fronting his own band in clubs around the west side.

Allison’s early years as a front man were heavily influenced by
Freddie King, Buddy Guy, Otis Rush, and Magic Sam. Although
close in age to Allison, those guitar players had started their careers
earlier and served as mentors. He also listened to B.B. King at an early
age, and King’s influence is perhaps the most prominent in Allison’s
style. In fact, Allison was perhaps one of the best at emulating King’s
fluttering vibrato.

Allison’s first break came in 1969 when he performed at the Ann
Arbor Blues Festival to an audience of mostly white middle-class
college students and folk listeners. That performance built Allison’s
reputation as a fiery, indefatigable performer and one of the hottest
new stars in Blues. Allison also released his first album, Love Me
Mama, on Chicago’s Delmark label that same year. Although the
album suffered from a lack of original material, it was the best-selling
release on Delmark by an artist not already established with a rhythm
and blues single.

Partly because of his performance at Ann Arbor, Motown
Records signed him to a contract that would produce three albums on
the company’s Gordy label. Bad News Is Coming (1972) and Luther’s
Blues (1974) were excellent blues albums, but the third album Night
Life (1976) was a critical failure. The album was Allison’s first
attempt to blend soul and rhythm and blues with blues, but it left his
guitar and vocal buried under layers of horns and backup singers.

As the only blues artist signed to Motown, Allison became more
and more frustrated with the label’s lack of interest and knowledge
about how to promote and record him. During this period, however,
Allison toured relentlessly around the Midwest, building a base of
fans among the region’s college towns and continuing to play his
unrestrained high-energy brand of blues. After leaving Motown,
Allison recorded Gonna Be a Live One in Here Tonight! for tiny
Rumble Records in 1979. Perfectly capturing his live show at the
time, the rare album quickly became a collector’s item. Allison
eventually became frustrated with the American music business, and
spent more and more time touring Europe where he found a warm
reception. By 1984, he was living full-time in Paris, France.

According to Solberg, Allison’s arrival in Europe was monu-
mental. ‘‘“They had seen Mississippi Fred McDowell and Mance
Lipscomb and all those cats, but a lot of them had never seen electric
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blues,”” he said. ‘‘I mean, to stick Luther in front of folks who had
only seen an acoustic blues guy was pretty amazing, both good and
bad at first. But ultimately I saw Luther turn blues aficionados’
dismay into amazement and excitement. On a blues version, it was
like when the Beatles hit the United States. It was like rock stardom in
a blues sense.”” Allison’s son, Bernard, also became a hit blues
guitarist in Europe, often touring with his father and releasing albums
under his own name.

Allison recorded nearly a dozen albums on various European
labels, blending blues, rock, and soul with varying degrees of success,
but he still yearned for success in the United States. By the early
1990s, Allison and his European agent Thomas Ruf returned to
America and sought out Memphis producer Jim Gaines, who had
previously recorded Carlos Santana and Stevie Ray Vaughan. The
album Soul Fixin’ Man was the result. Allison and Ruf formed their
own label, Ruf Records, and released the record in Europe. Chicago’s
Alligator Records bought the album for release in the United
States in 1994.

Allison had finally found the right formula, and the success of
that album led to two more: Blue Streak (1995) and Reckless (1997).
He won the W.C. Handy Award for Entertainer of the Year in 1996,
1997, and 1998 and collected 11 additional Handy Awards during
those years.

Having conquered the blues world, Allison may have been on
the verge of a cross-over breakthrough to mainstream rock similar to
Stevie Ray Vaughan or Buddy Guy. But he was cut down at the height
of his powers. While touring the midwest, he was diagnosed with lung
cancer and metastatic brain tumors on July 10, 1997. He died while
undergoing treatment in Madison, Wisconsin.

—Jon Klinkowitz
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The Allman Brothers Band

The Allman Brothers Band was America’s answer to the British
Invasion of the 1960s. The band’s improvisational sound served as
the basis of country rock through the 1970s and epitomized the
cultural awakening of the New South which culminated in Jimmy
Carter’s presidency in 1976. The Allman Brothers were the first band
to successfully combine twin lead guitars and drummers.

Guitarists Duane Allman and Dickey Betts, bass player Berry
Oakley and drummers Jaimoe and Butch Trucks joined Duane’s
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younger brother, organ player, vocalist, and songwriter Gregg in
1969. Duane, one of the greatest slide guitarists in rock history, was
killed in a motorcycle accident in October, 1971 and Oakley died in a
similar accident a year later. Betts assumed a dominant position in the
band, writing and singing the band’s biggest hit, ‘‘Ramblin’ Man’’ in
1973. Surviving breakups and personnel changes, the band continued
into the 1990s, building a devoted following much like The
Grateful Dead.

—Jon Klinkowitz
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Ally McBeal

The Fox Television series Ally McBeal, concerning the lives of
employees at a contemporary law firm in Boston, struck a chord with
viewers soon after its premier in September of 1997. Focusing on the
life of the title character, played by Calista Flockhart, the show
provoked a cultural dialogue about its portrayal of young, single
career women. Fans enjoyed the updated take on working women as
real human beings struggling with insecurities; the character of Ally
was called a modern version of 1970s television heroine Mary Tyler
Moore. Critics, however, derided the miniskirted characters in Ally
McBeal as female stereotypes obsessed with getting married and
having children. The show also gained notice for its frequent use of
computer-enhanced effects, such as exaggerated facial expressions
and the dancing baby that haunted Ally as a symbol of her desire
for motherhood.

—Geri Speace
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Herb Alpert and the Tijuana Brass

Though a life in music was not Herb Alpert’s first choice—he
initially attempted an acting career—he eventually became one of the

most influential figures in the history of pop music. Throughout the
1960s, the Tijuana Brass, led by Alpert’s trumpet playing, dominated
the pop charts with singles including ‘‘“The Lonely Bull,”” ‘A Taste
of Honey,”” and ‘‘This Guy’s in Love With You.”” Their unique
Latin-influenced sound came to be dubbed ‘‘Ameriachi.”

Alpert (1935—) was not only one of pop’s most successful
performers, but also one of its most gifted businessmen. With Jerry
Moss he co-founded A&M Records, which later became one of the
most prosperous record companies in the world; its successes includ-
ed the Carpenters, Joe Cocker, and many others. After selling A&M
to PolyGram in 1990 for over $500 million, Alpert and Moss
founded a new label, Almo Sounds, whose artists included the punk
band Garbage.

—Marc R. Sykes
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Altamont

Stung by accusations of profiteering during their 1969 United
States tour, the Rolling Stones announced plans for a free concert in
San Francisco at its conclusion. It would be a thank you to their
adoring public, and a means to assuage their guilt. Unfortunately, the
December 6 concert at Altamont Speedway near Livermore, Califor-
nia, ended in chaos and death. By day’s end there would be four dead,
four born, and 300,000 bummed-out. Although inadequate prepara-
tion was at fault, the Hell’s Angels Motorcycle Club, contracted as a
security force for 500 dollars worth of beer, rightfully received the
lion’s share of the blame—there was a film crew at hand to document
their abuses from beginning to end. Over time, Altamont has achieved
a kind of mythic significance. It epitomized the potential for violence
in the counterculture . . . the ugliness lurking behind the bangles and
beads. Altamont hailed both the real and metaphorical end to
1960s counterculture.

From its very inception, portents of doom and disaster hung in
the air. It was a bad day for a concert, proclaimed astrologists. The
Sun, Venus, and Mercury were in Sagittarius; the moon, on the cusp
of Libra and Scorpio—very bad omens indeed. Events would soon
bear them out. Almost from its inception the free concert was
hampered by persistent bad luck. Initially to be held in Golden Gate
Park, the San Francisco City Council turned down the permit applica-
tion at the very last minute. With four days to go, an alternate site was
secured; the Sears Point Speedway outside San Francisco. Buteven as
scaffolding, generators, and sound equipment were assembled there,
the owners hedged, insisting on an exorbitant bond. The deal quickly
fell through. With scarcely 48 hours to go before the already an-
nounced concert date, Altamont Speedway owner, Dick Carter,
volunteered the use of his property for free, anticipating a raft of
favorable publicity for the race track in return. The Rolling Stones
were not to be denied their magnanimous gesture.
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Four members of the Hell’s Angels security at the 1969 Altamont Concert.

A crew of more than 200 volunteers worked through the night to
relocate and erect the massive sound and light system. As concert
time approached, the organizers were hopeful the day would prove a
success. With so little time to prepare, short shrift had been made with
food, water, parking, and bathroom facilities, but the organizers
hoped that the spirit of togetherness so apparent at Woodstock would
manifest itself equally for Altamont. Daybreak arose upon a scene of
chaos. Throughout the night, people had been arriving at the site. By
morning automobiles ranged along the access road for ten miles;
people were forced to stand in line for more than half an hour to make
use of the portable toilets and queues some 300 yards long stretched
from the water faucets.

As the show began in earnest, hostilities broke out almost
immediately. Throughout the first set by Santana, Angels provoked
fights, beat the enthusiastic, inebriated audience with pool cues when
they ventured too close to the stage, and drove their motorcycles
through the crowd with reckless abandon. As Jefferson Airplane
began their set, Hell’s Angels arranged themselves about the stage,
jumping into the crowd to drub perceived trouble-makers, and finally
turned on the band itself, knocking out singer Marty Balin when he
made efforts to intervene in a particularly brutal melee.

The Angels calmed down briefly under the influence of the
mellow country-rock of the Flying Burrito Brothers, but tempers
flared once again as Crosby, Stills, Nash, and Young played. As night
fell and the temperature dropped, the chilled crowd and the thorough-
ly soused Angels prepared for the final act.

One and a half hours later, the Stones threaded their way through
the backstage crush and took the stage. Mick Jagger, dressed in a satin
bat-winged shirt, half red and half black, pranced about like a Satanic
jester, capering and dancing through the first number, ‘‘Jumpin’ Jack
Flash,”’ but as the Angels’ violent assault on the audience continued,
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he was soon reduced to nervously pacing the stage, a worried
expression on his face as he implored the combatants to cool down.

At will, the Angels continued their violent forays into the
stunned crowd. ‘‘Sympathy for the Devil’” was interrupted several
times by violence, while Jagger and Keith Richards vainly beseeched
the Angels. In response, an Angel seized the microphone, yelling at
the crowd: ‘‘Hey, if you don’t cool it, you ain’t gonna hear no more
music!”” Wrote Stanley Booth, a reporter at the concert: ‘‘It was like
blaming the pigs in a slaughterhouse for bleeding on the floor.”

In fits and starts the band continued to play. They were nearing
the end of ‘‘Under My Thumb’’ when a whirl of motion erupted at
stage left. ‘‘Someone is shooting at the stage,”” an Angel cried. In fact,
the gun had been pulled in self-defense by one Meredith Hunter, an
18-year-old black man, who had caught the Angels attention both
because of his color and the fact that accompanying him was a pretty
blond girl. As Hunter attempted to get closer to the stage, the Angels
had chased him back into the crowd, and as they fell on him—with
knife and boot and fist—he drew a gun in self defense. He was
attacked with a savage fury and once the assault was completed,
Angels guarded the body as the boy slowly bled to death, allowing
onlookers to carry him away after they were certain he was beyond
help. The Stones carried on. Unaware of what had happened—there
had already been so much pandemonium—they finished their brief
set then fled to a waiting helicopter.

They could not, however, escape the outrage to follow. The
recriminations flew thick and fast in the press. Rolling Stone Maga-
zine described Altamont as ‘the product of diabolical egotism, hype,
ineptitude, money manipulation, and, at base a fundamental lack of
concern for humanity,”” while Angel president Sonny Barger insisted
the Stones had used them as dupes, telling KSAN radio, ‘I didn’t go
there to police nothing, when they started messing over our bikes,
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they started it. Ain’t nobody gonna kick my motorcycle!”’ Attacked
from every direction, Mick Jagger initiated a ten million dollar suit
against the owners of Sears Point Speedway in an effort at damage
control, alleging breach of contract and fraud. No amount of litiga-
tion, however, could mitigate the simple fact that the Stones had
presided over a fiasco of such magnitude that had dealt a fatal blow to
the peaceful image of the hippie. Remembered as one of the most
negative events of the 1960s counterculture, Altamont was, if not the
final, the most memorable swan song in its prolonged death throes.

—Michael J. Baers
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Alternative Country Music

Alternative country, also referred to as ‘‘Americana,”” ‘‘Cow-
punk,”” ““Y’alternative,”” ‘‘No Depression,”” and ‘‘Insurgent Coun-
try,”” is a catch-all term describing a diverse musical genre that
combines forms of traditional country music, such as twang, swing,
rockabilly, and bluegrass, with the ethos and sound of punk rock.
While a definition of ‘‘alt.country’” may be difficult to pin down,
what it is not remains clear: it is not the ‘‘Hot Country’’ music of
commercial Nashville, which is seen as homogenous and lacking a
sense of tradition. Gram Parsons, generally considered the godfather
of alt.country, noted in 1972 to Frank Murphy, ‘‘Yeah, my music is
still country—but my feeling is there is no boundary between ‘types’
of music.”” His words forecast the diversity of a genre that would
follow the trail he had blazed.

As with any genre, the exact origin of alt.country is open to
debate. Ben Fong-Torres, Parsons’ biographer, has noted, ‘‘Parsons
wasn’t the first to conceive country-rock, but he was perhaps the most
passionate about bringing country music into the increasingly rock ‘n’
roll world of the 1960s.”” His brief collaboration with the Byrds led to
the seminal country-rock album Sweetheart of the Rodeo (1968),

which brought together the sounds and attitudes of rock and country.
Prophetically, when the Byrds played at the Grand Ole Opry, Parsons
substituted his own material for the traditional songs the band had
planned to play, angering his band-mates, especially Roger McGuinn.
Such an act foreshadows what would become the attitude of alt.country.

Later, Parsons extended his country-rock sound, first with the
Flying Burrito Brothers and then as a solo artist on GP (1973) and
Grievous Angel (1974), with then unheard of singer Emmylou Harris
providing perfect harmonies. After Parsons’ death in 1973, Harris
went on to forge her own successful career, keeping his musical
memory alive while experimenting in the tradition of her mentor with
albums from the bluegrass Roses in the Snow to the alternative-
influenced Wrecking Ball. Harris herself has noted, ‘‘I always tried to
fight against categories.”

The 1970s saw other bands exploring the possibilities of coun-
try-rock. The Flatlanders, the Nitty Gritty Dirt Band, New Riders of
the Purple Sage, the Grateful Dead, and Asleep at the Wheel all
revised traditional country music, while the Eagles and Poco generat-
ed a radio-friendly sound that proved commercially successful.
Another important voice of the 1970s was that of the Outlaws, a group
whose members included Willie Nelson, Waylon Jennings, Kris
Kristofferson, and Johnny Cash. These artists left the constrictions of
Nashville’s ‘‘progressive country’’ to explore music on their own terms.

In the late 1970s and early 1980s, a change in the country-rock
aesthetic took place with the arrival of ‘‘cow-punk’’ bands like Jason
and the Scorchers, the Long Ryders, Rank and File, and the Mekons.
Musicians such as these took Parsons’ hybrid one step further by
bringing the punk attitude of bands like Hiisker Dii, X, and the
Replacements into the mix. Although the melding of these genres had
initially seemed impossible, they actually blended beautifully, effec-
tively re-invigorating both, as seen on the Scorchers’ debut Reckless
Country Soul (1982) and on albums like the Mekons’ Fear and
Whiskey (1985), which features punk music played with traditional
country and bluegrass instruments. Meanwhile, musicians like Joe
Ely and Lone Justice, while not punk per say, furthered Parsons’
country-rock vision.

The late 1980s and early 1990s saw country-rock becoming
increasingly experimental as artists like Steve Earle, Lucinda Wil-
liams, Lyle Lovett, k.d. lang, and the Jayhawks emerged. While
marginally successful commercially, musicians such as these re-
ceived critical acclaim and continued to explore the possibilities of
country music, each focusing on a different feature of country-rock.
From Earle’s traditionalism to lang’s gender explorations and Lovett’s
parody, each performer paid tribute to the genre while showing
its diversity.

But 1987 marked a watershed year with the emergence of
alt.country icons Uncle Tupelo whose debut, No Depression (1990),
signaled a new era in the genre. Fronted by Jay Farrar and Jeff
Tweedy, who loved punk as well as traditional country, the band
played Carter Family songs as well as their own rock material.
Although the band broke up in 1994, with Farrar and Tweedy
pursuing their differing musical tastes, in Son Volt and Wilco,
respectively, their mark has been a lasting one.

Since Uncle Tupelo, alt.country has continued to grow and
explore new areas. Billboard’s Chet Flippo suggests four categories
that are helpful in classifying this disparate genre, though it is
important to bear in mind that such categories are subjective and that
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few of these artists confine themselves to one type of music. First are
the ‘‘Hot-eyed Rockers’ who are grounded in punk but respect
country’s emotion and musicianship as well as its history. While
Flippo places Son Volt and Wilco in this category, bands such as
Whiskeytown, the Backsliders, the Bad Livers, and the Bottle Rock-
ets work under a similar ethos. Second are the ‘‘Purist/Traditional-
ists.”” BR5-49 fits into this category as do Kelly Willis, Jack Ingram,
Robert Earl Keen, the Derailers, Freakwater, Junior Brown, and any
number of progressive bluegrass musicians like Laurie Lewis or Béla
Fleck. Next are the ‘Traditionalists,”” those who have been in country
music for years but whose talents and contributions tend to be ignored
by ‘‘Hot Country.”” This includes artists like Johnny Cash, Waylon
Jennings, Willie Nelson, Loretta Lynn, Guy Clark, Merle Haggard,
and Don Walser. Many bluegrass performers, for instance Del
McCoury and Peter Rowan, also fall into this category. The last of
Flippo’s classifications is the ‘‘Folkies,”” those drawn to the songs of
alt.country. Examples here are Townes Van Zandt, Nanci Griffith,
Patti Griffin, James McMurtry, Richard Buckner, Gillian Welch, and
Rosie Flores.

Alt.country continues to gain momentum. In 1995, Peter
Blackstock and Grant Alden began publishing No Depression: The
Alternative Country (Whatever That Is) Bi-Monthly, named for an
Uncle Tupelo cover of a Carter Family original, which serves as the
ex-officio magazine of alt.country. Moreover, a number of indepen-
dent record labels are devoted primarily to alt.country artists; Blood-
shot, Watermelon, and Black Dog along with Steve Earle’s E-
Squared make the material of lesser-known alt.country artists available.

While alt.country has strong fan bases in Chicago, Raleigh, and
Austin in addition to regular music festivals, the Internet has played a
tremendous role in its growth. America On-line’s ‘‘No Depression’’
folder generates substantial material and led to the establishment of
two central alt.country electronic mailing lists: Postcard and Postcard
II. Postcard discusses primarily the work of Uncle Tupelo and its
offspring bands, while its companion, Postcard II, was designed to
cover other alt.country bands. Both listservs provide a network of
support for alt.country music and artists. Clearly, Gram Parsons’
vision continues to be realized.

—S. Renee Dechert
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Alternative Press

Notwithstanding legitimate rivals for the title, most Americans
hearing the words ‘‘Alternative Press’” would probably think of the
brash, crude, anti-establishment periodicals of the Vietnam Era
(1963-1975). Most often tabloid in format, printed on the cheapest
stock available, written with intent to maim, edited like frontline
dispatches, and illustrated with ‘‘psychedelic,”’ provocative graphics,
these ‘‘underground’’ newspapers and magazines offered themselves
as the organs of the national and regional ‘‘counter-culture’’ for
which the period is famous—and, by and large, the counter-culture
accepted the offer. The epithet ‘‘underground,”” however, was largely
self-assumed and unmerited, since use of the police power of the state
to suppress their publication was seldom if ever threatened, let alone
exerted. By the time the Viet Cong forces took possession of Saigon
(April 30, 1975), the great majority of the underground papers had
either ceased publication or transformed themselves—Ilike Rolling
Stone—into the raffish fringe of the Establishment: the subject matter
had not changed, but they had shed the guerilla style of their youth and
moved, like their readers, above ground.

Since one of the overreaching goals of the 1960s counter-culture
was to cancel all debts to the past, the insider histories of the
Alternative Press—most of which appeared in the early 1970s—make
no mention of any predecessors older than the end of World War II.
But they were certainly not the first journalists to print rude, funny
diatribes (or cartoons) against the establishment: the authors of the
‘‘Mazarinades’’ in mid-seventeenth-century France were as outra-
geous and one-sided in the expression of their disapproval of Cardinal
Mazarin as any editorial in the Berkeley Barb or L. A. Free Press was
of President Lyndon Johnson or Draft Board chief General Louis B.
Hershey. More directly antecedent to the Alternative Press of the
1960s, the English Puritan pamphleteers of the 1640s were every bit
as self-righteously insulting to the Anglican conformists—calling
them the *‘agents of Rome’’—as any underground paper of the 1960s
calling a Fire Marshal a “‘fascist’” (which is not to say, in either case,
that the accusers were always, or even usually, mistaken). The
eighteenth and nineteenth centuries abound with similar serials ex-
pressing the perspectives and prejudices of a self-conscious, ambi-
tious minority, on its way either to becoming a majority or
to disappearing.

In the late nineteenth century, however, the exponential growth
of literacy provided the demographic base in Europe and America for
the first truly popular press, and men like Lord Northcliffe in England
became rich and powerful ‘‘press lords’’ by giving these newly-
literate people news on subjects which interested them: sporting
events, disasters, success stories, and scandals. In much the same
way, those representatives of the Alternative Press of the 1960s who
survived and prospered did not do so on the basis of their political
reporting or ideological preaching, but on their coverage of matters of
what came to be known as “‘life-style.”” The success of such entrepre-
neurs as Lord Northcliffe and William Randolph Hearst is a perfect
paradigm for what happens when the ‘‘established’’ press becomes
too narrowly identified with an elite as a new technology becomes
available to an emerging majority.

Like so many phenomena identified with the 1960s, the Alterna-
tive Press got started during the 1950s—an era now remembered as a
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time of up-tight conformism and anti-Communist hysteria—when
one puff on a reefer led immediately to more damaging addictions,
one artistic impulse signaled infinite secret perversions, and any
expressed support for the Bill of Rights was an admission of Commu-
nist sympathies. As far as the first waves of the Postwar ‘‘Baby
Boom’’ were taught, at home or school, to be exposed as a drug
addict, homosexual, or Communist was to be immediately cast into
outer darkness, your name never to be spoken again in decent society,
your family disgraced and forced to move to another town. All true
pleasures were furtive.

Yet the 1950s was also the decade which saw the publication of
Alan Ginsberg’s Howl (1956), Jack Kerouac’s On the Road (1957)—
which became a bestseller—and William Burroughs’ Naked Lunch
(1957); when Chuck Berry, Elvis Presley, Buddy Holly, and the
Everly Brothers established rock 'n’ roll as THE American popular
music; when the image of the rebel and misfit—Paul Newman in The
Left-Handed Gun, Marlon Brando in The Wild One, James Dean in
Rebel Without a Cause—gave attractive physical form to the restless
dissatisfaction of middle class American teenagers; and when Aldous
Huxley published the results of his experiments with hallucinogenic
drugs in Heaven and Hell (1954) and The Doors of Perception (1956).
Moreover, the 1950s witnessed the first significant gains of the Civil
Rights movement—the model for all future liberation movements—
and the first, largely unnoticed, involvement of the United States in
the anti-colonial upheavals in French Indochina.

October 26, 1955 marked the publication of the first issue of the
Village Voice, written and produced by a group of bohemian intellec-
tuals (Michael Harrington, Norman Mailer, Katherine Anne Porter,
Allen Ginsberg, Nat Hentoff, Anais Nin, and others) living in the
Greenwich Village district of Manhattan—founded, it must be noted,
not as an alternative to the New York Times, but in reaction to a tame
neighborhood paper called The Villager. Among the many innova-
tions of the early Village Voice, many of which were too mannered to
endure, the most important was the total absence of any restrictions on
language, either in the use of profanity or in the graphic treatment of
taboo subjects. This latter characteristic made a quantum leap in June
of 1958, when Paul Krassner—a 26-year-old writer from Mad Maga-
zine (itself one of the major influences on the future Alternative
Press)—brought out the first issue of The Realist. It instantly became
the gold standard of satire, sneering irreverence, and the blurring of
the line between fact and fiction which would characterize all
utterances of the still-embryonic counter-culture.

Thus, by the time John F. Kennedy was elected president in
November of 1960, the entire agenda of the Alternative Press had
been set, as well as most of its attitude, style, and format. All that was
needed to set things in motion was a spark to ignite the passions, and
enlist the support, of the enormous Class of 1964. This was not long in
coming: the assassination of President Kennedy, the advent of Bob
Dylan and the Beatles, the publication of The Feminine Mystique, the
Stonewall riots, the Gulf of Tonkin Resolution, the hide-bound
conservatism of the educational establishment, the first experience
with marijuana or LSD, or any combination of the above. Some grain
of discontent worked its way inside the shell of middle class compla-
cency, and a pearl of counter-culture began to form. In every large
metropolitan area in the United States, these pearls of disaffection
strung themselves into communities, usually near colleges or univer-
sities. The ‘‘Free Speech Movement’’ in Berkeley, site of Campus

One of the University of California, produced one of the first of the
new style of radical communities, which in turn produced one of the
first examples of the Alternative Press, the Berkeley Barb (first
published October 13, 1965), although, in fact, the L.A. Free Press—
modeled on the Village Voice—beat them into print by more than a
year (May 25, 1964). On the opposite coast, a dissident group of
writers of the Village Voice split from that publication to found the
East Village Other (October 1965).

As the counter-culture began to subdivide into one-issue lob-
bies—drugs, communal living, sexual preference, racial separatism,
radical politics, etc.—each subdivision felt the need for its own
periodical soapbox. The San Francisco Oracle, founded in 1966,
promoted the transformation of society through the use of hallucino-
genic drugs; the Advocate started to speak on behalf of America’s
homosexuals in 1967, though its tame assimilationist line soon
provoked more aggressive papers like Come Out! (November 1969)
and Free Particle (September 1969); the Black Panther fired its first
salvo against the white police state in June of 1967; Screw sought to
unshackle the American (male) libido, and to challenge the censor-
ship laws, beginning November 29, 1968; and in that same fall of
1968, the ecological-communitarian movement found its voice with
the first, massive issue of the Whole Earth Catalog. Only Rolling
Stone moved against the tide of special interest splintering: begun in
November of 1967 to address the community formed by the revolu-
tion in rock ’n’ roll, the paper has evolved steadily towards a more
“‘general interest’” publication—if the Village Voice is the Christian
Science Monitor of the Alternative Press, Rolling Stone is its Saturday
Evening Post. At some point—one might, for convenience, choose
the year 1970—it was no longer valid to speak of ‘‘the’’ counter-
culture as if it were one unified social structure; consequently, it
became less and less meaningful to speak of ‘‘the’” Alternative Press.

Technically a part of the Alternative Press, and definitely one of
the purest expressions of the counter-culture Zeitgeist, the under-
ground comic book is actually a separate phenomenon. The so-called
Underground Press is a spent bullet, but the comic book, old and new,
continues to thrive. While university libraries collect and catalogue
back issues of the Berkeley Barb and the Seattle Helix, prosperous
establishments all over the United States do a brisk trade in old copies
of Zap and Despair along with the new graphic novels and standard
classics of Marvel. And in the almost total absence of representa-
tive long prose fictions from the 1960s, R. Crumb’s stories about
““‘Mr. Natural,”” ‘‘Flakey Foont,”” ‘‘Projunior,”” and ‘‘Honeybunch
Kaminsky’’—not to mention Gilbert Sheldon’s ‘‘Fabulous, Furry
Freak Brothers’” and S. Clay Wilson’s Tales of ‘“The Checkered
Demon’’ and ‘‘Captain Pissgums’’—remain the most reliable narra-
tives of the period.

Something called an Alternative Press still exists in the late
1990s. They have annual meetings, publish newsletters, and give each
other journalism awards. Many of the newspapers so defined still
espouse progressive politics, support environmental causes, and
celebrate the current popular music scene. But the counter-culture
which they were founded to serve—the Woodstock Nation of love-
ins, anti-war marches, LSD trips, and hippie communes—have gone
the way of the Popular Front and the Dreyfussards to become a
discrete historical episode. It remains to be seen whether the most
lasting legacy of the Alternative Press, the disabling of any governing
system of courtesy or restraint in public discourse, will turn out to
have hastened the end of a nightmare or the beginning of one.

—Gerald Carpenter
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Alternative Rock

The popular musical genre called ‘‘alternative rock,”” immense-
ly popular during the 1980s and 1990s, drew upon the conventions of
rock music even while it attempted to distance itself from traditional
or ‘‘classic’’ rock. Alternative rockers differentiated themselves from
their traditional rock predecessors in part with their call for greater
diversity and experimentation in music, and in part with their critique
of mainstream society and of major record labels in favor of small
independent companies. While alternative rockers produced catchy
music geared for mass consumption, their music—with its emphasis
on distorted guitars and ambiguous lyrics—wasn’t suited to conven-
tional tastes. Furthermore, alternative rock lyrics were often critical or
skeptical of mainstream values.

Alternative rock—which is also referred to as ‘‘indie rock,”’
““college rock,”” ‘‘post-punk,”” ‘‘new music,”” ‘‘power-pop,”’ and
more recently, ‘‘grunge’’—traces its roots to the 1970s, when new
wave and early punk bands experimented with diverse styles in
music, dress, and ideology. Alternative rock was also influenced by
‘‘alternative music’’ more generally, which includes such genres as
industrial, avant-garde, and experimental music, as well as gothic
rock, ska, reggae, and alternative hip-hop. While influenced by these
many styles, alternative rock is best understood as residing some-
where between rock and punk rock, and is ambivalent about its desire
for mainstream appeal and its rejection of mainstream values.

New wave bands like Blondie, The Talking Heads, Devo, and
Adam and the Ants as well as early punk rock bands like Iggy and the
Stooges, The Ramones, The Sex Pistols, and The Clash had a major
influence on alternative rock. Punk was particularly influential for its
radical critique of society and its call for the destruction of conven-
tional musical sensibilities. Alternative rock, however, blended punk
attitude and aggression with rock melodies and song structure. The
Police, U2, and R.E.M. became immensely popular during the 1980s
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with catchy and energetic songs and had a major influence on the
development of alternative rock. Indeed, the popularity of such bands
as The Police, U2, R.E.M., The GoGos, The B-52s, and Midnight Oil
can in some part be explained by their songs, which at 3-4 minutes
long, with catchy riffs and steady beats, are well suited for radio play.
In contrast, some of the longer and more complicated rock songs of
such performers as Eric Clapton and The Who were less accessible
and came to be seen as stagnant and old fashioned. Alternative rock
bands aimed to reach out to a new generation of youth with high
energy, melodic music which spoke to contemporary social issues.

Alternative rock shared much of the punk ideology of non-
conformity and the questioning of mainstream values. Yet while punk
was notable for its explicit anger, alternative rock offered more
subdued critiques and covered a greater range of topics and emotions.
Bands like The Jam, The Pixies, and The Lemonheads sang about
political issues but also about love and other social relations. Isolation
and loneliness were common themes which indicated an ambivalence
about modern society. The Smiths, in particular, were known for their
overwhelming sense of melancholy. The Replacements, an influen-
tial alternative rock band, blended energetic outbursts with subdued
elements of folk-rock or jazz. Singing about comical aspects of social
life as well as more sincere emotional concerns, lead singer Paul
Westerberg was especially known for his self-deprecating sense of
humor. As he asked in “‘I Will Dare,”” ‘‘How smart are you? How
dumb am 1?7’ Another Minneapolis band, Soul Asylum, known for
their energetic music and powerful guitar work, was also self-
mocking while singing about a variety of social concerns and emo-
tional issues. Sonic Youth and Dinosaur Jr. were particularly impor-
tant for their noisy guitar work and punk influences. These bands gave
rise to what, in the 1990s, would come to be known as ‘‘grunge,’’
which developed most visibly in Seattle with bands like Mudhoney,
Nirvana, Soundgarden, and Pearl Jam. Grunge was characterized by a
heavy guitar sound which harkened back to the classic rock of Deep
Purple, Led Zeppelin, and other bands. Grunge became a major
phenomenon in the 1990s as Nirvana, Pearl Jam, and others sold
millions of records.

The musicians and fans of alternative rock tended to dress in a
manner which was influenced by both punk and mainstream attire.
Alternative clothing tended to be less extreme than punk and was not
worn to explicitly shock people but was often slovenly and promoted
an image of apathy toward conventional dress styles. However,
because alternative dress was less radical, it allowed the wearer
greater acceptance in mainstream culture, particularly in family,
work, and school.

Alternative rock espoused a critical stance toward the music
industry and capitalist society in general and shared with punk a ‘Do
It Yourself’” emphasis which is critical of major record labels. Many
alternative bands, however, began on independent labels and later
moved to major labels. Alternative rock bands faced the dilemma of
trying to maintain the critical stance of punk while accepting many
aspects of mainstream society. Thus, while criticizing conventional
society and the rock industry, alternative bands frequently ended up
becoming a part of it.

Despite its mass appeal, alternative rock has been critiqued on
several grounds. Punks argued that alternative bands ‘‘sold out.”
Others argued that it alternative was a largely white and male-
dominated enterprise. As Eric Weisbard states in the Spin Alternative



ENCYCLOPEDIA OF POPULAR CULTURE

ALTMAN

Record Guide, ‘‘[alternative rock] is too indebted to a white Ameri-
can vocalist screaming about his betrayed entitlements over an
exquisitely layered squall of guitars, bass and drums.”’ In this sense,
alternative rock, while espousing diversity and originality, became
somewhat conventional. Many suggested that the term *‘alternative’’
may have outlived its usefulness. Alternative rock gained such
popularity in the 1980s and 1990s that its music, style, and ideology
were in many ways incorporated into the mainstream.

—Perry Grossman
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Altman, Robert (1925—)

Considered to be the most prolific, if not the most influential film
maker of the New Hollywood Cinema of the early 1970s, writer/
producer/director Robert Altman made 13 films throughout the
decade, including the Oscar-nominated hits M*A*S*H in 1970 and
Nashville in 1975. His challenging and often idiosyncratic work dealt
with genre, women’s issues, male bonding, and institutions, and his
movies always met with mixed critical and popular response. As critic
Michael Wilmington observed, ‘‘In the opinion of some, Altman is
one of America’s greatest moviemakers, a fountain of creativity and
iconoclasm. For others, he is a troublemaker and a guy who won’t get
with the program: defiant, rebellious and unpleasantly unpredictable.”

This reputation—which has often alienated studios and irritated
the public—is largely the result of Altman’s unusual style, which he
refers to as ‘‘controlled chaos.”” The epitome of a maverick filmmaker,
Altman essentially uses his script as a blueprint from which he freely
improvises, tending to value moments of insight, mood, and character
revelation over action and plot. Form then follows content, resulting
in his trademark tendency to record his improvisations in wide angle
shots with casual tracking movements and zooms—sometimes from
the perspective of multiple cameras—to capture spontaneous mo-
ments. He also has consistently favored the usage of overlapping and
often improvised dialogue (which grew more controlled once his
Lions Gate studio developed an eight-track sound system that revolu-
tionized film sound). Such treatment results in long and rambling
narratives, which connect and communicate only over time through
the interweaving of fragments of character—somewhat like a jigsaw
puzzle or jazz riffs. As critic Henri Bohar observed of Altman’s
Kansas City (1996), ‘‘Altman weaves several stories, and several
moods, fleshing out a film script as if it were a score and the actors

Robert Altman

instruments.”” While such a style has proven challenging to impatient,
narrative-driven audiences, Altman contends, ‘“We are trying to
educate and develop our audiences.’’

Far older than most of the rising film school-trained directors of
the early 1970s, Altman began his film career upon his discharge from
the military, making industrials for an independent company in the
1950s. Altman left when Alfred Hitchcock offered him the chance to
direct his weekly television show, Alfred Hitchcock Presents. Work
in series television and the occasional low budget feature (The
Delinquents in 1957, starring Tom Laughlin, and later the famed Billy
Jack) continued until he was asked to direct a script turned down by
most of Hollywood. It was not only the extensive black humor and
anti-war sentiments in M*A*S*H that attracted him; Altman knew
that this was his opportunity to break into commercial filmmaking.
The loosely woven story about Korean War doctors struggling to stay
sane through a series of games and practical jokes was both a critical
and commercial success— receiving the Grand Prize at Cannes, and
Oscar nominations for Best Picture and Best Director—appealing to
the more cynical and jaded audiences, who could identify with these
characters worn down by years of war and political assassination.

But it was his next film, Nashville (1975), that came to be
considered Altman’s masterpiece. Dubbed a ‘‘spiritual disaster mov-
ie’” by influential critic Robin Wood, this tapestry of 1970s culture
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interweaves the institutions of politics and country music as it focuses
on the lives of 24 characters seeking celebrity status during a five-day
period prior to a presidential rally. Nashville was lauded as Best Film
by the National Society of Film Ceritics, the New York Film Ceritics
Circle, and the National Board of Review. Of this work, historian
David Cook concluded, Altman ‘‘has seen us with our raw nerves
exposed at a time in American history when the conflicting demands
of community and individual freedom have never been more extreme,
and he has become an epic poet of that conflict.”’

However, as the 1970s wore on, in the aftermath of the Water-
gate scandal and the Vietnam War, cynicism gave way to the new
optimism of the Bicentennial years, and Altman’s later explorations
of bizarre characters who are driven by American values only to
suffer confusion, disillusionment, and often complete breakdowns
grated on audiences seeking the upbeat in films such as Rocky and
Star Wars. In the wake of the steadily decreasing box office draw of
such flops as Quintet and A Perfect Couple (both 1979), critic Pauline
Kael wryly observed, ‘‘Altman has reached the point of wearing his
failures like medals. He’s creating a mystique of heroism out of
emptied theaters.”’

However, it was the mediocre box office returns of the big
budget live-action cartoon Popeye (1980) that finally signaled Altman’s
inability to finance future products. He diverted himself by producing
opera and stage productions in Europe that were transferred to video
(Come Back to the Five and Dime, Jimmy Dean, Jimmy Dean, 1982,
and Streamers, 1984), as well as working in television (The Dumb
Waiter, 1987; Tanner 88, 1988). But in the early 1990s, he returned to
form with The Player. This critical and financial success was ironical-
ly a scathing satirical indictment of the struggles Altman had under-
gone while working in Hollywood. This led to another well-received
tapestry film, Short Cuts (1993) based on the short stories of Ray-
mond Carver. Both films won major awards at Cannes and netted
Altman Academy Award Nominations for Best Director, and Short
Cuts also won Best Adapted Screenplay.

In the late 1990s, Altman divided his time between occa-
sional television work (the anthology series Gun) and film pro-
jects, but continued to struggle with studio anxiety over his
unconventional methods.

—Rick Moody
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Amazing Stories

Hugo Gernsback’s pulp Amazing Stories virtually established
the genre of the science fiction magazine when it was launched in
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1926 and, despite frequent ownership and editorial policy changes,
the magazine has maintained its position as one of the most prominent
purveyors of science fiction throughout the century. Amazing Stories
either launched or boosted the careers of dozens of sci-fi writers, and
it helped create the intimate culture of sci-fi magazines by publishing
letter columns, supervising competitions, and encouraging a relation-
ship between readers, writers, and publishers. Still accepting science
fiction, fantasy, and horror stories in the late 1990s, Amazing Stories
was the oldest science fiction magazine in the nation.

Publisher Gernsback emigrated to America from Luxembourg
in 1904, and quickly established a business selling dry cell batteries
and home radio sets. In order to promote sales he issued a catalogue
and then the first radio magazine, Modern Electrics, in 1908. In 1911
an issue of that magazine included the first episode of Gernsback’s
fiction series ‘‘Ralph 124C 41+.”” Science fiction became a regular
part of Gernsback’s publication, indicating his preference for techno-
logical extrapolations of scientific articles. In August 1923, Gernsback
experimented with a ‘‘scientific fiction’’ special issue of Science and
Invention, which carried six stories and speculative articles. In April
1926, he published the first issue of Amazing Stories, a magazine
of “‘scientifiction.”’

Gernsback defined ‘‘scientifiction’” and established the charac-
ter of the magazine through reprints of stories by H. G. Wells, Jules
Verne, and Edgar Allan Poe. In his editorials, Gernsback stressed that
he felt his readers could be educated by such romances *‘intermingled
with scientific fact and prophetic vision.”” Gernsback solicited the
participation of fans through the letters column, ‘‘Discussions,’’
which encouraged reviews of fiction. The column published the full
names and addresses of the writers, allowing for direct correspond-
ence between readers and the circulation of amateur publications. He
also initiated writing competitions, such as a contest that asked
readers to supply a story to accompany the December 1926 Frank R.
Paul cover illustration.

Amazing Stories and its associate publications, Amazing Stories
Annual and Amazing Stories Quarterly, published work by Edgar
Rice Burroughs, Ray Cummings, Abraham Merrit, and Murray
Leinster with interplanetary settings. E. E. ““Doc’” Smith’s serial
““The Skylark of Space’’ began in August of 1928; that same issue
featured the first Buck Rogers story, ‘‘Armageddon 2419AD,”
written by Philip Francis Nowlan. Both Nowlan and Smith were
major contributors to the popularity of science fiction through the
wide appeal of space opera. Alongside this type of science fiction
Gernsback also published the work of David Keller, who was
interested in the social implications of scientific extrapolation. Amaz-
ing Stories also published fantasy, horror, and thriller storylines,
including works by H. P. Lovecraft.

Despite the commercial success of Amazing Stories, Gernsback’s
company, Experimenter Publishing Co., was forced into bankruptcy
in 1929. The title to the magazine was sold and continued under the
editorship of Gernsback’s assistant, T. O’Connor Sloan. He main-
tained a strict adherence to scientific fidelity, which included the
space opera-serials of J.W. Campbell (before he became the editor of
rival Astounding Science Fiction), Smith, Edmond Hamilton, and
Jack Williamson; Sloan sustained the magazine until it was sold again
in 1939. Under the editorship of Ray Palmer the publication policy
was relaxed and the magazine accepted a wider range of stories. The
magazine was briefly edited by Paul Fairman, but was then taken over
by assistant editor Cele Goldsmith in 1958.
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Goldsmith re-established the reputation of the magazine by
encouraging new writers and creative experimentation. She was
particularly interested in fantasy and published Marion Zimmer
Bradley’s first ‘‘Darkover’’ series. The magazine still included
scientific articles, but the fiction became oriented toward the ‘‘soft
sciences’’ and the writers Goldsmith discovered include Harlan
Ellison, Thomas M. Disch, Roger Zelazny, and Ursula K. Le Guin.
These writers later made their reputations in fantasy writing and in the
new wave of critical and literary science fiction writing in the 1970s.
Amazing Stories went into a period of decline after Goldsmith’s
departure in 1965, producing reprints under a series of writer/editors,
until Ted White took over as editor beginning in 1970.

Despite the relative impoverishment of the magazine, White
published original fiction and returned the magazine to its original
interest in fan culture through a very outspoken editorial column. The
magazine’s fortunes again declined after White left in 1979, but
Amazing Stories was reinvigorated in 1987 when it was purchased by
TSR Inc., the company that produced the popular game ‘‘Dungeons
and Dragons.”” Under TSR and, later, under owner Wizards of the
Coast Inc. (another game manufacturer), Amazing Stories maintained
its hard science fiction outlook, eschewing ‘‘sword and sorcery’’ in
favor of science fiction stories from young writers.

—Nickianne Moody
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American Bandstand

American Bandstand became a powerful symbol of American
teenage culture with its nearly four-decade look at the ever-changing
tastes of the country’s youth. Featuring guest artists who lip-synced to
their latest tunes, and a teenage audience whose members danced for
the cameras, the show launched a conga line of dance crazes, fashion
and hair trends, and sent the latest teen slang expressions echoing
from coast to coast.

From its beginning as a local Philadelphia telecast called,
simply, Bandstand in 1952, to its 1957 national debut as American
Bandstand, and on throughout its run, the show was known for

treating teenagers with deference. Congenial host Dick Clark did not
pontificate or preach; he instead let the kids and the music do the
communicating. The antithesis of courageous rock ‘n’ roll proponents
like fiery Alan Freed, Clark has been accused of homogenizing rock
‘n’ roll. Music historians have pointed out that he had a financial
interest in some of the show’s acts, but Clark has countered that the
show reflected popular taste. Indeed, American Bandstand enjoys a
reputation not only as a musical and cultural timeline, but as a fondly
remembered part of adolescence for many if not most Americans.

Though Clark’s name is synonymous with that of American
Bandstand, the show originated with Philadelphia disc jockey Bob
Horn, and the radio show Bob Horn’s Bandstand. It was in October of
1952 that Horn and his Bandstand moved to Philadelphia’s WFIL-TV
as a live afternoon series. Against a painted canvas backdrop of a
record store, the studio audience clustered on pine bleachers to watch
lip-syncing artists such as pop singers Joni James and Frankie Laine.
The show also featured dance and record-rating segments.

Because the TV studio was in the vicinity of three local high
schools, Bandstand had no trouble finding an in-house audience.
Within three months of its debut, some 5,000 students had applied for
“‘membership’’ cards. Those who were given cards had to be between
the ages of fourteen and eighteen. Gum chewing was prohibited, and
there was a dress code. Males could not wear jeans or opened shirts,
and were required to have a jacket or sweater with tie; females had to
wear dresses or skirts—but not tight skirts. ‘“When you dressed right,
you behaved right,”” believed producer Tony Mammarella.

In retrospect, the show has been criticized for sanitizing its
audience. And not just in regard to fashion. Though Philadelphia had
alarge African American population, it would take years for the show
to reflect that segment of the population. Like many programs of the
day, Bandstand did not officially ban African Americans from the
audience; but neither did it issue them membership cards. And though
the show became known for featuring the hottest African American
artists of the 1950s, many of these artists did pop-style tunes.
Additionally, there were early efforts to acquiesce to sponsors, who
wanted white cover singers.

It was image-consciousness that led to the dismissal of original
host Bob Horn. The Philadelphia Inquirer, which owned WFIL, was
in the midst of an anti-drunk driving campaign when Horn made
headlines with a 1956 drunk driving arrest. As aresult, WFIL sought a
new host. Enter twenty-six-year-old Dick Clark.

Voted the ‘“Man Most Likely to Sell the Brooklyn Bridge’’ by
his high school classmates, Clark was born November 30, 1929, in
Bronxville, New York. He was in his early teens when he realized he
wanted a career in radio. While still in high school he worked in the
mailroom at a Utica, New York, station where his father was the
promotional manager. At Syracuse University he majored in advertis-
ing and minored in radio, and was a disc jockey and newscaster for the
campus station. Following graduation, he worked at a series of
stations including the Syracuse, New York, station, WOLF-AM,
where he hosted the country music show, The WOLF Buckaroos.
After moving into television at Utica’s WKTV, he became ‘‘Cactus
Dick’ of the station’s country-western show, Cactus Dick and the
Santa Fe Riders.

He relocated to Philadelphia in 1952 to host WFIL radio’s daily
easy listening show, Dick Clark’s Caravan of Music. He also did
commercials for WFIL-TV, and watched from the sidelines as
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Dick Clark (holding microphone) with Bobby Rydell on American Bandstand.

Bandstand became a local hit. Though he was a novice in regard to
rock ‘n’ roll, Clark was a marketing genius who intuitively under-
stood the potential of both the show and the music. As the country’s
fourth-largest metropolitan city, Philadelphia was a break-out market
for performers and their records.

It was on August 5, 1957 that ABC took Bandstand national.
Debuting on 67 stations across the country, the live daily afternoon
show was an instantaneous success. Just weeks into its run, American
Bandstand was drawing 15,000 letters a week, topping the fan mail
for the network’s most popular show, Wyatt Earp. The success led to a
Saturday night spin-off, The Dick Clark Show, which ran for two-and-
a-half years.

As network television’s first show devoted to rock ‘n’ roll, it
became requisite for both established and upcoming performers to put
in American Bandstand guest appearances. Of the leading rock ‘n’
roll stars of the 1950s and 1960s, only Elvis Presley and Ricky Nelson
did not appear. Those artists who made their national debut on the
program included Buddy Holly and the Crickets, Jerry Lee Lewis,
Gene Vincent, the Everly Brothers, Jackie Wilson, Johnny Mathis,
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Chuck Berry, and the duo of Tom and Jerry—later to be known as
Simon and Garfunkel. As an integral force in the rise of the teen idol,
American Bandstand also propelled Fabian, Frankie Avalon, Bobby
Rydell, and other pin-up boys, to prominence.

Singer Gene Pitney once estimated that a single American
Bandstand appearance could lead to next-day sales of 20,000 to
40,000 records. After nearly giving up on her career, Connie Francis
had her first number one hit when Clark touted ‘“Who’s Sorry Now?*’
When Jerry Lee Lewis appeared on the show in April 1958 to perform
‘‘Breathless,”” viewers learned they could own the record by mailing
in fifty cents and five wrappers from Beechnut gum, a leading
sponsor. Within three days, tens of thousands of gum wrappers were
mailed in.

Clark himself was the force behind the 1958 number-one hit ‘At
the Hop.”” Danny and the Juniors had originally recorded a demo
called ‘‘Do the Bop,’” which referred to one of the show’s dance fads.
Clark suggested that lyrics be changed to ‘At the Hop.”” It was also
Clark who triggered Chubby Checker’s enormous 1960 hit, ‘“The
Twist.”” Credited with revolutionizing popular dance, ‘“The Twist™’
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was written and first recorded by the raucous rhythm and blues group
Hank Ballard and the Midnighters as the flip side to their 1958 tune
““Teardrops on Your Letter.”” After seeing the dance performed on his
show in the summer of 1960, Clark approached the local Cameo
Records and suggested a new recording.

The Twist was but one of many dance fads popularized by
American Bandstand. Others included the Strand, the Stroll, the
Duck, the Calypso, the Fly, the Loco-Motion, the Watusi, the Limbo,
the Bristol Stomp, the Mashed Potato, the Hully Gully, the Bird, and
the Smurf. It wasn’t just the dances that garnered the spotlight; some
of the dancing ‘‘regulars’’ became celebrities in their own right,
complete with fan mail, their own fan clubs, and coverage in the teen
fan magazines. The show’s most popular dance team of Bob Clayton
and Justine Carrelli even cut their own record.

The show’s reputation, as well as Clark’s, was briefly jeopard-
ized when the payola scandal broke in November of 1959. By this
time, Clark was involved in music publishing, talent management,
record pressing, label making, distribution, and more. But, he insisted
to a Washington subcommittee that he had never accepted payola for
playing or not playing a particular record. He survived the scandal,
but ABC made him divest his music-related interests.

During the 1960s, American Bandstand’s influence was under-
mined by societal changes, as well as changes in the music world. Los
Angeles, home of surf and car-culture music, had become the new
heartbeat of the industry. And so, in February 1964 the Philadelphia
fixture relocated to Southern California. No longer live, the show was
taped; having lost its daily time slot, it aired on Saturday afternoons.

Oddly, the series failed to capitalize on the British invasion.
Meanwhile, as FM radio grew in popularity, the diversity of music
types created a conundrum. On a purely practical level, psychedelic
songs were not danceable. To enliven the dance floor, American
Bandstand cranked up the soul music—an irony, considering that it
was 1965 before the series had a regular African American dance couple.

In the 1970s, American Bandstand exploited a new roll call of
teen idols, including Bobby Sherman, David Cassidy, and John
Travolta. The series also reached into its vaults for a highly rated
twentieth-anniversary late night special. Still later in the decade, the
show’s dance floor was revitalized by disco. The following decade
saw the abandonment of the dress code. But spandex and plunging
necklines, and guests as disparate as Madonna, Jon Bon Jovi, Prince,
and the Stray Cats, could not offset changing technology. MTV
debuted on August 1, 1981; four years later, it spawned the sister
network, VH-1, which was aimed at viewers ages twenty-five to
forty-nine, a demographic group who had left American Bandstand
behind. There was also competition from music-video oriented series,
such as NBC’s Friday Night Videos. Finally, after thirty-seven years
of catering to and reflecting teenage taste, American Bandstand came
to an end in October 1987. Through syndication, The New American
Bandstand ran through September 1989.

But the beat goes on. Dick Clark Productions continues to
exploit the American Bandstand moniker with tie-ins including a
chain of theme restaurants. And the show continues in reruns. In fact,
VH-1, which contributed to the original show’s demise, has been an
outlet for The Best of American Bandstand. Befitting a symbol of
Americana, the show’s podium, over which Clark used to preside, is
on display in the Smithsonian Institution; the show itself was entered
into the Guinness Book of World Records as TV’s longest-running

variety program. Meanwhile, the theme song, ‘‘Bandstand Boogie,”’
enjoys instant recognition. As does Clark, whose ever-youthful
appearance, and association with the series, have won him the
appellation, ‘‘the world’s oldest living teenager.”

—Pat H. Broeske
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American Girls Series

““We give girls chocolate cake with vitamins’’ explains Pleasant
T. Rowland, the creator of the American Girls books, summing up the
philosophy behind the bestselling historical fiction series. The 1980s
and 1990s have seen a proliferation of series books for girls—the
Sweet Valley High series, the Baby-Sitters Club series, the American
Girls series—which have sold millions of copies. Pleasant Compa-
ny’s American Girls Collection, a set of 36 books about six girls from
different eras in American history, is among the leaders in this
popular and profitable field. Preadolescent girls are a powerful
demographic in 1990s publishing; girl power, it seems, represents a
significant buying power. Series books for girls have frequently been
dismissed both because they are popular reading and children’s
literature and because they are series books, which have historically
been disdained by critics. Such books, however, have been an
important and influential (as well as lucrative) genre of children’s
literature since the middle of the nineteenth century, with the publica-
tion of Little Women (1868). Recently, there has been more critical
attention paid to girls” culture as an area for scholarly inquiry and
there is no reason that this inquiry should not be extended to girls’
reading habits.

Founded as an alternative to mass market books and toys, The
Pleasant Company was launched in 1985 by Pleasant Rowland, a
former teacher and textbook author. The company’s stated mission is
“‘to celebrate all that is special about American girls—past and

67



AMERICAN GIRLS SERIES

ENCYCLOPEDIA OF POPULAR CULTURE

present—and in doing so, to create a community of American girls.”’
The company has annual revenues in excess of 300 million dollars
from the sale of books, dolls, clothing, accessories, and activity kits
from both the American Girls historical collection and the American
Girl contemporary products. Since 1986, Pleasant Company has sold
48 million American Girl books, and plans to release an additional 42
titles in 1999. Rowland got the idea for the American Girls books after
she went shopping for dolls for her two nieces. All she found were
‘‘Barbies that wore spiked heels, drove pink Corvettes, and looked as
if they belonged in stripjoints.”” Rowland wanted to give girls dolls
that could teach ‘‘American history, family values, and self-reli-
ance.”” Ironically, in 1998, Rowland sold Pleasant Company to
Mattel, the makers of Barbie.

The American Girls book collection is based on the fictional
lives of six ethnically diverse nine-year-old girls from different eras in
American history: Felicity Merriman, a Williamsburg girl whose life
is changed dramatically by the outbreak of the American Revolution;
Josephina Montoya, a New Mexican girl of the early 1820s (whose
books include a glossary of Spanish words used in the text); Kirsten
Larson, an immigrant to the Minnesota frontier in the 1850s; Addy
Walker, an African American girl who escapes from slavery in 1864;
Samantha Parkington, an orphan who lives with her aunt and uncle in
turn-of-the-century New York city; and Molly Mclntire, a twentieth
century girl whose father serves in England during World War II. Six
books have been written about each girl’s experiences, including
volumes on family and friends, school, birthdays, Christmases, and
summer and winter adventures. Each volume includes a ‘‘Peek into
the Past’” section in which photos, illustrations, and narratives are
provided for historical background and context. The entire collection
consists of the novel series, dolls and dolls’ clothing, historically
accurate replicas of furniture, girls’ clothes, and memorabilia, and
craft projects including (for each of the six characters) a cookbook,
crafts book, theater kit, and paper dolls and accessories. The 18-inch
dolls cost over $80 each. With all the accessories, including $80
dresses for actual girls, each collection costs approximately $1,000.

In 1992 the company launched the American Girl magazine, a
bimonthly magazine free of advertisements that treats both historical
and contemporary issues, which by 1995 had over 500,000 subscrib-
ers. The magazine is phenomenally popular—for each issue, the
magazine receives over 10,000 pieces of mail, most asking for advice
or directed at the help column. The magazine, aimed at 7-12 year old
girls, features fiction and nonfiction articles on arts, sports, entertain-
ment, history snippets about girlhood during various periods of
American history, original short fiction, and a regular section called
“‘Grandmother, Mother, and Me’’ which contains paper dolls and cut-
out clothes from both past and present. Pleasant Company also began
publishing the American Girl Library, which emerged from the most
popular features of American Girl magazine and is completely
contemporary. The American Girl Library serves as a counterpart to
the American Girls collection, and includes activity books, fiction,
biography, and (most significantly) advice books, such as the bestsell-
ing Help!: An Absolutely Indispensable Guide to Life for Girls. In
recent years, Pleasant Company has also created special events and
programs for fans of the series, including The American Girls Fashion
Show, Samantha’s Ice Cream Social, and Felicity in Williamsburg:
An American Girls Experience.

Like most series books for girls, the plots of the American Girls
books are somewhat formulaic: the books typically center on moral
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quandaries, and the heroine is always exceptionally capable and
plucky, helpful and brave. Addy Walker’s story is the most poignant,
and it is her books which have received the most attention. The Addy
books are historically accurate, which makes for some painful read-
ing: before her family can flee slavery, for example, Addy’s master
sells some of her family, and her family is forced to leave her young
sister, Esther, in the care of fellow slaves. Addy’s parents’ experience
of prejudice in the north, where they are free, also clearly demon-
strates to readers that the social effects of racism go beyond legal statutes.

What explains the long-lasting popularity of girls series books?
What social values do the books promote? While the messages such
books send can offer their readers newfound self respect, the books
can also help to perpetuate stereotypes. The American Girls books do
not hide the fact that they emphasize ‘‘traditional values,”” and yet
“‘traditional values’’ are reduced to a rather simplistic vision of the
American past as a time when families were better off—when they
were more closely-knit, more functional, safer, and most importantly,
more likely a place where mothers and daughters spent time together.
According to the Pleasant Company catalog, the American Girls
books and programs have ‘‘nurtured a sense of community among
thousands of girls around the country, and in a fast-paced, over-
scheduled world have provided a memorable experience that mothers
and daughters can share.’” In fact, the American Girls Collection does
what much of the genre of historical fiction (especially for children)
does . .. it satisfies our need for formula and reaffirms simplistic
notions about the past. The popularity of historical fiction has never
been based, after all, on the degree to which it reflects an accurate
picture of historical eras or events, but is based rather on the degree to
which it reaffirms cultural myths. The American Girls books, never-
theless, combine education and entertainment. While we may wish
for fiction that would complicate, rather than simply corroborate, our
understanding of history, these novels serve as an informal, informa-
tive introduction to history, which may be more accessible to its
readers than more formal or complex treatments of the same
historical periods.

Problems in the American Girls books are often surmounted too
easily, almost as if having a loving family guarantees a good outcome:
Samantha’s aunt and uncle decide to keep all of her orphan friends,
for example, while Addy’s family is successfully reunited. In addi-
tion, several of the novels contain messages of self-effacement.
Kristin and Molly, for example, both learn that their concerns are
trivial compared to those of other family members. Despite their
memorialization of the past, and their cliched moral messages, the
American Girls books do offer their readers greater independence and
a sense of their own potential power by presenting images of
independent, resourceful young girls. Simply reading historical fic-
tion featuring girls can give girl readers a sense of pride and self-
awareness that they might not acquire from historical fiction featuring
boys. As Rowland says, ‘‘I believe very strongly in the importance of
gender-specific publishing. And, especially after recent reports that
girls are given less attention than boys in the classroom, it is crucial
that girls see themselves as significant characters in books—and in
history. And it is also important for boys to recognize this, too.”’
Perhaps most importantly, the American Girls books present excep-
tionally gutsy and articulate girls of different classes, races, and
cultural backgrounds. Taken as a whole, the series says that what it
means to be an American girl is significantly different than the white
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upper-middle class Victorian girl we are all familiar with from
children’s literature.

—Austin Booth

American Gothic

This painting of a stern-visaged, tight-lipped, nineteenth-century
country couple posed in front of their pristine farmhouse has become
not only one of the most reproduced images in American popular
culture, it has also virtually become emblematic of the moral fiber and
simple virtues for which America is said to stand. Painted by Grant
Wood in 1930, American Gothic has been interpreted both as homage
to the artist’s Midwestern roots and as slyly witty commentary on
American ‘‘family values.”” After winning an important prize in
1930, American Gothic quickly became, as Robert Hughes notes,
““‘Along with the Mona Lisa and Whistler’s Mother . . . one of the
three paintings that every American knows. . . . One index of its fame
is the number of variations run on it by cartoonists, illustrators, and
advertisers. . . . The couple in front of the house have become
preppies, yuppies, hippies, Weathermen, pot growers, Ku Klux
Klaners, jocks, operagoers, the Johnsons, the Reagans, the Carters,
the Fords, the Nixons, the Clintons, and George Wallace with an
elderly black lady.’” In the visual culture of the millennium, American
Gothic remains the most potent and pervasive symbol of America’s
heartland mythology, as witnessed by its perpetual permeation into all
areas of popular culture.

—Victoria Price
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American Graffiti

The 1973 box office and critical smash American Graffiti
epitomized the 1950s nostalgia craze, established the device of
interweaving multiple stories, inspired such television series as
Happy Days and Laverne and Shirley, and boosted the careers of
Richard Dreyfuss, Cindy Williams, Candy Clark and, most notably,
the film’s co-writer and director, George Lucas. The story takes place
in 1962—the proper if not the chronological end of the 1950s—when
both the kids and the country were innocent. The evening depicted
was a month before the Cuban missile crisis, a year before the
assassination of John F. Kennedy, and years before the Vietnam War
controversy, hippies, radicals, pot, free love, Nixon, and AIDS
(Acquired Immune Deficiency Syndrome). But what makes the film
universal is the way Lucas captures the innocence of youth, that

American Gothic by Grant Wood.

ephemeral moment when all options are still open, before irrevocable
choices must be made. Everything is still possible, and the sky is
the limit.

It is a bit surprising that such a popular and influential film
almost did not get made. Lucas’ first film, THX /138, was a financial
failure, and United Artists rejected the script for American Graffiti
that Lucas had written with Gloria Katz and Willard Huyck. But
Lucas’ friend, Francis Ford Coppola, convinced Universal to back the
film, on condition Coppola serve as producer and adviser, and with a
$700,000 budget, Universal figured the risk was not great. The movie
was shot on location in 28 nights, and the filming was plagued with
problems from the outset. On the second night, the entire crew was
evicted from the town in which they were shooting, and the assistant
cameraman was hospitalized after falling off the camera car and being
run over by a trailer. The film came in on time and, after editing,
Lucas handed the completed film over to Universal, which was less
than thrilled with the finished product. Studio executives were
particularly put off by the presence of four central characters whose
stories were intertwined. Lucas was furious when the studio cut five
minutes from the film before releasing it. But Lucas’ vision was
vindicated when the film grossed over $100 million domestically,
received five Academy Award nominations, and won the Golden
Globe and New York Film Critics’ Award. Stephen Farber in The
New York Times called it ‘‘the most important American movie since
Five Easy Pieces—maybe since Bonnie and Clyde.”’

The story, based on Lucas’ own youth in Modesto, California,
begins when four friends meet up in the parking lot of Mel’s Drive-In,
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Ron Howard and Cindy Williams in a scene from the film American Graffiti.

a restaurant with roller-skating carhops. The friends are the teenage
intellectual Curt (Dreyfuss), the class president Steve (Ron Howard),
the nerd Terry “‘the Toad’” (Charles Martin Smith), and the 22-year-
old hot rodder John (Paul Le Mat). Three of these characters were
based on Lucas himself who began as a nerd, was considered much
cooler after winning several racing trophies, and was forced to
exercise his intellect after a near-fatal car crash crushed his lungs and
ended his racing career; only the class president, Steve, was pure
fiction, and the major reason Lucas needed two co-writers. The year
of the story may be 1962, but the cars and songs are solidly 1950s, as
customized cars driven by ponytailed girls and ducktailed boys tool
along the main drag in a mating ritual, with disc jockey Wolfman Jack
supplying the tunes. Curt and Steve are due to fly east to college the
next morning, but Curt’s second thoughts about leaving the safety of
his hometown provide the film’s backbone. Steve is dating Curt’s
sister, Laurie (Williams), and she is upset about Steve leaving her
behind. When Curt spots a beautiful blonde (Suzanne Somers) in a
classic white 1956 T-bird and she mouths the words ‘‘I love you,’” he
wants to follow her. Unfortunately, he is in the back seat of his sister’s
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1958 Edsel and cannot convince her to follow the T-bird, and spends
the rest of the movie trying to track this vision down. Meanwhile,
Steve and Laurie argue about his leaving, Toad can not believe his
luck when he picks up a beautiful blonde (Clark), and John’s cruising
style is hampered by the presence of the 13-year-old Carol (Macken-
zie Phillips) while his hot-rodding reputation is being challenged by
Bob Falfa (Harrison Ford). Curt finally visits Wolfman Jack for
advice, and the Wolfman convinces him that ‘‘this place ain’t exactly
the hub of the universe.”” When morning comes, Laurie has con-
vinced Steve to stay in town, and they, the Toad, John, and Curt’s
parents say goodbye to Curt at the airport. As his plane wings its way
eastward, he glances down and notices a lone car also leaving town
and also headed east: a classic white 1956 T-bird.

The film may be nostalgic, but it is never sentimental. While
films such as Summer of 42 specialized in a soft-focus romanticism,
Lucas bent over backwards to make sure the film was never pretty.
One of the world’s greatest cinematographers, Haskell Wexler,
served as supervising cameraman, to capture Lucas’ vision, and the
film was shot in grainy Techniscope, in what Lucas called ‘‘a sort of
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jukebox lighting”’—or what film co-editor Marcia Lucas termed
“‘ugly.”” Subsequent films and television shows have tried for this
hard-edged nostalgia, but even more influential was the device of
interweaving story lines, which has become a television staple, used
on shows ranging from Hill Street Blues to Northern Exposure and
ER. Significantly, Lucas used part of the profits from the film to help
finance his next project: Star Wars.

—Bob Sullivan
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American International Pictures

For three decades, from the 1950s to the 1970s, American
International Pictures (AIP) supplied America’s drive-ins and movie
theatres with cult favorites such as It Conquered the World, I Was a
Teenage Werewolf, Beach Blanket Bingo, and The Pit and the
Pendulum. The studio not only made the movies that the younger
generation wanted to see, but it also helped to create the stars of the
future. AIP gave directors such as Francis Ford Coppola, Woody
Allen, and Martin Scorcese their first jobs, and cast actors such as
Jack Nicholson, Robert De Niro, and Peter Fonda in their first movies.
Hollywood had always made ‘‘B’’ movies, but no one made them as
fast or with as much enthusiastic abandon as AIP. With miniscule
budgets, ten or fifteen-day shooting schedules, recycled sets, and
churned-out screenplays, AIP changed the way movies were made by
creating a demand for a brand new kind of low-budget entertainment;
Hollywood would never be the same again.

American International Pictures founder Samuel Z. Arkoff had
wanted to be a part of the motion picture industry since boyhood. It
took him almost twenty years to fulfill his dream. After serving in
World War II, he moved to Los Angeles, where he attended law
school on the G.I. Bill. For five years, Arkoff made a living as a minor
television and film lawyer. When he met former theatre chain owner,
James Nicholson, the two hatched an idea for a production company
whose time, they felt, had come.

By the early 1950s, the Golden Age of Hollywood was at an end.
During the previous decade, the U.S. Congress had filed an anti-trust
suit against the eight major studios. The government’s goal was to
check the studios’ monopolistic abuse of power by forcing them to
close down their distribution arms, that is, to prevent studios from
owning theaters. The case dragged on, but by the end of the 1940s, a
consent decree was passed, forcing the studios to divest control of

their theaters. By 1954, the eight major studios no longer owned
theaters and the studio system that had sustained Hollywood was gone.

But this was not the only major change to hit Hollywood.
Television was wooing viewers away from the big screen. The
neighborhood movie houses began shutting down as viewers flocked
to the stores to buy television sets. In response, the major studios
stopped making ‘‘B’’ pictures, concentrating their efforts instead on
mega-productions, musicals, new gimmicks such as 3-D, and wide-
angle processes such as CinemaScope and VistaVision, transforming
movies into big screen special events that they hoped would lure
viewers away from their televisions.

It was at this time that Arkoff and Nicholson spotted a hole in the
movie market. They realized that the second-run movie houses and
drive-ins were unable to afford these first-run Hollywood extravagan-
zas, and so were losing their audiences. Arkoff and Nicholson knew
that if they could find a way to make first-run movies inexpensively
and then supply them to exhibitors at a much lower cost, they would
make a huge profit.

In 1954, Arkoff and Nicholson met a young filmmaker named
Roger Corman who was looking for a distributor for a low-budget
film he was producing. The Fast and the Furious, a race car movie
starring John Ireland and Dorothy Malone, was just what Arkoff and
Nicholson had in mind. They bought the film as part of a four-picture
deal with Corman and AIP was born. With Corman as one of their
main directors and teenagers their target audience, AIP turned out
Westerns, action flicks, prison movies, sci-fi thrillers, and horror
films, shamelessly jumping on every cinematic trend. By the late
1950s, with films such as Invasion of the Saucer-Men, Sorority Girl,
and Machine Gun Kelly, the company was turning a steady profit.

By the early 1960s, AIP had found their formula and they felt
they could start to take a few risks. When Roger Corman approached
Arkoff and Nicholson about filming Edgar Allen Poe’s The Fall of the
House of Usher, the studio signed veteran star Vincent Price to a
multi-picture contract, and the critically and financially successful
Corman-Price-Poe cycle was born. Realizing that horror movies were
in demand, they hired stars from the Golden Age of Horror such as
Basil Rathbone, Peter Lorre, and Boris Karloff to appear in their
films, fueling a horror renaissance that lasted well into the next decade.

During the 1960s, it seemed as if AIP could do no wrong. When
the studio signed Annette Funicello and Frankie Avalon to frolic in
the sand in Beach Party, they initiated a huge wave of successful
beach movies. Hot young stars such as Funicello, Avalon, Jack
Nicholson, Peter Fonda, and Nancy Sinatra were brought up in the
AIP ranks, and by the early 1970s cutting-edge young directors began
flocking to the studio to have their films made. Among these were
Martin Scorcese, who directed Boxcar Bertha; Brian De Palma, who
made Sisters; Ivan Reitman, who filmed Cannibal Girls; and Oliver
Stone, who directed Seizure. Even Woody Allen got his first break at
AIP, when the studio hired the young stand-up comedian to dub over a
Japanese spy film. His What’s Up, Tiger Lily? became an instant
cult classic.

During the 1970s, AIP branched out into bigger productions
with horror classic The Abominable Dr. Phibes, blaxploitation film
Foxy Brown, futuristic thriller Mad Max with Mel Gibson, and Brian
De Palma’s Dressed To Kill. By the time the studio merged with
Filmways in 1980, American International Pictures had become an
integral part of moviemaking history.

71



AMERICAN MERCURY

ENCYCLOPEDIA OF POPULAR CULTURE

In 1979, the Museum of Modern Art staged a retrospective of
AIP’s films, an honor about which Arkoff mused, ‘‘In the early days
of AIP, if anyone had told me that our pictures would be shown in the
Museum of Modern Art, I would have been startled. That was the
furthest thing from my mind. We did not deliberately make art. We
were making economical pictures for our youthful market, but at the
same time, I guess we were also doing something unique and
evolutionary.”” Indeed, this unique and evolutionary approach to
making movies changed not only the face of American cinema, but
also helped to transform American popular culture. As the curators of
the film department at MOMA noted, ‘‘Not only are [American
International’s] films rich in their depiction of our culture, but indeed
they have played a not insignificant part in it.”’

—Victoria Price
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American Mercury

For about a decade the American Mercury magazine served as an
irreverent cultural critic. The magazine’s distinctive style came from
the iconoclastic nature of its editor, Henry Louis (H. L.) Mencken.
Under his leadership, the Mercury’s vitriolic attacks on mainstream
American culture attracted a following among the intelligentsia and
provoked controversy as well (censors tried to ban the April, 1926 issue).

The brainchild of publisher Alfred A. Knopf and journalist/
social critic H. L. Mencken, the Mercury first appeared in 1924, and
Mencken soon became the sole editor. The Mercury printed work by
Charles Beard, W. J. Cash, Clarence Darrow, W. E. B. Du Bois,
Emma Goldman, Langston Hughes, Eugene O’Neill, and Upton
Sinclair, among others. In 1933, with readership falling off and his
own interest in the magazine waning, Mencken relinquished the
editorship. By the 1950s, after passing through a succession of owners
and editors, the Mercury had degenerated into a racist, anti-semitic
fringe publication. The magazine folded in 1980.

—FEric Longley
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American Museum of Natural History

New York City’s American Museum of Natural History—with
its giant dinosaur skeletons and detailed dioramas—is both a primary
repository for the scientific discoveries relating to the natural world
and a major tourist attraction. Opened in 1869 when the Upper West
Side of Manhattan was still on the edge of civilization, the fortress-
like Museum later added wings reaching Central Park West and a
major planetarium wholly updated in the 1990s. From a few hundred
mounted birds and mammals, the museum’s collection has grown to
include more fossils, mammals, and dinosaurs than any other museum
in the world. Critics have charged the museum with being an agent of
colonialism and exploitation and have found the statue of President
Theodore Roosevelt on horseback flanked by a walking Black and
American Indian in front of the principal entrance an apt symbol of
their charge. Such criticisms have not minimized the pleasures of the
millions of people who visit the museum annually. In The Catcher in
the Rye J. D. Salinger captured the delight of many visitors when his
character Holden Caulfield fondly remembered his regular school
visits to the museum, saying ‘ ‘I get very happy when I think about it.”’

—Richard Martin

FURTHER READING:

Oliver, James A. ‘‘American Museum of Natural History at 100.”
Nature March 28, 1970.

Osborn, Henry Fairfield. American Museum of Natural History: It’s
Origins, It’s History, the Growth of It’s Departments to December
31, 1909. New York, Irving Press, 1911.

Titcomb, Mary. American Museum of Natural History. Austin, Tex-
as, Booklab, 1991.

The Amos 'n’ Andy Show

During the Great Depression The Amos 'n’ Andy Show provided
comic relief to a nation reeling from rapid deflation and skyrocketing
unemployment. The day after the stock market crash of October 29,
1929, the following exchange took place on the Amos 'n’ Andy radio
show—Andy: “‘Is you been keepin’ yo’ eye on de stock market?”’
Lightnin’: “‘Nosah, I ain’t never seed it.”” Andy: ‘“Well, de stock
market crashed!”” Lightnin’: ‘“‘Anybody git hurt?”’ Andy: ‘“Well,
’course, Lightnin’, when de stock market crashes, it hurts bizness
men. Dat’s whut puts de repression on things.”” Clearly, the show
gave down-on-their-luck Americans a cast of characters at whom they
could laugh and with whom they could identify. But there was more at
stake on the show than economic satire. In its television incarnation in
the 1950s and 1960s, the show became a window on changing race
relations in America. From 1925 until 1966 The Amos ’n’ Andy Show
dominated several forms of media in America. It was the nation’s
most popular radio show, the subject of two films, a popular comic
strip, and finally a television sitcom with an all-black cast. The show
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The cast of the Amos ’n’ Andy television show: (from left) Spencer
Williams, Tim Moore, and Alvin Childress.

perpetuated the stereotypes of blackface minstrelsy, portraying clownish
““Coons,”” docile and devout ‘‘Uncle Toms,’’ shrewish ‘‘Mammies,’’
and other stock black characters. As a television show it divided the
black community. Some blacks thought it was a funny show which
provided an excellent opportunity for blacks to work in the entertain-
ment industry, while others—especially the National Association for
the Advancement of Colored People (NAACP)—viewed it as an
abominable racist burlesque which led all Americans to believe that
blacks were unemployable, oafish fools.

The Amos 'n’ Andy Show was the brainchild of Freeman Gosden
and Charles Correll, two white performers with Southern roots.
Gosden’s father fought for the confederacy in the Civil War, and
Correll was a distant relative of Jefferson Davis. Gosden and Correll
met in North Carolina in 1919, and when their radio show, Sam ’'n’
Henry, debuted in Chicago in 1925 they were paid in food instead of
cash. The title characters of the show were bumptious Southern
blacks who had moved from Alabama to Chicago hoping for a better
life. The humor on the show was part malapropistic (black characters
creating unintended puns by mispronouncing words) and part deriva-
tive from the dim-witted characters’ naivete. The show was histori-
cally significant because it was the first serialized radio program
ever—in other words, it was the first show to have a continuous
storyline woven through nightly episodes. As such, it was the pioneer
of the soap opera and the television situation comedy.

In 1926 the Chicago Tribune, owner of Chicago radio station
WGN, signed Gosden and Correll to a two year radio contract. When

that contract ended the duo moved to another station but had to change
the names of the title characters because WGN owned the rights to
Sam ’'n’ Henry. Gosden and Correll initially considered Jim ’n’
Charlie for their new characters’ names, but decided on Amos ’'n’
Andy instead because they thought that ‘‘Amos’” was a ‘‘trusting,
simple, and naive’’ Biblical name while Andy sounded ‘‘lazy’’ and
“‘domineering.”’ In show number 23 Gosden and Correll came up
with the show’s trademark, the ‘‘Fresh Air Taxicab of America
Incorpulated.”” In 1929 NBC picked up the show and broadcast it to a
national radio audience. The show was an instant sensation. It was so
popular that it had to be recorded live twice each night so that it could
be heard on the West Coast and the East Coast in prime time. It
represented a unique approach to comedy because it was not based on
one-liners like other comedy shows of the period. Gosden and Correll
thought that if they created likeable, interesting characters, their
listeners would tune in. The other stars of The Amos 'n’ Andy Show
were Kingfish, a boisterous schemer, Lightnin’ a dimwitted foot-
shuffling janitor, Calhoun, a bombastic lawyer, Kingfish’s shrewish
wife Sapphire, and Sapphire’s ogreish mother.

The 1930s belonged to The Amos 'n Andy Show. In 1930 they
made their first of two feature films, Check and Double Check, in
which they appeared in blackface. Another film would follow in
1936. In 1931 40 million listeners tuned in each night to their radio
show, representing 74 percent of the potential listening audience. The
show was so popular that President Calvin Coolidge regularly ex-
cused himself from state dinners to listen to the 15 minute nightly
broadcast, department stores broadcast the show over their public
address systems so that their shoppers could listen to the show as they
browsed, and movie theaters actually interrupted feature films in
progress so that they could broadcast the radio program live to their
audiences. Telephone activity also declined nationally during the 15
minutes during which the show was broadcast, and the sewers in
many cities ran dry between 7:00 and 7:15 because listeners did not
want to miss a moment of the show. Although the show was very
popular among blacks and whites, the 1930s brought the first public
protests against it by the NAACP.

In 1943 the NBC radio program was increased from 15 minutes
to 30 minutes, but a ratings drop caused Gosden and Correll to revamp
the show. When it returned after an eight month hiatus, it was a once-
weekly show instead of a nightly show. It had a live audience, an
orchestra instead of an organist, and a team of writers to co-write the
show with Gosden and Correll. In 1948 CBS lured Gosden and
Correll away from NBC by offering them the astounding sum of
$2.5 million.

When the television version of The Amos ’'n’ Andy Show
premiered with an all-black cast on June 28, 1951, it was immediately
at the center of a firestorm of controversy. The NAACP strongly
objected to the show, claiming that it ‘‘depicted Negroes in a
stereotyped and derogatory manner.”” They soon filed a formal law
suit against CBS which asserted that the show ‘‘strengthened the
conclusion among uninformed and prejudiced people that Negroes
are inferior, lazy, dumb, and dishonest.”” The suit claimed that the
show presented every black character as ‘‘a clown or a crook,”” and
argued that it led viewers to believe that all blacks were like the
characters on the show. This was a minority position within the black
community at large and within the black entertainment community in
particular. The few blacks who had made it into show business saw
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the show as a positive step because it employed dozens of African
Americans in an industry which had been all but off limits to
black performers. Several of the show’s cast members defended it
against the barrage of criticism from the NAACP and the National
Urban League.

The star of the short-lived television show was neither Amos nor
Andy but George ‘‘Kingfish’* Stevens, played by Tim Moore. Some
have suggested that instead of The Amos ’'n’ Andy Show, the show
should have been called ‘‘The Adventures of Kingfish.”” Moore
created in Kingfish a complex character—a sympathetic, mischie-
vous protagonist. Amos, played by Alvin Childress, made cameo
appearances in most episodes, but had a very minor role. Andy,
played by Spencer Williams, Jr., had a more prominent role, but still
served primarily as Kingfish’s foil. Horace Stewart played the ironi-
cally named Lightnin’, Ernestine Wade played Sapphire, and Jonny
Lee played the preachy lawyer Calhoun. Blatz Brewing Co., the
sponsor of the television show, pulled out in 1953 under pressure
from the NAACP, and later that year the network canceled the show
despite its high ratings. It was the first television show ever shown as a
rerun (during the summer of 1952), and it ran in syndication until 1966.

Black entertainers and civil rights leaders of the 1960s through
the 1990s have disagreed over how the show should be remembered.
Comedians Flip Wilson and Redd Foxx watched the show, enjoyed it,
and thought it was a harmless comedy. Other black entertainers
disagreed. Richard Pryor called the show an ‘‘outrage’’ and Bill
Cosby claimed it was ‘‘not at all funny.”” Civil Rights leader and
presidential candidate Jesse Jackson has offered one of the most
insightful commentaries on the show. He said, ‘I think the record
must show that [The Amos 'n’ Andy Show] paid the dues that made it
possible for those who now play roles with much more dignity.”” He
added that the show ‘‘proved that blacks could act’’ and ‘‘proved that
blacks could entertain.”” As demeaning as the television show was in
terms of its stereotypical presentations of African Americans, it did
give them unprecedented access to the highly segregated world of
show business.

—Adam Max Cohen
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Amsterdam, Morey (1908-1996)

Morey Amsterdam brought a vaudeville sensibility into the
electronic age. Best known for his role as Buddy Sorrell on The Dick
Van Dyke Show, Amsterdam was a popular show business veteran
before he was cast in the series. He made his mark in acting,
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Morey Amsterdam

songwriting, film, and nightclub comedy—where he earned the
nickname ‘“The Human Joke Machine’” for his ability to come up
with a joke on any subject on demand. He wrote gags for presidents
and performers, and his admirers included Pope John XXIII and
Chicago mob boss Al Capone.

Morey Amsterdam was born in Chicago, Illinois, on December
14, 1908. From the beginning, the arts touched his life. His father was
a concert violinist who played for the Chicago Opera and, later, the
San Francisco Symphony. Like many vaudeville veterans, Amster-
dam began his performing career as a child. His first public perform-
ance took place in 1922 when Morey sang as a tenor on a San
Francisco radio program. The teenager then joined his piano-playing
brother in his vaudeville act. He started out as a cellist, but soon the
instrument merely became a prop for his comedy. When his brother
left show business, Morey continued on his own. At age 16, he was
hired as a regular performer by a nightclub owner named Al ‘‘Brown,”’
who had been impressed with Amsterdam’s stage act. Brown’s real
name was Al Capone. A shootout on the club premises inspired
Amsterdam to seek greener, and safer, pastures in California.

Amsterdam attended the University of California at Berkeley for
a time, but by 1930 he was in New York City, working as a comedy
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writer for radio stars Will Rogers and Fanny Brice. He soon realized
that he felt at home on the air, where his quick wit and rapid-fire joke
delivery, honed in front of live audiences, quickly won over listeners.
In 1932 he started writing for The Al Pierce Gang radio program. It
was on this show he met lifelong friend and future Dick Van Dyke
Show costar, Rose Marie. He also found time to write jokes for
another well-known client—President Franklin D. Roosevelt.

In the late 1930s, Morey Amsterdam continued to expand his
creative horizons, serving as lyricist on the films With Love and
Kisses (1937) and Career Girl (1943). His songwriting talents also
yielded a number of popular compositions, including ‘“Why Oh Why
Did I Ever Leave Wyoming?’’ and The Andrews Sisters’ ‘‘Rum and
Coca-Cola.”” He wrote the films The Ghost and the Guest (1943) and
Bowery Champs (1944) and provided additional dialogue for Kid
Dynamite (1943).

In the midst of post-World War II prosperity, television came to
America. As with radio, Morey Amsterdam wasted no time taking his
place among the pioneers of the new medium. On December 17,
1948, CBS first telecast The Morey Amsterdam Show (aradio version,
which had premiered six months earlier, continued during the TV
series’ run). Morey essentially played himself: His character, a
nightclub owner, was a joke-telling cello player. CBS canceled the
series after three months. In only one month it was back, this time on
the Dumont network, where it remained until its final airing in
October of 1950.

Throughout the 1950s, Morey Amsterdam remained visible to
TV audiences in a variety of series and guest appearances. He
appeared as a panelist on NBC’s Tag the Gag in 1951 and Who Said
That? (on which he had made his first TV appearance in 1948) in
1954. He hosted Dumont’s intergenerational game, Battle of the Ages,
from September to November of 1952. While his own show was still
on CBS, he hosted NBC’s Broadway Open House (1950), a precursor
to The Tonight Show, on Monday and Wednesday nights.

It was Rose Marie who, in 1961, recommended Amsterdam for
what would become his most memorable role. She was cast as
comedy writer Sally Rogers on The Dick Van Dyke Show. The role of
co-worker Buddy Sorrel was not yet cast. Rose Marie suggested that
series creator Carl Reiner get in touch with her old friend Morey
Amsterdam. Knowing Amsterdam’s reputation, Reiner agreed. Am-
sterdam accepted the offer to audition without hesitation—happy for
the opportunity to move from New York City to California, where the
show was to be filmed. He quickly landed the role.

The Dick Van Dyke Show broke new ground in the television
situation comedy genre. Viewers not only learned what Rob Petrie
(Van Dyke) did at the office, they also got to know the people with
whom he spent his workdays. These co-workers were fully formed
characters, as richly drawn as Rob and his wife Laura (Mary Tyler
Moore). The series pioneered the depiction of a ‘‘workplace family,”’
aconcept Moore would put to use in her own series in the next decade.
Buddy was also one of the first TV characters to openly state a
personal fact seldom mentioned on TV at the time: He was Jewish.

The series’ casting and writing were works of genius. As the
writers of the fictional ‘‘Alan Brady Show,”” Van Dyke, Amsterdam,
and Rose Marie played off each other perfectly. Amsterdam’s banter
with Rose Marie and his fast-paced quips directed at ‘‘Brady’’
producer Mel Cooley (Richard Deacon) quickly became highlights of
the show. Buddy Sorell was an ideal role for him: both were show

business veterans with sharp wits and an arsenal of jokes for any
occasion. Amsterdam later declared, ‘‘I am Buddy. [He] is not only a
comic, but an experienced writer, a fellow who knows timing and
funny situations.’’ In the final episode, the cast learns that Rob’s life is
to be adapted for a TV situation comedy that will be scripted by Rob,
Buddy, and Sally. The fictional Buddy thus becomes a ‘‘real’” person
adapted into a television character. Just as Morey Amsterdam is
Buddy, Buddy becomes, in a sense, Morey Amsterdam.

Amsterdam continued to work throughout the rest of his life,
performing in clubs and guest starring on series from The Partridge
Family (1970, as a comedy writer) to Caroline in the City (1996, with
Rose Marie). He had just returned from a cabaret tour when he died of
a heart attack on October 27, 1996. As Dick Van Dyke remarked,
“‘Probably a hundred thousand jokes in his head went with him.”’

—David L. Hixson
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Amtrak

Amtrak was created in the early 1970s to rescue America’s
failing passenger rail system by bringing it under the control of a
single quasi-governmental authority. Trains had been the primary
means of intercity travel up to World War II, during which gasoline
rationing filled many trains to standing-room-only. But passenger
volume rapidly fell once the war was over, the automobile assuming
primacy as a symbol of prosperity and mobility, a necessity for
commuters in brand-new suburbs inaccessible by rail, and a com-
modity whose manufacture was central to the postwar industrial boom.

Nevertheless, a number of railroads continued to run passenger
trains at a loss so long as they had a robust freight traffic to subsidize
them. But by the end of the 1960s competition from truck freight,
combined with inept management, spawned numerous bankruptcies
(such as the New York Central and Pennsylvania Railroads, which
merged to form the Penn Central in a last ditch but unsuccessful effort
to avoid insolvency). In 1970, when President Nixon signed the
Rail Passenger Service Act creating Amtrak, fewer than 10 per-
cent of intercity travelers were riding the rails, on a total of only
450 scheduled trains a year—and three-quarters of the scheduled
trains had discontinuance petitions pending before the Interstate
Commerce Commission.
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Passengers boarding an Amtrak train.

Many government officials in Washington were skeptical of
Amtrak because they saw the new agency as an instance of throwing
good money after bad, but the relatively modest appropriation passed
by Congress included $40 million from the federal government plus
another $100 million in guaranteed loans. A number of unprofitable
routes were to be eliminated immediately, in return for which private
railroads buying into the system would ultimately contribute $192
million in monthly installments over three years.

On May 1, 1971, Amtrak ran its first trains. At first, these were
the same as before, but now run by the original railroads under
contract (as some cities’ commuter-rail systems, notably Boston’s,
would continue to be into the 1990s); later, the trains were motley
assemblages of aging steam-heated cars in a rainbow of different
companies’ colors behind engines newly painted with Amtrak’s red-
white-and-blue arrow logo. An immediate and visible change, how-
ever, was in advertising. With such imagery as a frustrated Paul
Revere on horseback surrounded by stalled bumper-to-bumper car
traffic, and a one-way Boston-New York fare of $9.90 (and a round
trip for just a dime more), Amtrak appealed both to the mind and
the wallet.
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And to a great extent the strategy worked. Students and young
adults on tight budgets found the cheap fares irresistibly attractive,
and enjoyed the camaraderie and adventure of train travel, even on
antiquated equipment prone to failure (although, to its credit, Amtrak
shops in Boston, Wilmington, Delaware, and elsewhere were recon-
ditioning the old equipment as fast as they could) and with only a
modest likelihood of on-time arrival. Thanks in large part to rebounding
ridership, profitability was soon restored to the Washington-to-
Boston corridor, most of which was bought outright from the bank-
rupt Penn Central in 1976.

Although the mingling of train travelers was arguably a social
force for democratization, a second factor in the recovery of the
Northeast Corridor was its first-class service. Although parlor cars
were nothing new (complete with spacious seats and obliging service
staff—mostly black, a holdover from the heyday of the Pullman
sleepers), Amtrak sought to attract more affluent customers by
introducing its priority Metroliner trains, which cut three-quarters of
an hour off the Washington-New York run and whose interiors,
reminiscent of airplane cabins, featured headrest-backed seats equipped
with folding tray-tables, high-tech stainless-steel chemical toilets,
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and even on-board telephones. A fleet for ordinary coach service,
with similar styling but no telephones, was gradually introduced to
replace the rebuilt ‘‘Heritage’’ cars as well. As the quality of service
improved, so did ridership among older citizens, many of whom were
attracted both by the nostalgia of train travel and by affordable
excursion and senior fares.

Amtrak’s first decade saw a race of capital improvements
against deteriorating infrastructure, for the earlier railroads had spent
little on upkeep as they sank deeper into debt. In the Northeast
Corridor, several hundred miles of worn track on deteriorating
wooden ties were replaced by long sections of continuous-welded rail
bolted to concrete, and roadbeds were regraded to allow higher
operating speeds. A daily trip by a prototype turbo-train, the ‘“Yankee
Clipper’’—the name borrowed from a former Boston and Maine train
to Bangor, discontinued in the mid-1950s—was introduced on an
experimental basis between Boston and New York for several months
in 1975. (However, the turbo trimmed only a half hour off the time of
the fastest conventional express run, the ‘‘Merchants’ Limited,”” and
wobbled alarmingly at its top speed of 90 miles per hour. It was
quietly withdrawn from service several months later.)

Meanwhile, Congress was becoming increasingly uneasy about
its allocations to Amtrak’s budget, since it could not see the analogy
between such subsidies and the less visible public underwriting of the
competition—the highways and airports—through such self-perpetu-
ating taxation schemes as the Highway Trust Fund. Amtrak managed
to beat back challenges to its funding by pledging to become a break-
even business by the turn of the century, a deadline subsequently
extended to the year 2002.

In 1981, Amtrak declared that its policy would be to set fares ‘‘at
alevel designed to produce the highest possible revenue.’” Ceasing to
try to compete with intercity bus prices, the company eliminated most
excursion fares. By 1998, a round trip by train between Boston and
New York cost more than twice the fare charged by the principal bus
carrier, Greyhound; not surprisingly, many students and the urban
poor now shunned the train as prohibitively expensive, so that even as
Amtrak crossed the $1 billion mark in its annual revenues, it had for
all practical purposes ceased to be passenger rail for all the people,
and was now affordable only by the middle and upper classes.

—Nick Humez
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Amusement Parks

Spatial and temporal enclaves remote from everyday life, amuse-
ment parks are among the favorite recreational places of Americans,
who imported the concept from Europe, developed it into a major
artifact of American popular culture and have successfully re-export-
ed it throughout the world since the 1980s. Amusement parks not only
provide an abundance of entertainment to visitors by featuring roller
coasters, Ferris wheels, carousels, games, food, and shows, but also
have promoted very contested models of ideal future societies and
utopian communities, especially since the creation of Disney-
land in 1955.

Contemporary amusement parks are the descendants of medie-
val trade fairs and European pleasure gardens of the late seventeenth
and eighteenth centuries. Originally expressing an idyllic Arcadian
life within increasingly industrialized urban landscapes, later pleas-
ure gardens displayed additional features such as live entertainment,
exotic architecture, impressive lighting, fireworks, dancing, games,
and even primitive amusement rides. However, as their popularity
grew, they also attracted undesirable guests such as prostitutes, rakes,
smugglers, and thieves, and the development of criminal activities
caused many of these gardens to close.

At the end of the nineteenth century, the growth of the amuse-
ment park industry shifted to the United States, benefiting greatly
from the Chicago’s Columbian Exposition of 1893, which introduced
the key elements of modern amusement parks. The World’s Fair
unveiled the first Ferris wheel and the exotic enticements of the
Midway Plaisance but, more significantly, it pioneered the model of
an enclosed, illusory, and temporary utopian world produced by
architects, engineers, and planners. Disconnected from its urban and
social environment, the White City allowed its visitors to temporarily
escape from reality and experience the magic dream of a perfect
future relying on technological progress. Following this example,
Captain Paul Boynton opened Chutes Park in Chicago in 1894, the
first enclosed amusement park charging an admission fee; a solution
that allowed for the exclusion of criminal elements. One year later, he
opened Sea Lion Park at Coney Island, Brooklyn, New York, which
inspired numerous amusement parks in the United States, including
the three Great Coney Island parks.

Coney Island embodied the American amusement park tradition
from the 1890s until the mid-1950s. In 1875, the completion of the
Andrew Culver’s Prospect Park and Coney Island Trailway had
transformed Coney Island from a traditional seaside resort into a
popular playground. Steeplechase Park (1897-1964), Luna Park (1903-
1947), and Dreamland (1904-1911) attracted millions of working-
class New Yorkers who enjoyed the intense thrills provided by the
roller coaster and other mechanical devices, and the fabulous atmos-
phere of fantasy, sensuality, and chaos created by the extravagant
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A typical American amusement park.

architecture, incredible illuminations, and disorienting attractions.
Coney Island offered an escape from a mundane existence and a sense
of release from the responsibilities of adulthood.

Increasing leisure time and disposable personal income, as well
as the development of electric trolley lines in major American cities,
initiated a tremendous growth of the amusement park industry over
the next three decades. By building amusement parks at the end of
trolley lines, trolley magnates stimulated weekend ridership, thus
generating additional revenues and maximizing the flat monthly rate
charged by the electric light and power companies. The first ‘trolley
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parks’’ consisted of picnic groves located in a pastoral landscape, but
quickly, dance halls, restaurants, games, and a few amusement rides
were added for the pleasure and entertainment of the patrons. These
amusement parks became immediately successful among all social
classes and, by 1920, over 1,800 operated in the United States.
Unfortunately, the golden age did not last. In 1998, only twelve
trolley parks remained.

The beginning of the 1920s marked the beginning of the dramat-
ic decline of traditional amusement parks. With the new mobility
provided by automobiles and the lack of parking facilities at the urban
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parks, visitors turned to new activities and attractions such as motion
pictures or more independent leisure travel. In addition, Prohibition
(of alcohol), some years of bad summer weather, the acquisition of
parks by private individuals, the Stock Market Crash of 1929 and the
Great Depression caused the closing of numerous parks. By 1939,
only 245 amusement parks still remained, struggling to survive.
World War II further hurt the industry, but the postwar baby boom
and the creation of ‘‘kiddielands’” allowed for a short resurgence of
prosperity. Nevertheless, the radical cultural changes occurring in the
1950s made amusement parks obsolete. The industry could not face
the competition from shopping centers and television entertainment,
suburbanization of the middle class, intensifying racial tensions, gang
conflicts, and urban decay. Most of the traditional amusement parks
closed. The modern amusement park would soon appear. The new
concept was a fantastic dream of Walt Disney, which cost $17 million
to build.

On July 17, 1955, ““Walt Disney’s Magic Kingdom,”’ more
commonly referred to as Disneyland, opened in Anaheim, California.
The nation’s first modern theme park was born and would dramatical-
ly alter the future of the amusement park industry, despite the
skepticism it faced at its beginning. Featuring five separate fan-
tasy worlds—Main Street, U.S.A., Fantasyland, Adventureland,
Frontierland, and Tomorrowland—Disneyland attracted nearly four
million visitors in 1956 and has maintained its exceptional popularity
ever since. Isolated and protected from the intrusion of the real world,
Disneyland offers to its visitors the experience of a spotless and
idyllic universe without sex, violence, or social problems. The
attractions transport them into a romanticized past and future, provid-
ing maximum thrill and illusion of danger in a perfectly safe environ-
ment. Impeccably planned and engineered down to the smallest
detail, the park is a realm of permanent optimism and artificiality,
celebrating the American Dream of progress through high technology
within a carefully designed and bucolic landscape.

After many failures to copy Disneyland’s successful formula,
Six Flags over Texas opened in 1961 and became the first prosperous
regional theme park, followed in 1967 by Six Flags over Georgia.
Throughout the late 1960s and 1970s, while traditional urban amuse-
ment parks continued to close, suffering from decaying urban condi-
tions, large corporations such as Anheuser-Busch, Harcourt Brace
Jovanovich, Marriott Corporation, MCA, Inc., and Taft Broadcasting
invested in theme parks well connected to the interstate highway
system. In 1971, the opening of what would become the world’s
biggest tourist attraction, Walt Disney World, opened on 27,500 acres
in central Florida. Costing $250 million, it was the most expensive
amusement park of that time. Less than ten years later, in 1982,
EPCOT Center opened at Walt Disney World and the permanent
world’s fair surpassed $1 billion. After the fast development of theme
parks in the 1970s, the United States faced domestic market saturation
and the industry began its international expansion. With the opening
of Wonderland in Canada (1981) and Tokyo Disneyland in Japan
(1983), theme parks started to successfully conquer the world. Mean-
while, a renewed interest for the older parks permitted some of the
traditional amusement parks to survive and expand. In 1987,
Kennywood, in Pittsburgh, Pennsylvania, and Playland, in Rye, New
York, became the first operating amusement parks to be listed on the
National Register of Historic Places.

In 1992 Euro Disneyland, which cost $4 billion to build, opened
near Paris. Jean Cau, cited by Alan Riding, described it as ‘‘a horror
made of cardboard, plastic, and appalling colors, a construction of
hardened chewing gum and idiotic folklore taken straight out of

comic books written for obese Americans.”” Though dismissed by
French intellectuals and suffering financial losses for the first three
years, by 1995 the park showed profits and has become among the
most visited attractions in Europe.

In 1993 the Disney Company announced plans for an American
history theme park near a Civil War battlefield site in Virginia.
Although welcomed by some for the jobs and tax revenues it would
create, the plans engendered much criticism. Disney was called a
“‘cultural strip miner’” and the project labeled a ‘‘Trojan mouse.”’
Leading historians took out large advertisements in national newspa-
pers asking, ‘‘Should Disney pave over our real past to promote a
commercial fantasy?’’ Ultimately, the plan was abandoned.

The intellectual community has endlessly criticized theme parks
and particularly the Disney versions. In 1958, novelist Julian Halévy
noted about Disneyland: ‘‘As in Disney movies, the whole world, the
universe, and all man’s striving for dominion over self and nature,
have been reduced to a sickening blend of cheap formulas packaged to
sell. Romance, Adventure, Fantasy, Science are ballyhooed and
marketed: life is bright colored, clean, cute, titillating, safe, mediocre,
inoffensive to the lowest common denominator, and somehow poign-
antly inhuman.”” Most criticisms emphasize the inauthentic, con-
trolled and sanitized experience provided by the Disney parks.
Totally disconnected from reality, the parks offer a decontextualized,
selective, and distorted history, denying any components that could
potentially challenge the perfect carefree world they exemplify.
Ignoring environmental, political, and social issues, these ersatz of
paradise are said to promote an unquestioned belief in consumerism,
control through managerial hierarchy, and technologies to solve all
the world’s problems, and to supply permanent entertainment to
millions of passive visitors pampered by a perpetually smiling and
well-mannered staff.

A more critical aspect of theme parks is their heavy reliance on
the automobile and airplane as means of access. While mass-transit
connection to the urban centers allowed millions of laborers to enjoy
the trolley parks, its absence creates a spatially and socially segregat-
ed promised land excluding the poor and the lower classes of the
population. The customers tend to belong mainly to the middle- and
upper-middle classes. Since many visitors are well-educated, it seems
difficult to support fully the previous criticisms. Theme park visitors
are certainly not completely fooled by the content of the fictitious
utopias that they experience, but, for a few hours or days, they can
safely forget their age, social status, and duties without feeling silly or
guilty. The success of American amusement parks lies in their ability
to allow their visitors to temporarily lapse into a second childhood and
escape from the stress and responsibilities of the world.

—Catherine C. Galley and Briavel Holcomb
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Amway

The Amway Corporation has grown from a two-man company
selling all-purpose cleaner to become the largest and best known
multi-level or network marketer in the world. Its diverse product line,
ranging from personal care items to major appliances, generated sales
of over seven billion dollars in 1998 and was sold by nearly one
million distributors in 80 countries and territories. In the process,
founders Richard M. DeVos and Jay Van Andel have made million-
aires of some of their adherents and Fortune 400 billionaires of
themselves. With the growth of home businesses in late twentieth-
century America, Amway has inspired a slew of imitating companies,
selling everything from soap to long distance telephone service.
Amway, or the American Way Association as it was first called, has
also revived interest in the American success story; rags-to-riches
financial success based on hard work, individualism, positive think-
ing, free enterprise, and faith in God and country.

The prosperous years following World War Il inspired people to
search for their own piece of the American dream. A variant of the
1930s chain-letter craze, pyramid friendship clubs swept the United
States in 1949. The clubs encouraged people to make new friends by
requiring them to pay one or two dollars to join and then recruit at
least two other paying members. The individual at the top of the
pyramid hosted a party and received all of the proceeds before
dropping out. This ‘‘new mass hysteria,”’ as Life magazine called it,
was popular mostly among the lower middle class but attracted
adherents even from the upper class. The pyramid aspect was ille-
gal—a form of gambling—but authorities risked huge public protest
if they intervened. Hundreds of irate readers even threatened to cancel
their subscriptions to the Detroit News when the paper published
stories condemning the clubs. That, however, did not stop magazines
and movie newsreels from showing images of lucky participants
waving fistfuls of cash at pyramid parties. But most of the schemers
got nothing more than dreams of instant riches.

Amway co-founders Jay Van Andel (1924—) and Richard
DeVos (1926—) met as students at Grand Rapids, Michigan, Chris-
tian High School in 1940. An oft-told business deal brought the high
school buddies together; DeVos paid Van Andel a quarter each week
for rides to and from school in Van Andel’s old Ford Model A. The
Dutch American DeVos and Van Andel shared the same church, the
conservative Christian Reformed, and similar backgrounds, values,
and interests. Their families encouraged hard work and both young
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men were instructed to develop their own businesses as a means of
assuring their financial future. World War II intervened, but the pair
reunited after the war and founded their first businesses, a flight
school and the first drive-in restaurant in Grand Rapids.

Following an adventure-filled trip to South America by air, sea,
and land, the two men searched for a new business opportunity in
1949. The answer appeared—at the height of the pyramid craze—in
the form of Nutrilite vitamins and food supplements. Nutrilite had
been founded by Carl Rehnborg, a survivor of a Chinese prison camp.
Rehnborg returned to the United States convinced of the health
benefits of vitamins and nutritional supplements. His company used a
different sales technique, multi-level or network marketing, that was
similar to but not exactly the same as pyramiding. New distributors
paid $49 for a sales kit, not as a membership fee but for the cost of the
kit, and did not have to recruit new distributors or meet sales quotas
unless desired. Nutrilite distributors simulated aspects of pyramid
friendship clubs. They sold their products door-to-door and person-
to-person and were encouraged to follow up sales to make sure
customers were using the purchases properly or to ask if they needed
more. Satisfied customers often became new distributors of Nutrilite
and original distributors received a percentage of new distributors’
sales, even if they left the business.

DeVos and Van Andel excelled at network marketing, making
$82,000 their first year and more than $300,000 in 1950, working out
of basement offices in their homes. Over the next ten years, they built
one of the most successful Nutrilite distributorships in America. In
1958, a conflict within Nutrilite’s management prompted the pair to
develop their own organization and product line. The American Way
Association was established with the name changed to Amway
Corporation the following year. DeVos and Van Andel built their
company around another product, a concentrated all-purpose cleaner
known as L. O. C., or liquid organic cleaner. Ownership of the
company had one additional benefit beyond being a distributor.
DeVos and Van Andel now made money on every sale, not just those
they or their distributors made.

The new enterprise ‘ ‘took on a life of its own, quickly outgrow-
ing its tiny quarters and outpacing the most optimistic sales expecta-
tions of its founders,”’ according to a corporate biography. Operation
was moved to a building on the corporation’s current site in a suburb
of Grand Rapids—Ada, Michigan—in 1960. In 1962, Amway be-
came an international company, opening its first affiliate in Canada.
By 1963, sales were 12 times the first-year sales. In its first seven
years, Amway had to complete 45 plant expansions just to keep pace
with sales growth. By 1965, the company that started with a dozen
workers employed 500 and its distributor force had multiplied to
65,000. The original L. O. C. was joined by several distinct product
lines with dozens of offerings each. Most of the products were
“‘knock-offs,”” chemically similar to name brands but sold under the
Amway name. A fire in the company’s aerosol plant in Ada in 1969
failed to slow growth.

The 1970s were an important decade for the company. Pyramid
schemes attracted renewed public attention in 1972 when a South
Carolina pitchman named Glenn Turner was convicted of swindling
thousands through fraudulent cosmetic and motivational pyramid
schemes. The Federal Trade Commission (FTC) accused Amway of
similar pyramid tactics in 1975. ‘“They’re not in a business, but some
sort of quasi-religious, socio-political organization,”” a FTC lawyer
said. The FTC alleged the company failed to disclose its distributor
drop-out rate, well over 50 percent, as well. But an administrative law
judge disagreed in 1978, arguing that Amway was a ‘‘genuine
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business opportunity.”” The company began a vigorous public rela-
tions campaign against pyramid schemes, which was to continue on
its corporate web-page through the late 1990s.

Amway expanded its international operations in earnest during
the 1970s, adding countries in Europe and Asia. In 1972, Amway
purchased Nutrilite Products, the firm that had started Van Andel and
DeVos. The firm’s first billion dollar year came in 1980. Amway
World Headquarters continued to expand as a new cosmetics plant
was opened in Ada. By the end of the 1980s, Amway distributors were
operating in 19 countries on five continents, marketing hundreds of
Amway-made products in addition to other name brand products sold
through a catalog.

Personal computers and corporate downsizing aided to the rise
in home businesses during the 1980s and 1990s, benefitting network
marketing companies like Amway. Although less than five percent
earned more than $40,000 a year, The Direct Selling Association
estimated that 30,000 people became new direct marketing distribu-
tors each week in 1997. In an era of increasingly impersonal retailing,
customers enjoyed a return to personal salesmanship. ‘“You buy a
product at the store and the manager doesn’t call to say, 'Hey, are you
doing OK?’,”” one multi-level distributor told the Associated Press in
1997. Amway sales presentations stressed customer service but were
blended with testimonials from successful distributors, healthy doses
of positive thinking, and pitches to God and patriotism. The compa-
ny’s literature, including books, videos, and an internet site, was
replete with rags-to-riches success stories, much like a Horatio Alger,
Jr. novel of a century before. Not everyone, however, succeeded with
the company. ‘‘I saw a lot of other people making money, [but] things
just didn’t click for us,”” one former distributor told the Associated
Press. Still, the Wall Street Journal reported in 1998 that an increasing
number of doctors were recruiting patients and other doctors to sell
Amway as a means of making up for lost income due to managed
health care.

A second generation assumed senior management positions at
the privately-held Amway Corporation during the 1990s. A board of
directors comprised of DeVos, Van Andel, and eight family members
was formed in 1992. Steve A. Van Andel (1955—) and Richard M.
DeVos, Jr. (1955—) succeeded their fathers as chairman and presi-
dent. Meanwhile, in 1998 the elder DeVos and Van Andel had
personal fortunes estimated at $1.5 and $1.4 billion dollars respec-
tively, and they have used their money to support educational and
Christian philanthropy. But, Amway faced new legal problems as
well. Beginning in 1982, Procter & Gamble sued various Amway
distributors for telling customers that the company encouraged satanism.
In 1998, Amway responded by suing Procter & Gamble for distribut-
ing ‘‘vulgar and misleading statements’’ about Amway and its
executives. The litigation revealed the extent of Procter & Gamble’s
concern over Amway’s competition.

The DeVos family attracted media attention toward the end of
the twentieth century for their support of the Republican Party and
other conservative political causes. Richard M. DeVos, Sr. and his
wife gave the most money to Republicans, $1 million, during the 1996
presidential campaign while encouraging their Amway distributors to
donate thousands of additional dollars. Amway put up $1.3 million to
help the party provide its own coverage of the 1996 national conven-
tion on conservative evangelist Pat Robertson’s cable television
channel—*‘a public service,”” as Richard M. DeVos, Jr. explained. ‘I
have decided . . . to stop taking offense at the suggestion that we are
buying influence. Now I simply concede the point. They are right. We
do expect some things in return,”” DeVos’ wife Betsy wrote in an

article for Roll Call. Regardless, or perhaps because of its politics, the
“‘easy money’’ allure of Amway continued to attract new distributors
to the firm. ‘‘Amway wasn’t just a soap business,”” one ex-school
teacher couple related on the company’s web-page in 1999. ‘‘Peo-
ple’s lives were changed by it. Now we are living our dream of
building an Amway business as a family.”’

—Richard Digby-Junger
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Anderson, Marian (1897-1977)

Although her magnificent contralto voice and extraordinary
musical abilities were recognized early on, Marian Anderson’s Ameri-
can career did not soar until 1939, when she performed on the steps of
the Lincoln Memorial in Washington, D.C. At that juncture, her life
mission was as much sociological as musical. Not only did she win
acceptance for herself and all black performers to appear before
unsegregated audiences but she helped initiate the civil rights move-
ment that would flower in the 1960s.

Anderson had no singing instruction until she was seventeen. In
1925, she won a vocal competition in which 300 entrants sought an
appearance with the New York Philharmonic in Lewisohn Stadium.
Arturo Toscanini heard her in Salzburg, Austria, and declared, ‘‘a
voice like hers is heard only once in a hundred years.”’

Popular belief is that her career nearly foundered again and again
because she was black, but that is not true. By early 1939 she earned
up to $2000 a concert and was in great demand. The problems she
faced were the segregation of audiences in halls and the insult of
sometimes not being able to find decent hotel accommodations
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Marian Anderson, singing at the Lincoln Memorial.

because of her color. Her first manager, Arthur Judson, who could not
deliver many high-paying dates he promised, suggested that she
become a soprano. But she grasped that this was not a viable solution,
not only because it evaded the real issue but because such a change
could, possibly, seriously affect her vocal cords.

Not at loose ends, but discouraged, Anderson returned to Eu-
rope, where she had toured earlier. Between 1930 and 1937, she
would appear throughout Western Europe, Eastern Europe (including
the Soviet Union), Scandinavia, and Central Europe. After breaking
with Judson, Anderson acquired a new manager. Her accompanist,
Billy Taylor, bombarded impresario Sol Hurok with letters and copies
of her reviews, in the hope that he would become interested in her
work. Hurok had built his reputation on publicity feats for his clients.
(Some stunts were outrageous, but nearly all of his clients were
superb performers.) He had undoubtedly heard about Anderson
before Taylor’s missives, so his later story about stumbling across a
concert she gave in Paris, in 1935, can be dismissed.

What is true is that the concert made a great impression on him,
and both he and Anderson agreed to a business relationship that would
last until she retired from the stage. When she returned to America in
December 1935, Hurok billed her as the ‘*American Colored Contral-
to,”” which evidently did not offend her. Under his management, she
appeared frequently but still endured the sting of racism even in New
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York, where she had to use the servants’ entrance when she visited her
dentist in Central Park South’s exclusive Essex House.

Characteristically, Hurok would claim credit for the event that
came to highlight the discrimination toward Anderson and other
black artists. He had thought to present her in Washington’s Constitu-
tion Hall, owned by the ultra-conservative Daughters of the American
Revolution (DAR). As he expected, the hall’s management duly
notified him that Anderson could not appear there because of a
““Whites Only’’ clause in artists’ contracts.

Hurok thereupon notified the press about this terrible example of
prejudice. After learning the news, a distinguished group of citizens
of all races and religions, headed by Mrs. Franklin Delano Roosevelt,
agreed to act as sponsors of a free concert Anderson would give on the
steps of the Lincoln Memorial, on Easter Sunday, April 9, 1939. Mrs.
Roosevelt’s husband was in his second term in the White House, and
to further emphasize the importance she assigned the event, Mrs.
Roosevelt resigned her DAR membership.

An estimated 75,000 people, including Cabinet members and
Members of Congress, and about half of whom were black, heard
Anderson open the program with ‘‘America,”’ continue with an aria
from Donizetti’s ‘‘La Favorita,”” and, after a few other selections,
received an ovation. The crowd, in attempting to congratulate Ander-
son, threatened to mob her. Police rushed her back inside the
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Memorial, where Walter White of the American Association for the
Advancement of Colored People had to step to a microphone and
make an appeal for calm.

The publicity generated by the event firmly established Ander-
son’s career, not only at home but throughout the world. Racial
discrimination in concert halls did not end, but its proponents had
been dealt a mighty blow. Beginning after World War II and through
the 1950s, Hurok managed tours for Anderson that were even more
successful than those of pre-war years. She performed at the inaugu-
rations of Dwight D. Eisenhower and John F. Kennedy and at the
White House during their presidencies, as well as before Lyndon B.
Johnson. Eventually she performed in over 600 American cities to
over six million listeners in more than 1500 auditoriums.

In 1955, at the advanced age of fifty-eight, Anderson was the
first black engaged as a permanent member of the Metropolitan
Opera. Not only did this pave the way for other black artists to
perform with the Met but it marked yet another major step forward in
the struggle against racial discrimination.

In addition to opening up opportunities for black artists, Ander-
son made spirituals an almost mandatory part of the repertories of all
vocalists, black and white. It was impossible to hear her rendition of
Sometimes I Feel Like a Motherless Child and not be deeply moved.
Audiences wept openly. Requests to hear more such music followed,
wherever she performed.

Although Anderson made many recordings, she far preferred to
appear before live audiences. ‘‘I have never been able to analyze the
qualities that the audience contributes to a performance,’’ she said.
““The most important, I think, are sympathy, open-mindedness,
expectancy, faith, and a certain support to your effort. I know that my
career could not have been what it is without all these things, which
have come from many people. The knowledge of the feelings other
people have expended on me has kept me going when times were hard.”’

—Milton Goldin
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Anderson, Sherwood (1876-1941)

Although Sherwood Anderson had a relatively brief literary
career, publishing his first novel when he was forty years old, he has
left an indelible mark on American literature. His critique of modern
society and avant-garde prose served as a model for younger writers
of the so-called ‘‘Lost Generation,”” who for a time venerated
Anderson for his rather dramatic departure from mainstream family
and corporate life for one of nonconformity and cultural rebellion. He
is considered today one of the most important figures in twentieth
century American fiction—one who combined turn-of-the-century
realism with an almost poetic introspection into the frailties and
uncertainties of modern man.

Such a career seemed unlikely for Anderson initially. Born in
Camden, Ohio, in 1876, he came of age in the small Ohio town of
Clyde before attending Wittenberg Academy in Springfield, Ohio. As
a boy, Anderson was known around town for his dreams of someday
shedding his modest surroundings to make a fortune in the business
world—not unusual for a boy growing up in the late nineteenth
century—but in his case such entrepreneurial spirit earned him the
nickname ‘‘jobby’’ among his peers for his willingness to take on any
and all types of employment to earn a dollar. In 1900, he put his plans
into action by moving to Chicago and taking a job in advertising. He
married, began a family, then moved to Elyria, Ohio, to become
president of a company specializing in roofing materials.

Yet while Anderson pursued his fortune, his desire to write
began to conflict with his career. He had developed an appreciation
for letters while in college and considered himself talented enough to
become a successful author, but had decided that his business plans
were more important. In Chicago, he had in some ways enjoyed the
best of both worlds—his work in advertising had allowed him to
combine artistic creativity and business acumen; life in Ohio seemed
stultifying and colorless in comparison. Over time, his frustration
became more than he could bear, and in 1912, at the age of thirty-six,
Anderson experienced a mental breakdown which left him wandering
the streets of Cleveland in a disoriented state for days. Following this
crisis, he left his wife and three children and moved back to Chicago
to begin a new life as a writer. With a few manuscripts in hand, he
made contact with publisher Floyd Dell, who saw potential in
Anderson’s writing and introduced him to members of Chicago’s
literary crowd such as Carl Sandburg and Margaret Anderson.

Dell also gave Anderson his first opportunity to see his writing in
print, initially in the literary journal Little Review and later in the
Masses, aradical magazine of which Dell served as an editor. Soon he
was publishing short stories and poems in the noted journal Seven
Arts, published by Waldo Frank, Frank Oppenheim, and Van Wyck
Brooks. His first book, Windy McPherson’s Son (1916), was a
autobiographical account of a young man who escapes his empty life
in a small Iowa town by moving to the city, makes a fortune as a
robber baron, yet continues to yearn for fulfillment in what he views
as a sterile and emotionally barren existence. Critics applauded the
book for its critical examination of mainstream, corporate America; it
was also a precursor to other works of the genre such as Sinclair
Lewis’s Main Street.

With the publication of his first book, Anderson established
himself firmly in Chicago’s literary scene. However, it was his third
book, Winesburg, Ohio (1919), that catapulted him into national
notoriety. A series of character sketches, most of which appeared in
the Masses and Seven Arts, Winesburg, Ohio describes the experi-
ences of individuals in a small midwestern town—*‘grotesques,’” as
he called them, who base their lives on the existence of exclusive truth
yet who live in a world devoid of such. To exacerbate the frustrated
lives of his characters, he gave each one a physical or emotional
deformity, preventing any of them from having positive relations with
the outside world, and making the book both a critique of small town
life and the modern age generally. Attracted to writers such as
Gertrude Stein, who experimented with unconventional structure and
style, Anderson used a disoriented prose to illustrate the precarious
lives of his characters.

Critics and writers alike hailed Winesburg, Ohio as a pioneering
work of American literature, and the book influenced a generation of
writers attracted both to Anderson’s style and his themes. The novel
was the first of several works of fiction which stressed the theme of
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society as a ‘‘wasteland,”’ such as works by T. S. Eliot, F. Scott
Fitzgerald, and Ernest Hemingway. Fitzgerald and Hemingway,
along with William Faulkner, also sought to emulate Anderson’s
avant-garde style in their own works. For a short time, a number of
young writers looked up to Anderson, whose age and experience,
along with his unconventional lifestyle, served as a model for anyone
who sought to critique and rebel against the norms of modern society.
Anderson’s popularity proved fleeting, however. He published a
few other novels, including Poor White (1920) and The Triumph of
the Egg: A Book of Impressions from American Life in Tales and
Poems (1921), but none enjoyed the success of his earlier works.
Critics have paid considerable attention to his numerous autobio-
graphical works, most notably Tar: A Midwest Childhood (1926) and
A Story Teller’s Story (1924), for their unconventional methodology.
Believing that an individual’s vision of himself, even if rooted in
imagination, is more important than verifiable facts, he warned
readers that at times he intentionally sacrificed factual accuracy for
psychological disclosure, a device which has contributed to consider-
able confusion regarding his early life. Despite his rather rapid
decline in popularity, and also despite the numerous critiques of his
works appearing in later years which show that at times his talents
were perhaps overrated, Anderson’s influence on younger writers of
his time establishes him as a central figure in twentieth-century fiction.

—Jeffrey W. Coker
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Andretti, Mario (1940—)

Mario Andretti is one of the most outstanding and exciting race
car drivers of all time. During a career that began in the late 1950s,
Andretti won four National Indy Car Championships, logged more
than one hundred career victories, and captured more pole positions
than any other driver in history.

Andretti was born in Montona, Italy, on February 28, 1940. His
parents were farmers in northern Italy, but were in a displaced persons
camp following the Second World War. Shortly before his family
immigrated to the United States in 1955, Andretti attended his first
auto race, the famous Mille Miglia, a thousand-mile road race through
central and southern Italy. The teenager was enthralled by the driving
skill of Alberto Ascari, who profoundly impacted his life.

His family settled in Nazareth, Pennsylvania, and Andretti
quickly set to work modifying stock cars. He won his first race in
1958 driving a Hudson Hornet. His racing career embraced dirt cars,
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midgets, sprint cars, sports cars, Indy cars, Formula One racers, and
even dragsters. His versatility is seen in the fact that until 1989,
Andretti was the only driver to win both a Formula One World
Championship and an Indy Car National Title.

Andretti raced in his first Indianapolis 500 in 1965, and he had so
much potential that he was selected ‘‘Rookie of the Year.”” He won
the Indianapolis 500 in 1969. Even though everyone believed this
would be the first of many victories at ‘“The Greatest Spectacle in
Racing,”” Andretti seemed jinxed at Indianapolis. In spite of the fact
that he often had the fastest car and was the favorite to win, on race
day his car would break down or he would be involved in a wreck that
would steal the win from his grasp. In 1981 Andretti lost the race after
a controversial ruling. Although he was initially declared the winner
of the race, several months later a panel took his victory away because
of alleged passing violations. Bobby Unser was declared the victor.

Andretti was more successful at other events. He won the
Daytona 500, multiple Sebring 12-hour events, and 12 Formula One
Grand Prix races. He was USAC’s Dirt Track champion in 1974 and
five years later captured the title of the International Race of Champi-
ons. He was recognized as the Driver of the Year in 1967, 1978, and
1984, and even the Driver of the Quarter Century in 1992. He won the
Formula One world championship in 1978, and was hailed as Indy
Car champion four different years (1965, 1966, 1969, and 1984).

Drivers of his generation evaluated the success of their career by
their accomplishments at the Indianapolis 500. Andretti’s name is in
the record books at Indianapolis for two accomplishments. He is tied
for the distinction of winning the most consecutive pole positions (2)
and setting the most one-lap track records (5).

Andretti has two sons, Michael and Jeffry, who have been
successful race car drivers. Mario and Michael were, in fact, the first
father-son team at the Indianapolis 500. Andretti’s popularity has
resulted in the marketing of various collectibles including trading
card sets, model cars, toy racers, and electronic games.

—James H. Lloyd
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The Andrews Sisters

The Andrews Sisters were the most popular music trio of the
1930s and 1940s. Their public image became synonymous with
World War II, due to the popularity of their songs during the war years
and because of their tireless devotion to entertaining American
troops. Patty, LaVerne, and Maxene Andrews began singing profes-
sionally in 1932. They perfected their own style—a strong, clean
vocal delivery with lush harmonic blends—but also recorded scores
of songs in a wide array of other styles. More popular tunes like ‘‘Bei
Mir Bist Du Schoen,”” ‘‘Beer Barrel Polka,”” and ‘‘Boogie Woogie
Bugle Boy of Company B’’ sold millions of records and made them
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national stars. Their songs were happy in tone, aimed at boosting the
morale of the American public. The sisters appeared in a number of
wartime movies, and earned a devoted audience in the millions of
civilians and soldiers who heard their songs.

—Brian Granger
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Androgyny

The blurring of the sexes has been a mainstay throughout the
history of representational art, and popular art of the twentieth century
has not broken with this tendency. Whether through consciously
manipulated personae or otherwise, countless stars of film, television,
and pop music have displayed again and again that the division
between masculine and feminine is often a frail one, and in many
cases have served to help reverse ‘‘natural’’ standards altogether.

Furthermore, while a number of androgynous figures in the media
have sometimes become icons of gay and lesbian fans, many others
have traversed the fantasy realms of heterosexual markets, challeng-
ing at yet another level the supposedly discrete categories of
personal identity.

Of all of its many forms, the most obvious mode of gender-
bending in popular culture has been drag. Male and female cross-
dressing, however, has often been given unequal weight and meaning.
On the one hand, men in women’s clothes have most often been
utilized for comic effect, from television comedian Milton Berle in
the 1950s, to cartoon rabbit Bugs Bunny, and on to numerous
characters on the In Living Color program in the 1990s. Females in
drag, on the other hand, are rarely used in the same way, and to many
connote a coded lesbianism rather than obvious slapstick comedy.
German film diva Marlene Dietrich, for example, with the help of
photographer Josef von Sternberg, created a seductive self-image
wearing men’s suits during the 1930s, gaining immense popularity
among lesbian audiences—and shocking some conservative straight
viewers. While this discrepancy in drag is probably the result of
cultural factors, critics have suggested that popular standards of
femininity are often already the result of a kind of everyday ‘‘cos-
tume,”” whereas masculinity is perceived as somehow more ‘‘natu-
ral”’ and unaffected. Reversing these roles, then