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In many respects, the popular 1960’s television series,
The Fugitive perfectly captured the swelling disillusionment
with authority, alienation, and discontent that soon
encompassed American society.

This historical/critical study provides a broad
overview of the economic, social, and political climate
that surrounded the creation of The Fugitive.

The primary focus of this study is the analysis of five
discursive topics (individualism, marriage, justice &
authority, professionalism, science and technology) within
selected episodes and to show how they relate to broader
cultural debates which occurred at that time.

Finally, this study argues that The Fugitive is a part

of a television adventure subgenre which we may classify as
the contemporary '"wanderer-hero" narrative and traces its
evolution through selected television series from the last

three decades.
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CHAPTER I
INTRODUCTION

The Sixties

Historian william L. O’Neill has argued that the
postwar era came to an end sometime in the early Sixties.
Along with the close of the era came the end of
characteristic emphases on domesticity and
cultural/political conservatism, an hysterical fear of
subversion and the Communist menace, and a preoccupation
with the moral effects of affluence upon American culture.’
The exact reasons for these momentous changes in the Sixties
are less clear.

One cause seems to be the election of John F. Kennedy
as President. On the face of it there was little reason to
expect much from his administration. As a member of both
houses of Congress, his record was relatively
undistinguished. In fact, both Kennedy and his opponent,
Vice-President Richard M. Nixon were closely associated with
the stale, unadventurous politics of the 1550s. vYet Norman
Mailer, whose insightful essays in the 1950s freguently
illuminated the decade’s dark side, saw in Kennedy
unimagined possibilities. In 1960 Mailer wrote an essay,

"Superman Comes to the Supermarket," for the express purpose



of getting Kennedy elected. Recalling it later he wrote:

I knew if he became President, it would be an

existential event: he would touch depths in

American life which were uncharted. . .

America’s tortured psychotic search for security

would be finally torn loose from the feverish

ghosts of its old generals, its MacArthurs and

Eisenhowers - ghosts which Nixon would cling to -

and we as a nation would finally be loose again in

the historic seas of a national psyche which was

willy-nilly and at last, again, adventurous.?

As Mailer predicted, Kennedy became President and the
existential event he predicted came to pass.

Just as his campaign promised, Kennedy did get the
country moving again. It did, not however, always move in a
desired direction. For instance, the Cold War escalated, and
the nation endured a series of harrowing trials - from the
Bay of Pigs to the Cuban Missile Crisis. Aadditionally, in
the three years of his term, Kennedy raised defense spending
by nearly fifty per cent.?

Although foreign affairs clearly dominated his
administration, the youthfulness and energy of his staff
helped to invigorate and galvanize many Americans toward a
greater concern and empathy over domestic issues such as
civil rights, urban decay, and poverty. The civil rights
movement swelled rapidly, staging confrontations in
Birmingham and elsewhere which culminated in the great march
on Washington of 1963. Many joined the newly organized
Peace Corps or its domestic counterpart VISTA. More were

drawn into the fight to gain racial equality for black

Americans and joined marches and picketed in the South.*



3

For many Americans, the civil rights movement, even if
it did not seem to have much effect on their personal lives,
influenced the way they saw their country. Taylor Branch,
then in high school and later the author of a definitive
biography of Martin Luther King, recalled, "What happened in
Birmingham in 1963 - with Bull Connor and the fire hoses and
the dogs - called everything I believed into question."
King and other civil rights leaders led Branch, he said, to
"look at the world from a moral perspective. It occurred to
me that the most fundamental political guestions were, in
fact, moral gquestions." 1In college in 1964, "the people I
met were already more interested in Vietnam, (but) the civil
rights movement was why they cared about Vietnam."®

Journalist Micheal Barone points out that the economic
boom of the 1960s enabled most Americans to remain largely
optimistic about their own and the country’s financial
future. With this long-range optimism, many Americans were
concerned less with achieving the desired end results such
as prosperity than with the methods used in reaching those
goals. Thus the positive economic environment of the decade
provided a relatively stable, secure foundation for the
wide-ranging social movements that encompassed the nation.®

Few were untouched by the liberating ferment of those
years. The cool, detached, ironic scocial criticism of the
fifties gave way to passionate tracts such as Michael

Harrington’s The Other America and Gunnar Myrdal’s Challenge



to Affluence. Creative forces were unleashed in the arts.
However, Kennedy’s domestic policies were stymied and
blocked by a stubborn Congress.

Not everyone shared the buoyant optimism and
progressive zeal of this period. In the literary arena,
just as the primary theme of postwar American literature was
the rubric of alienation, in the early 1960s a new movement
emerged which was obsessed with the "loss of self" and
complete social disassociation from a totalitarian
society.”

Likewise, one of the major literary preoccupations of
the sixties was the theme of madness. Perhaps the writers
best associated with this theme are the so-called "black
humorists" - Joseph Heller, J.P. Donleavy, Bruce J.
Friedman, Thomas Pynchon, and Terry Southern. In their
works, these authors dealt with absurd and nihilistic
situations; their style was cool, farcical, zany, and full
of slapstick elements. In almost all narrative situations,
the individual character is a kind of "human shuttlecock, "
batted back and forth by the inanities of large, impersonal
institutions.®

In Heller’s Catch 22 - one of the most popular novels
of the 1960’s - the protagonist cannot escape from the Air
Force because by invoking a rule to show that he is mad, he

proves he is really sane. And in Ken Kesey’s One Flew over

the Cuckoo’s Nest, the protagonist fakes insanity to escape




a jail term but ends up being lobotomized, while a huge,
schizoid Indian who has been a patient in the same hospital
breaks out and "goes sane."’

In 1963, his third year in office, Kennedy began making
progress in the passage of his domestic programs and the
Cold War experienced a small thaw with the Nuclear Test Ban
Treaty. This "new era" had hardly begun when President
Kennedy was assassinated. The tremendous emotional burden
of Kennedy’s death made it impossible for most Americans to
effectively weigh his presidency.

One of the chief themes that emerged in the flood of
commentary following Kennedy’s assassination was speculation
about the dark undercurrents in American life, the
unsuspected flaws in the national character that had led to
his murder. Many sociologists found the answer in the
nation’s history of racial conflict, in the vigilante
tradition, and in the widespread public acceptance of
notions of individualism. Gunnar Myrdal wrote, "The
vigilante tradition lives on. It has become a permanent
part of the American heritage." Others were concerned that
the violence of popular irrationality and extremism were a
threat to the fragile structure of representative
institutions."

Conspiracy theories about Kennedy’s murder began to
spring up, even before the Warren Commission submitted its

official report; these had the psychological function of



cushioning the shock, by providing a more intelligible
explanation for the assassination than random violence.
Instead of admitting that a single "isolated, unstable
individual" can threaten the fragile structure of
governmental authority, people took refuge in far-fetched
fantasies of conspiracy.!

Kennedy’s successor, Lyndon Baines Johnson used his
dexterity as a legislative tactician to exploit to the
fullest the grief and remorse following the assassination.
Johnson pushed through many of Kennedy’s social programs and
in May of 1964, he launched his own conception - the "Great
Society."?

The social policies of the "Great Society" would become
nothing less than a "post-New Deal," with governmental
programs affecting practically every facet of American life.
These programs would create hundreds of new federal agencies
and even inspired the organization of private consumer
protection groups led by such reformer heroves as Ralph

3 Across the country this increased

Nader.
"bureaucratization" of society could be felt in all
dimensions, from greater regulation of small businesses to
the completion of the Capital Beltway in Washington, D.cC.
The passage of the Civil Rights Act of 1964 and Voting
Rights Act of 1965 proved to be a measure of too little, too

late. It did not stop the wave of violence that would begin

the Freedom Summer of 1964, which would soon be followed by



ghetto uprisings erupting in Los Angeles, Harlem, Newark,
and Detroit. Thanks to the mass media, especially
television, these were not just local events. As Theodore H.
White noted, television, "with its insatiable appetite for
live drama, found in the riots gorgeous spectacle."” Many
Americans responded, as they had to the television spectacle
of Birmingham, by wondering how society had gone wrong.'

Citing traumatic events surrounding the issue of race
relations in the United States, as Birmingham and Harlen,
Barone believes that the year 1964 marked the beginning of a
period of accelerated erosion of public confidence in
government, business, labor unions, the press, and almost
every institution in American society. Barone adds that
this gradual undermining of American postwar confidence
could be traced back to other previous events such as
Sputnik in 1957 and Eisenhower’s humiliating Paris Summit in
1960."

Johnson’s opponent in the Presidential election of 1964
was Republican Senator Barry Goldwater of Arizona. In
contrast to Johnson, Goldwater held little belief in
existing institutions and favored a return to unrestrained
capitalism. He blamed many of the mounting social problems
and the daily loss of American individualism on an over-
bloated federal bureaucracy. Although many Americans agreed
with Goldwater to an extent, few wished to see the Darwinian

aspects of nineteenth-century free enterprise restored.



Ultimately, it was Goldwater’s extremism in foreign policy,
such as suggesting the abolishment of the United Nations,
that spelled victory for Johnson.'® Despite Goldwater’s
resounding electoral defeat, his grass roots disaffection
for big government and free enterprise ideals were prophetic
warnings of the conservative movement to come in the 1970s.
Johnson’s escalation of American involvement in
Indochina following his election led to a type of social
polarization across almost every segment of American
socliety, centered on the realities of the Vietnam War. This
polarization reached a climax in 1968, a year that saw not
only a standing President refusing to seek re-election, two
assassinations of prominent political and social leaders,
riots during the Democratic convention in Chicago, and a
respectable election showing by a third party, right-wing

populist candidate from Alabama.

The Emergence of a Television Culture

Of the many profound changes that occurred in post-war
America, the increasing centrality of television to most
every facet of American life was among the most significant.
The fifteen years between the end of World War II in 1945 to
the election of John F. Kennedy saw the rapid integration of
television into the American home and society. The number
of television receivers manufactured for American households
went from an annual output of over six thousand sets in 1946

to over five-and-a-half million sets in 1960." More so



than with any other commercial product of the post-war era,
an entire industry grew up around this technological device
to support the expanding needs and desires of its users.

In many respects, television was the perfect medium for
post-war America, both in fact and as metaphor. As with
radio, television had great symbolic significance; it was
watched mainly in homes, where families celebrated domestic
"togetherness" through the act of staring in unison at the
screen. At a time when most Americans were weary of world
affairs, television carried little news or information
programming. For many social critics, television was the
product of a privatized, inward-looking people and became
the ideal symbol of Eisenhower’s America, or would have if
the country had been as mediocre or conformist as the medium
sometimes made it seem.'®

From the Korean War to the Army-McCarthy hearings of
1954, television gained increasing influence within the
political arena. The 1952 Eisenhower-Nixon campaign was the
first to reach national office by the deliberate and
successful use of television. Earlier that same year,
Senator Richard M. Nixon saved both his political career and
his place on the ticket with his televised "Checkers"
speech.

However, to most Americans in the post-war era,
television was perceived primarily as a medium to amuse and

entertain. In an exhaustive survey completed in 1960,
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researcher Gary A. Steiner revealed that the vast majority
of American viewers did not rely on television as a source
of information. Steiner wrote of the average viewer, "He
would like TV to be informative and educational but
certainly not at the expense of entertainment."'?

In a follow-up survey undertaken in 1973, meant as a
sequel to Steiner’s study, Robert T. Bower noted that in the
1960s, many significant changes occurred in American
viewers’ attitudes towards television. According to Bower,
the decade of the 1960s marked the consolidation of
television’s place in American life; by 1970, TV had
penetrated 95% of all American households. In American
society of the 19608, there appeared to be few areas of
culture and society that remained untouched by

television.®

From politics and mass consumption to
entertainment, fashion and morality, television became the
commeon carrier of consensus on national standards.
Television in the 1960s became the nation’s primary
source of information about the world. The introduction of
new electronic equipment such as videotape and lightweight
portable cameras expanded the capabilities of news coverage,
while communication satellites such as Telstar
internationalized the scope of American television.
Although news and information programs still generated lower

ratings than entertainment programs, the three network news

departments increased the number of news-informational



11
programs produced and doubled the length of their nightly
newscasts from fifteen to thirty minutes.?

In reporting such events as the struggle for civil
rights, the Vietnam War and domestic protests against it,
the expanding counter-culture and womens’s rights movements,
television gave flesh to many subjects that remained more
abstract in other media. Although newspapers offered more
in-depth coverage, television was best at personalizing and
capturing the drama of daily events. Probably with more
impact than any other medium, television framed events
during the turbulent Sixties and offered them to a nation
seeking to understand their meaning.?®

Perhaps few events captured both the strengths and
weaknesses of the medium than the Kennedy-Nixon debates of
1960. As a positive step, television had become what its
pioneers had predicted, a national political forum, allowing
millions of voters the opportunity to make crucial
democratic decisions in the privacy of their own homes. But
the debates, which were not really debates at all but
glorified news conferences, did not offer viewers any
profound comparison of ideas or prospective policies.
Instead, the audience was confronted with the critical
importance of glamour in modern politics, and implicitly was
encouraged to assess each candidate’s capacity to lead the
nation based on how well he looked and performed on TV,

The other major event which witnessed the growing
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maturity and relevance of the medium, was the live four-day
coverage of the events following the assassination of
President Kennedy on November 22, 1963. By presenting
Kennedy’s funeral and the murder of Lee Harvey Oswald
"live," television news proved itself deserving of both
serious attention and popular acclaim. For the first time,
people across the nation began to appreciate the
gignificance of television in American society. Even
television’s staunchiest critic, former FCC chairman Newton
Minow marveled:

Only through television could the whole country

grasp the tragedy, and at the same time the

strength of the democratic process that passed the

administration from one president to another

within two hours. Television’s treatment was

sensitive, mature, and dignified. We always hear

that television is a young medium. If so, it grew

up in a couple of days.23

As noted earlier, according to the Bower study, 1960s
audiences increasingly recognized television’s potential to
carry substantial social, cultural, and political affect.
In a decade that saw numerous protest demonstrations and
various forms of student unrest on college campuses
(primarily centered around the subject of America’s
involvement in the Vietnam War), many Americans began to

question the basic foundations of their own institutions,

including television itself.
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The Fugitive

The Fugitive was one of the most popular dramatic
series on American television during the 1960s. The final
episode which aired on August 29, 1967, was seen by more
people than any single episode of a reqular series in the
history of television up to that time, garnering a 72 per
cent share of all TV viewers. The Fugitive held this record
for 13 years, until the Dallas episode in which J.R.’s
attacker was revealed.?

The premise of the series was deceptively simple. Dr.
Richard Kimble (David Janssen) was unjustly accused,
sentenced, and convicted of the murder of his wife. While
being taken by Lieutenant Philip Gerard (Barry Morse) to
prison to be executed, the train is derailed and Kimble
escapes. For the next four highly-rated television seasons
(from September 1963 to August 1967), Kimble is both pursued
by Lt. Gerard as well as the pursuer of the one-~armed man he
believes murdered his wife. As is generally the case with
successful network TV programs,? the series was followed
by a rash of imitators it had inspired: The Loner and Run,

Buddy, Run on CBS, Run for Your Life and Branded on NBC and

A Man Called Shenandocah on ABC.%

Although The Fugitive has been highlighted in numerous

published books and periodical articles, there has not been
any published study detailing the historical and cultural

context in which it was created. Nevertheless, several
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writers have aptly acknowledged both the social and cultural
significance of the series. Harry Castleman and Walter J.

Padrazik write that, "In many ways, The Fugitive was a

program ahead of its time, presenting the intense struggle
of a truly alienated American, years before the phrase
became popular."?

Despite the fact that the TV series shares many of the
socially-conscious themes and ambiguities of the so-called

"professional" dramas (The Defenders, Dr. Kildare, Mr.

Novak) of the period, the differences lie primarily in the
program’s own unigue perspective. Unlike the lead
characters of these dramas, Richard Kimble was a man
existing without any special vocational status within a
given community. He was a convicted murderer on the lam
from a society whose very laws dictated his inevitable
destruction.

American television has always been the domain of
highly individualistic protagonists (Maverick, Palladin) who
operated on the margins of traditional society, but who
freely chose their specific lifestyles, and who could one
day (one imagines) assimilate back into the social
structure. Kimble was not only a social outcast, he could
never really relax, and return to normal society. 1In fact,
Kimble is television’s first true "victim-hero," an

innocent, hunted man who systematically had more in common
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with each episode’s estranged characters than its assorted
villains or authority figures.

In this respect, the series’ "victimized" perspective
allowed it to explore the dark side of the America psyche in
such topic areas as alienation, justice, guilt, authority,
and individualism. In a time of increased bureaucratization
in practically every facet of American life and the almost
daily exposure of social injustices (Civil Rights Movement,
poverty), The Fugitive perhaps more than any other TV series
reflected the overwhelming pressures placed upon the

individual by society.

Notes on Methodology

The precedent for studying television programs in their
cultural and historical contexts, suggesting the ways in
which popular TV programs can be said to be indicative of
the values, opinions, assumptions, and apparent problems of
society, is a relatively recent undertaking within the
academic community.

Most journalistic writings about television from the
1950s saw television as a social problem, a potential danger
to morals, to ethics, to behavior, to politics, and to
religion. As TV scholar Horace Newcomb notes in his 1986
essay tracing the eveolution of American television
criticism, most journalists in the early days of television
programming "felt it their duty to guard the public by

serving primarily as consumer advocates, demonstrating the
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ways in which we might protect ourselves from

television."?

Although this type of criticism was

positive in that it often sought to praise worthy programs
and performances, too often it assumed that anything that
television invented and popularized was invariably wrong for
the audience. A few writers, though, like Jack Gould,
Gilbert Seldes, and Robert Lewis Shayan spoke out eloquently
in defense of the notion of paying serious critical
attention to television as an important social and aesthetic
force.?

For the most part, the academic world of the 1950s
confined their studies of television within the arena of
social psychology, primarily focusing on the effects and
behaviors caused by television. In other academic
disciplines, as David Thorburn explains, most of the
academics in the 1950s watched television in their closets,
fearful of the disdain of their literary colleagues and to
avoid any further scrutiny from the political witch-hunters
of the McCarthy era.

One of the events that brought a degree of legitimacy

and respectability to the analysis of television was the

1964 TV publication of Understanding Media by Marshall

McLuhan. McLuhan became sort of a guru of mass culture,
lecturing about how the powers of mass media had nullified
all the old intellectual and aesthetic standards. Despite

the often contradictory nature of his rhetoric, he did
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greatly influence and enhance the study of popular
culture.®

By the late sixties, several significant shifts began
to occur in the areas of literary and film criticism that
had a direct effect on the development of television
criticism. The call for relevance inh the sixties brought
about an aim to see how literature and film related to
social and cultural experience, not merely to explore their
status as aesthetic objects. The respectability of studying
television as popular culture was enhanced through the works
of American studies scholars and literary critics such as
John Cawelti at the University of Chicago.?

Despite the arrival of new essays concerning
television, still missing was an analytical description of
basic program types, as well as discussions of their
relation to one another and the historical forms to which

they evolved. Newcomb helped fill the gap with the 1974

publication, TV: The Most Popular Art which provided a book-

length literary study of television formulas such as
situation-comedies, westerns, and doctor-lawyer shows. His
book also includes a chapter titled, "Adventure Shows:
Loners, Fugitives, and Explorers," which includes a
discussion of The Fugitive.>®

Within the past decade, there has been a growing
academic awareness and interest in studying television as a

cultural/ historical document. Historian Paula S. Fass
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addressed this issue in one of her early articles:
", ..because of (television’s) integral role in our
unconscious lives, it is all the more critical that
television analysis be done by historians, now and in the
future. It is time that television became a historical
source, a critical document of our culture, and a prime~time
endeavor, "

At the same time that American academicians began to
seriously study television, centers for the study of
contemporary culture were established in Britain following
the publication by British scholars Raymond Williams and
Stuart Hall of works using an approach to popular culture
analysis that blended several strands of critical and social
theory - an approach which came to be called British
Cultural Studies. As John Fiske notes, the discipline of
British Cultural Studies is not so much a single critical
approach as it is an attempt to work out relationships among
a number of separate approaches - ideological analysis,
semiotics, psychoanalysis, feminist criticism, and
ethnographic anthropology. The cultural studies approach is
essentially Marxist in the traditions developed by Louis
Althusser and Antonio Gramsci.®

Central to British Cultural Studies is the concept of
hegemony. Italian Marxist Antonio Gramsci used the term
"hegemony" to explain the complex ways in which the dominant

class maintains control over society. Hegemony describes
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the general predominance of particular class, political, and
ideological interests. Social and cultural conflict is
expressed as a struggle for hegemony, a struggle over which
ideas will be "naturalized" and recognized as the prevailing
natural common-sense view.>

However, hegemony is limited in that it does not
guarantee the permanent position of a dominant social bloc.
Rather it represents the struggle of such a bloc to
articulate a variety of social and ideological practices
within a "structure-in-dominance® in response to perceived
shifts in mainstream values and attitudes, so as to achieve
that complex unity of effects.¥

Another significant argument within cultural studies is
that television programs do not contain single meanings but
are relatively open texts, capable of being read in
different ways by different people. Stuart Hall’s landmark
essay, "Decoding and Encoding" defined three categories of
"negotiation" between the viewer and the innate dominant
ideoclogy within the text. However, since the publication of
this essay, these categories have been superseded by the
notion that each viewer brings to a reading his or her own
social experiences and in doing so, formulates his or her
own relatively individualized readings of a particular TV
program.3®

Yet another key concept in cultural studies is

discourse, which is defined as a socially located way of
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making sense of a significant area of social experience.
For instance, a television text is, therefore, a discourse
(or a number of discourses) and the reader’s consciousness
is similarly made up of a number of discourses through he or
she makes sense of social experience.¥

Additionally, the British Cultural Studies used the
notion of hegemony to emphasize that cultural effects can
only be evaluated in determinate historical conditions.
Therefore, one of the primary ways to provide a cultural
analysis of a television text is to examine both the text
and its readings in the historical conjuncture of its
occurrence. Consequently, one can then construct arguments
how specific discourses within the text connect to broader
cultural struggles which occurred in society at that

“ Also prior to analyzing this historical

time.
conjuncture, a close examination should be conducted of the
popular press and other mass media, in order to determine
the range of cultural debates which corresponded with the
program’s initial broadcast.

The primary purpose of this study is to use this
methodology to connect inherent discourses contained in
episodes of The Fugitive with significant cultural struggles
which took place in early 1960s American society. 1In order
to accomplish this goal, the research will initially be

directed at providing a broad overview of the social,

cultural, economic, and political environment prior to and
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ending with the final original broadcast of the series. 1In
general, this research will cover the period from the early
fifties to August 1967.

The procedures of this study will involve both
historical and critical research. Prior to the writing of
this study, for several months, I viewed multiple episodes
of The Fugitive and read numerous articles in the popular
press from the period of the early 1960s. Afterwards, I was
able to determine specific and repeated social discourses
within the series. Using specific examples from selected
episodes as the primary site of analysis, the study will be
organized as follows:

Chapter two, "The TV Industry and The Fugitive,"
examines the historical shift within the institutional TV
industry away from the early anthology drama series to
episodic dramatic programming. Also this chapter will
highlight the ABC-TV network’s long association with several
major Hollywood film studios and the evolution of its
programming philosophy along with the creation of the TV

series, The Fugitive. Lastly, this chapter will briefly

trace three TV programming trends in the early sixties and

their close association with the creation of The Fugitive.

Chapter three, "The Discursive Fugitive," analyzes five

discourses within selected episodes of The Fugitive and

shows how they are related to broader cultural debates which

occurred in 1960’s American society.
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Chapter four, "The Fugitive and Beyond," argues that
The Fugitive is a part of a TV adventure subgenre which we
may classify as that of the contemporary "wanderer~hero,"
and briefly traces its evolution through selected TV series
from the last three decades. Finally, since this study is
not critically exhaustive in regard to the program, other
possible topic areas will be suggested for future research.

One additional note: in this study, every effort was
made to view as many episodes from the series for possible
analysis. But with over one-hundred and fifty episodes
currently being recirculated on cable television channels,
its inevitable that some episodes were not viewed.
Nevertheless, my viewings constituted a majority of the
Fugitive series and therefore, encompasses much of the
discursive range of the TV series.

Finally, it’s vitally important to remember that
despite the extensive viewings of the episodes and readings
of articles in the popular media from the time period, this
thesis can best be described as a study of the Sixties from
an individual perspective of the Nineties. Also, although I
have isolated specific social discourses of the time period,
they are topics primarily defined through the popular press
and mass media. These discourses do not necessarily
represent the diverse range of social concerns of the many
cultural groups that comprised American society in the

1960s.
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CHAPTER II

THE TV INDUSTRY AND THE FUGITIVE

The Great Shift

In his book Fifties Television, historian William Boddy

marks the late 1950s as the period of greatest instability
and change in prime-time programming in American television
history. He also notes that several historical studies
support the complaints of contemporary television critics,
at the time, about the declining program diversity among the
three major networks.'

The growing homogeneity across the three network
program schedules reflected the shift from live anthology
drama to filmed, episodic series in the late 1950s. 1In
essence, the dramatic anthology series presented a different
play with a new cast each week. Although some of these
series had a unifying theme, such as the news-oriented
Armstrong Circle Theater, most simply presented thematically
and narratively unrelated dramas drawn from a variety of
sources (original scripts, short stories, theater
adaptations). Among the more popular of these theater-style

series were Philco Television Plavhouse, Goodyear TV

Playhouse, Studio One, Kraft Television Theatre, and

Playhouse 90. These series and others attracted an enormous

26
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quantity of submissions from many younger writers including
Paddy Chayefsky, Gore Vidal, Reginald Rose, as well as
numerous directors and actors on their way up.?

In contrast, the episodic series had one or more
continuing characters, but not a continuing story. An
episode in a typical episodic series is complete within
itself and always a variation of a specific series formula.
The genre permits participation from innumerable writers and
directors. There is no specific chronology to the episodes,
so episodes can be repeated in any order. The early
episodic series were primarily action-adventure and
situation comedy formats filmed in Hollywood.

The shift away from live anthology drama began as early
as 1954, when after two successful telefilm series, I lLove
Lucy and Dragnet, came a flood of thirty-minute telefilms
modeled on these two programs. ABC embraced the new
programming most emphatically, canceling all of its prestige
drama shows in the 1955-56 season in favor of new Hollywood
telefilm series. ABC did not act alone, however; the
proportion of prime-time programming produced live on all
three networks declined from 50 per cent in 1955 to 31 per
cent the following year. The number of live dramatic
programs on all networks declined from fourteen in 1955-56,
to seven in 1957-58, and to only one by 1959-60. Moreover,
not only did the telefilm series dominate the airwaves but

so did specific program types. In the 1957-58 season, four



28
of the top five programs were Westerns, and in 1958-1959,
the number of Westerns hit a high of 31 in a single season
and constituted over a quarter of the total network prime-
time hours.3

These programming changes caused a tremendous dispute
between members of the television industry and many of its
critics, a debate that lasted over the course of many TV
seasons. One of the central issues that dominated these
debates was the shift from the dramatic anthology programs
to continuing character, episodic series.

One of the primary reasons for the decline of the
dramatic anthology programs was the shift away from single
sponsorship to multiple sponsorships of TV programs.
Throughout the 1950s, the networks noted a parallel movement
away from large corporate advertisers (Ford, RCA, Goodyear)
toward makers of low-cost consumer goods. By the end of the
late 1950s, the networks noted that corporate image
advertising on television was down sharply. One of the
motivations for the networks encouragement of multiple
sponsorship was a desire to avoid the volatile swings of
recession-sensitive durable goods manufacturers (such as
auto-makers) who often sponsored entire programs, in favor
of a less volatile combination of marketers of low-priced
consumer goods.*

This shift in the logistics of sponsorship altered the

relation of the sponsor to television programming. The
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small-ticket consumer goods manufacturers like Procter and
Gamble and General Foods became less interested in corporate
image advertising than in individual product advertising.
Also, they tended to advertise on programs with maximum
popular appeal and to make program purchase decisions almost
completely on the basis of established ratings historiés.
This advertising approach effectively handicapped anthology
and live programs in favor of formulaic program styles.’

Additionally, this shift in television advertising from
single to multiple sponsorship had important implications
for program producers and networks, and for the nature of
prime~time entertainment. Connected to both the move to
Hollywood telefilm programming and the changes in television
advertising were efforts by the networks to assert program
control in the medium. As important to the networks as
dominating program procurement was their desire to control
the television schedule. The chief obstacle to network
control of the schedule was the sponsor "time franchise,"
the control of a specific scheduling slot by a single
advertiser. In the early years of television, the networks
encouraged sponsors and agencies to enter the still
unprofitable medium by offering "newcomers" the rights to
portions of the network programming schedule. But by the
early 1950s, networks were attempting to wrestle schedule
control away from advertisers and to abolish time franchise.

The three networks expressed concern over the effects of a
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single weak program on the overall network programming
schedule. With prime-time advertising sold out on all three
networks, the networks maintained a "white-knuckled grip" on
programming control and showed a growing tendency to discard
any program that didn’t meet the network’s ratings
expectations. Many of the top dramatic anthology programs
under "time franchise" suffered due to the network’s demand
to control their entire program schedule.®

According to Barnouw, 1954 marked a year in which the
climate for TV writers and directors shifted, as sponsors
and networks grew more cautiocus and censorship pressures
increased.” Due to the nature of the dramatic anthology
series, they were usually "live," and like theater they
usually were compact plays with indoor settings which tended
to favor psychological over physical confrontations. These
dramas often dealt with problematic subjects (alcoholism,
death, loneliness) with larger social implications and often
produced angry letters from viewers. Many sponsors
expressed anxiety over receiving a few "negative" letters,
not wanting to offend a potential consumer.®

By the late 1950s, advertising agencies, sponsors, and
networks had grown more sensitive to controversial material
appearing on prime-time programs. Additionally, new
commercial pressures brought intrusive sponsor involvement
in dramatic programs; such harassment inevitably doomed the

anthology series. Several advertising agencies admitted
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they had one or more persons reading scripts on each show.
The FCC reported that most agencies read scripts, had an on-~
set producer, and screened rushes on behalf of their
clients. A widely publicized 1959 Playvhouse 90 incident
underscored the level of this type of scrutiny. Before its
initial broadcast, an advertising executive ordered CBS to

remove the word "gas" from a Playhouse 90 drama about the

Nuremburg war crime trials since the program was sponsored
by the American Gas Association.’

In effect, sponsors had an aversion to controversial,
thought-provoking and occasionally downbeat material, and in
turn, this shaped the production of more formulaic programs
such as the episodic telefilm series. This de facto
censorship also brought about an exodus of creative talent
from the medium and fostered a new cynicism about the status
of working in television.

Sponsor control extended beyond censorship practices
and into program content control. New program sSponsors,
particularly domestic small-product manufacturers, preferred
light entertainment over intense drama and especially
favored the action-adventure telefilm series. Eventually,
the advent of the episodic series led to more network and
sponsor control since after the initial development of a
series, the writer’s and director’s role was to stay within

the guidelines of established characters and storylines.'®
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In the mid-1950s, a major component of new sponsorship
and programming strategies was an increased reliance on
audience ratings. The shift away from single sponsorship to
participating sponsorship in the late 1950s, signalled
changes in television advertising strategies. Networks grew
increasingly intolerant of low-rated single-sponsored
vehicles for specialized audiences and eagerly embraced the
advertising model of "formula buying" based cn program
ratings. The importance of ratings for large sponsors such
as Procter and Gamble led to a concentration on regularly
scheduled, continuing series programming. The advent of
Arbitron, an instantaneous rating service providing minute
by minute ratings from seven cities, and Nielsen’s
subsequent announcement of its own instant rating service
only encouraged a more volatile, ratings~conscious program
philosophy at the networks.!

Another factor for the movement to telefilm episodic
series was that by the late 1950s, commercial television had
evolved into an international marketing phenomenon. In
country after country, viewers began seeing programs that
had already completed their run in the United States.
Barnouw notes that the episodic action-adventure series
proved to be the "most transplantable" of the TV program
formats. The emphasis on action over dialogue and its basic
"good vs. evil" storylines were easily translated into a

wide variety of cultures. 1In terms of exporting TV
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entertainment, the action-adventure episodic series
epitomized this expanding global market.'?

J. Fred MacDonald has argued that the quiz show
scandals of the late 1950s marked a turning point in TV
history. During the course of the scandal, the networks
acted as "victims" and used the scandals as a call for
greater network control over program content. The gquiz
shows themselves were one of the last prime-time bastions of
single-sponsorship programming. These programs were
attractive to sponsors because they were frequently high-~
rated while being relatively inexpensive to produce,
requiring no writers, professional actors or multiple sets.
Following the scandal, most of the single-sponsored quiz
shows were relegated to slots in the network’s daytime
program schedules.®

Within this ratings-sensitive atmosphere, episodic
telefilm programming flourished on all three networks. By
1959, most of the regularly-scheduled, large~scale dramatic
antholeogy series had completely disappeared from the network
airwaves. Although a few limited dramatic anthology
specials still made appearances, episodic telefilm
programming settled into becoming the mainstay of network

programming.

ABC-TV Network and the Creation of The Fugitive

Perhaps more than its other two major competitors (NBC

& CBS), the American Broadcasting Company initially broke
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the deadlock between the largest film studios and the
television networks. From its outset, ABC formed a long and
close association with the Hollywood film studios. 1In 1953,
United Paramount Theatres (UPT), a motion picture theater
chain, took control of the struggling third-place network.
Despite having a home office being in New York City, UPT
President Leonard Goldenson had established numerous
contacts in the movie industry. He personally knew Samuel
Goldwyn, Darryl Zanuck, David Selznick, and Jack L.
warner.'

Entering network television, UPT prepared for a grand
assault on both coasts - East and West. With great
publicity, the suddenly cash-rich ABC signed several popular
performers, some to host live variety programs from New
York. At the same time, Goldenson and Robert Kintner, ABC
president, in search of program production, began making
serious overtures to the major motion picture studios.
Initially, only the small Hal Roach Company would deal with
the network."

During the early 1950s, Goldenson and Kintner visited a
motion picture industry torn over what to do about its chief
entertainment competitor, television. United Artists,
Columbia Pictures and some smaller studios had produced
programs for the newest mass medium from virtually the
beginning of its regular telecasts. Other, larger film

studios, including Paramount, had invested in alternative
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telecasting systems such as theatrical television and pay
television systems in hopes that these technclogies would
provide them more control over their products than network
TV arrangements,'®

In its early business deals with the film industry, ABC
fostered a managerial philosophy different from those of the
other television networks. ABC’s early technical and
regulatory inability to deliver audiences comparable to
CBS’s and NBC’s caused most TV advertisers to ignore the
network. In one humiliating episode, ABC lost the

critically praised U.S. Steel Hour to CBS when it found

itself unable to gain clearance from some of its affiliates.
As a result, ABC developed a new approach of dealing
directly with the major studios and then giving advertisers
no choice but to buy time from the third network. In
securing its own well-produced Hollywood programs, ABC would
help the studios defray production costs and, in return, the
studio turned over to the network the task of selling the
program to advertisers.!’

One of the first Hollywood producers to form a long
association with the network was Walt Disney. Although
Disney had previously produced two successful specials for
CBS, both that network and NBC had been unable to reach a
long-term deal due to Disney’s high compensation charges (%2

million for 26 one-hour programs) and its demand for co-

investment in a new type of amusement park, scheduled for
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construction in Orange County, California. However, ABC
agreed to buy stock in the corporation formed to build and
operate the park, and the network received a seven-year
contract from Disney to produce entertainment programs.18

With so much at stake, ABC took great time and care in
selecting a proper time slot for Disneyland, its newest
program entry. The individual selected to do the research
was Oliver Treyz, the young, energetic network head of
Research and Sales Development. After performing a
demographic profile of ABC’s top competitors, Treyz found
that the top programs at CBS and NBC, built mainly around
stars that came out of radio, appealed mostly to older
audiences. Effectively using this information, the more
youth-oriented Disnevland was positioned one-half hour
earlier against CBS’s most popular live variety program,

Arthur Godfrey and His Friends. In this time slot,

Disneyland was a genuine success. ABC continued to target
younger viewers and their parents with the release of a

second Disney program, The Mickey Mouse Club.'

Goldenson next pursued an even greater programming
source, Warner Bros. In the early 1950s, studio head Jack
L. Warner had been one of the most vocal proponents of the
film industry’s "boycott" against television. He had banned
TV sets from the lot and forbade them from appearing in any

Warner Bros. films.?°
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But by the mid~1950s, there was less cause for
antagonism, as the film industry had begun to recover from
the worst effects of the loss of the great mass audiences to
television. The studios, in response to rising production
costs and then to TV’s cuts into audience demand, produced
fewer films. Warners along with other major studios ended
the production of cheap "B" pictures for double bills. 1In
what came to be known as the "blockbuster strategy," the
film industry began investing heavily in feature films with
high production values that obstensibly would draw Americans
away from their home television screens.?

As Warners made fewer feature films and shot more on
location, the company found itself with under-utilized
production facilities. Assembling TV programs would justify
keeping the company’s vast lots. Goldenson made it clear to
Warners that he did not want the studio to produce films
that would compete with Warners’ own theatrical releases,
but rather expected "B" movie-style TV programs, shot
cheaply and with unknown players. The old "B" movies had
been highly formulaic in both style and content, and tended
to be within familiar action~adventure genres (western,
gangster, private detective). In the final agreement,
Warners specified that the TV series would also be used to
22

promote Warner Bros. feature films.

In Sept. 1955, ABC first telecast Warner Bros.

Presents, consisting of three alternating series based on
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popular Warners theatrical releases; King’s Row, Casablanca,

and Cheyenne. Due to their lack of appeal to younger
viewers, Warners eventually dropped the first two entries,
but kept Cheyvenne, starring the young and unknown "B" movie
star Clint Walker. From the outset, TV westerns of the
early Fifties, were believed to be simple moral tales of
evil vanquished by a lone hero which appealed primarily to
young, male viewers. However, the casting of a younger male
lead in Chevenne, encouraged some female viewers to watch
the program (as little effort was made to hide Walker’s
muscled physique). In this program and the other westerns
it began to churn out, Warner Bros. increasingly revealed
imaginative narrative variations and characterizations
within the genre. One of the programs that proved to appeal
mostly to adult viewers was the humor-~laced, mildly cynical
anti-western Maverick.?

Warner Bros. also launched a private detective series,
77 _Sunset Strip, for the fall 1957 season. 77_Sunset Strip
set off another programming trend. Following Warner Bros.
tried and true program formula, the series featured young
and handsome Los Angeles detectives invariably working in
glamourous settings. As with Warners westerns, the lead’s
physical attractiveness was meant to appeal to younger
female viewers. 77 Sunset Strip proved to be a huge hit;
soon Warners produced other series modeled closely on the

series with settings in New Orleans, Honolulu, and Miami.?
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By mid-1959, over 23 different TV programs were in
production at the Warners studio. It is estimated that at
least one-third of all of ABC’s evening program schedule was
produced by Warners. ABC’s action-adventure series gave it
a distinct advantage in competing against the other
networks, such as CBS with its impressive but costly roster
of established performers like Jack Benny and Jackie
Gleason. The ABC action-adventure series did not need an
expensive star to be a success, rather the series itself
could be the star. In time, ABC, with its "B" movie styled
system and its use of unknown actors, slowly created its own
star system with performers like Clint Walker and James
Garner.?

Although advertisers continued to discriminate against
the network, primarily due to affiliate access difficulties,
ABC experienced in 1960 its best year in terms of program
ratings and overall profitability. But during the 1961-62
TV season, the network’s ratings began to decline, probably
due in part to the glut of action-adventure programming on
all three network program schedules. Moreover, following
Minow’s "Vast Wasteland" speech before network broadcasters,
the regulatory climate drastically changed in Washington as
government officials began announcing their disaffection
with action-adventure programs.

In the summer of 1961 and January of 1962 came the

probe of the Senate Subcommittee to Investigate Juvenile
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Delinguency, commonly called the Dodd hearings after its
colorful chairman, Thomas Dodd. One of the committee’s
prime areas of investigation was the supposed
interconnection between televised violence and juvenile
criminal behavior. O0Of the programs targeted by the
committee for excessive vioclence, many were ABC prime-time
series, including The Untouchables, Cheyenne, and an episode
from the dramatic anthology series, Bus Stop.?%

In the Bus Stop episode entitled, "A Lion Walks Among
Us," the pop singer Fabian was cast as an amoral psychotic
killer. Despite sponsorship withdrawal from the program,
ABC President Oliver Treyz refused to allow the NAB code
committee to prescreen the episode before its broadcast.
While appearing before the Dodd committee, Treyz steadfastly
held his ground in making programming decisions without any
prior interference.?

But before an FCC network programming inquiry hearing
that same month, Treyz admitted he had been guilty of poor
judgment. If he had the Bus Stop decision to make over
again, Treyz said, he would not have broadcast the
program. %

Within a matter of weeks, Oliver Treyz was relieved of
his duties at ABC. Though his position at the network was
precarious before his testimony, it was his ungraceful
handling of the Washington incident that lead to his

dismissal. In summing up the possible reasons for the Treyz
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firing, N.Y. Times critic Jack Gould states that, "What now
appears to have happened is that ABC did not see the end of
its own chosen string. Action-dramas proliferated and all
grew alike. Mr. Treyz’s mishap may have been not changing
with the times."?

During the post-FCC hearings period, all the TV
networks took great care in planning their future
programming. At each network, in~house network censors
played a more vital role in deciding which programs reached
the airwaves.

At ABC, Goldenson named Tom Moore the new president of
the network. The choice of this unassuming, southern
businessman to head the third network was in stark contrast
to the hyper-aggressive, flamboyant style of Oliver Treyz.

ABC programs such as The Untouchables, criticized at
the FCC hearings because of its violent content, underwent
major changes for the 1962-63 season. In each new episode,
dialogue was substituted for action whenever possible. Only
motivated violence was permitted. "There will be less

violence in the series," the Untouchables producer

promised.®

When the 1962-63 TV season finally aired comedy shows
stole the limelight from westerns and action-adventure
series. Seven of the top ten programs were comedies, with
The Beverly Hillbillies, a surprise ratings blockbuster, as

number one. The lackluster performance of the hour-long
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action series was blamed on the need to appease Washington.
According to an article in Variety, "Producers do feel
strongly that the networks have gone overboard in their ban
on violence; that when it’s not permitted even though a
situation requires it, it limits them in story-telling."’!

In essence, action series were stripped of the elements
that appealed to their viewers, and as a result, they
suffered in the ratings. Viewers tuned out as Eliot Ness of
The Untouchables began engaging in more conversations than
gunfights.

Upon the confirmation of his new position in April of
1963, ABC President Moore declared that one of the network’s
past problems was its lack of program development and that
for the next TV season, the network had spent nearly $3
million in that area. Also, he promised that about 60 per
cent of the evening schedule would consist of new series.™

In search of new programming, Goldenson approached many
of his previously successful producers, including Roy
Huggins, producer of the highly-rated Maverick. Prior to
their meeting, Huggins admits that he had in mind the type
of series idea that he loved, but practically everyone else
hated with a passion. Huggins wanted to develop a hero
character, with all the freedom of movement this character
has in a Western, in a contemporary environment. His

motivation for a rootless character was that the man had

been falsely accused of a capital offense and in exhausting
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all possible legal recourse, he had no other choice but to
continue running from place to place in search of the real
murderer .3

At the meeting, as Huggins explained his series
concept, he noted that everyone, including Tom Moore, looked
extremely skeptical. One of those present, Julius
Barnathan, an ABC executive vice-president, called the
concept "the most un-~American idea, I’ve ever heard...it’s a
slap in the face of American justice every week." Huggins
defended his concept, mentioning that with all the federal,
state, and local courts in the country, some of these courts
do make mistakes. Broaching another question about how the
audience would know the accused man is innocent of the
crime, Huggins proposed that an omniscient narrator would
state this at the start of every episode. Finally, after
hearing each ensuing argument, Goldenson granted his
approval to the new series. Due to his enrollment in
graduate school, Huggins refused to produce the new series

but agreed to serve as creative consultant to the new

series, entitled The Fugitive.¥

Huggins, producer of Maverick and later The Rockford

Files, created one of TV'’s first anti-heroces, Bret Maverick
(James Garner) a con-artist/gambler who does not act like
the archetypal western heroc. In fact, when someone
approaches Maverick to ask for help, he usually tells them

how to find the sheriff and then avoids them after that.



44

Invariably, despite his best efforts to keep from becoming
involved, he does solve the dilemma facing the ﬁerson or.the
town.®

In The Rockford Files, Huggins once again created
another anti-hero, Jim Rockford (James Garner again), is an
ex-con turned private detective, imprisoned for a crime he
did not commit but eventually exonerated when new evidence
turned up. Rockford had a penchant for taking cases that
were officially closed, those that the pelice were sure had
been solved. His propensity for turning up new information
that would overturn.an established verdict made him an
unwanted pest to the police department. Similar to
Maverick, Rockford led a highly-individualistic, free-
wheeling lifestyle and worked outside of the ordinary
constraints of society.

Huggins has often stated that a TV producer needs to
first know and understand the conventions of a particular TV
genre, especially in order to break the rules as he
effectively does in both Maverick and The Rockford Files.¥
For instance, in Maverick, Huggins often used the series to
parody other TV westerns such as Gunsmoke and Bonanza. In
the episocde that parodied Bonanza, Bart Maverick encounters
the ranching baron, Joe Wheelwright owner of the Subrosa
Ranch, who was trying to marry off his three idiot sons,’®
Thus, one of the key elements of any Huggins series is a

distinct touch of humor blended with the drama.
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In The Fugitive, it is Huggins knowledge and subversion

of the conventions of the standard TV police drama that
gives the series its unique twist. The show’s
hero/protagonist is not just a lovable con-artist or an ex-
convict but is actually a convicted murderer. Although
unjustly accused and convicted, in the eyes of the law he is
guilty. Richard Ximble is doggedly-pursued by (the series’
villain?) Lt. Gerard, an obsessed police detective, who
rigidly follows the law and tracks down criminals with an
almost evangelical zeal. The detective is a familiar
character type in the police drama, probably best
exemplified by the dispassionate, professional Joe Friday of
the popular TV series, Dragnet. In contrast to this highly
moralistic series, The Fugitive creates an ambiguous world,
where the ordinary labels of hero and villain, good and evil
are not easily applied.

One influential scource for Huggins’ Fugitive concept
probably was the renewed public interest in the highly~-
publicized 1954 wife-murder trial which convicted the
wealthy Cleveland osteopath, Dr. Samuel Sheppard. In his

1961 book, The Sheppard Murder Case, Paul Holmes, a

newspaper journalist who covered the original trial,

presented the first full-scale reconstruction of the case.
This carefully documented book examined the wave of public
hysteria whipped up against Dr. Sam (as he became known to

millions of headline readers) the press, and the result was
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that Sheppard was convicted and sentenced to prison for a
crime he almost certainly did not commit. Fred J. Cook, a
former crime reporter, called Holmes’s book "a serious
social document that raises important questions...about the
role of an irresponsible press, about the responsibility of
prosecuting officials and courts for protecting the rights
of defendants instead of promoting private prestige."3®

In 1964, as a result of a federal court decision, Dr.
Sheppard was released on a 10,000 dollar bond, with the 1954
verdict overturned due to a prejudiced jury. After
examining the court case, the federal judge declared the
Sheppard murder trial "a mockery of justice" and chastised
the press for serving as "the accuser, judge, and jury" in
the case.

Similarities abound between the Sheppard and Kimble
murder cases. For instance, each case involved a prominent,
midwestern physician in a well-publicized trial, accused and
convicted of murdering his wife. Both men claimed they saw
an unusual looking suspect (unseen by anyone else) at the
murder scene - Sheppard’s "bushy-haired intruder" and
Kimble’s "one-armed man." And both men were convicted on
rather broad leaps of logic brought to the jury by the
prosecutor. Since Sheppard was the only person proven to be
at the murder scene and he had lied earlier about a lengthy
affair with a beautiful lab technician, it was implied that

he was capable of murder. Likewise, in Kimble’s case,
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evidence of several noisy marital arguments overheard by
neighbors provided the jury with the motivation needed to
convict him.*

Finally, both cases pointed out serious injustices
within the American legal system. In the 1954 murder trial,
Dr. Sheppard was the victim of a rash, unruly press, unfair
court proceedings, and a prejudiced jury. Although Kimble
received a fair trial, he was still an innocent man
convicted and sentenced for a crime he did not commit.

Another likely source for the Fugitive concept is

Victor Hugo’s nineteenth-century novel, Les Miserables. As

with the TV series, the novel features the story of a
criminal (Valijean) on the lam from an inflexible and
fanatical policemen (Javert). One of the chief differences
between them is that while Valiean is a petty criminal
convicted of stealing a loaf of bread, Kimble has been
convicted of the capital crime of murder.

Similarly, both the novel and the TV series use their
police-chase storylines as a pretext for contemporary social

commentary. Hugo illustrates in Les Miserables how far the

ideals of justice (in nineteenth-century France) have been

removed from reality and the cruelty of the penal system.

In turn, The Fugitive confronts numerous topics, such as the
concept of justice in modern society in 1960s America.

The Fugitive was the first TV series produced by Q.M.

(Quinn Martin) Productions. Before producing the series,
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Quinn Martin served as Executive Producer on the highly-
rated police drama The Untouchables, produced by Desilu
Productions. Following the success of The Fugitive, Martin
became one of television’s most prolific and successful
producers, overseeing a wide range of hour-long dramatic
programs such as The F.B.I, The Streets of San Francisco,
Twelve 0’Clock High, Cannon, and Barnaby Jones.

Horace Newcomb, in The Producer’s Medium, provides a
brief portrait of Quinn Martin as a TV producer drawn
primarily from personal interviews. Martin’s programs are
noted for their clear and distinctive stylistic traits,
usually noticed by viewers in such obvious features as the
multiple - "act" structure and the inevitable "epilogue"
common to many Q.M. productions.*

In his role as producer, Martin says that he strongly
controls the creative content of all his shows. This
control extends not only to approving each story idea but
also involves working to create a consistent point of view
in terms of story, visual style, and casting for each
series. Once these elements are firmly established, he then
grants considerable freedom to his creative staff.*

However, there are many imminent dangers in overstating
the significance of the role of a TV producer in the
creation of a TV series. Due to the nature of television
production as an inherently collaborative process, requiring

the intensive labor and creativity of sometimes dozens of
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production personnel, the notion of any definable individual
"authorship" in connection with a program is an extremely
problematic cone.

Nevertheless, it is clear through a close analysis of
many of Quinn Martin’s programs that they not only share
certain stylistic traits but also thematic content. Newcomb

notes that many of Martin’s works, especially The F.B.I. and

The Untouchables, have received harsh criticism as being
prime examples of television’s tacit support of political
and social repression, due largely to the stalwart defense
on these shows of the status quo and a support of right-wing
ideals. Martin has previously admitted in past interviews
to his own idealization of American authority structures
such as the F.B.I. and of authority figures such as
policemen and federal agents.%

Despite the definable political assumptions that can be
found in some of his programs, Newcomb contends that the
central element in any Q.M. production is not ideology but
emotion. Emotion is defined as a collection of motivations,
characterizations, and the universality of human responses
from people in extreme situations. Each Q.M. show strives
to create believable characters from all facets of the
political spectrum, characters that elicit a wide range of
emotions, from victimization, frustration, and even anger at
the system. One of the most recognizable emotions present

within his programs is empathy. Even in his more
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traditional crime-dramas such as The F.B.I., the stories are
focused more on an understanding of the criminal and his
psychological motivations rather than on the hard-working
federal agents.®

Undoubtedly, the Q. M. show with the greatest sense of
"humanity" is The Fugitive, where the system itself is
gquestioned. Newcomb regards the show as Martin’s central
achievement. Throughout the course of the series, Lt.
Gerard, as a confirmed believer in and enforcer of the
justice system, repeatedly runs smack into Richard Kimble’s
indelible humanity. Every week as Kimble is pursued by the
indefatigable machinery of the legal system, the series
brings an ironic twist to the ideal that American justice is
blind to all who come before her.*

In 1962 Quinn Martin, who had been a film editor at
Universal when David Janssen was a contract player there,
asked the actor to star in a TV series Martin was planning
to produce. The result, as conceived by Roy Huggins and
developed by Quinn Martin, was The Fugitive.

Janssen’s early screen acting career included playing
minor roles that he has characterized as "the leading man’s
best friend’s best friend." 1In 1957 Janssen was signed by
Dick Powell’s Four Star Films, Inc. to create for television
the title role of Richard Diamond, Private Detective, a
character who had appeared earlier in books and radio.

David Thorburn notes that this late-fifties private
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detective series was hardly distinguishable from the other
action~drama entries at the time. But in his next series,
The Fugitive, Janssen cast as Dr. Richard Kimble began "to
develop a whole range of facial gestures and vocal
inflections that had a distinctive impact on the small
screen." Also, despite the strong thematic content of the
series, one of the show’s chief distinctions is Janssen’s
performance, which moved even the most action-oriented plots
towards scenes of intimacy and emotional nuance.*

Thorburn adds that the choice of Janssen, an actor with
a rather unflamboyant physical presence and a limited vocal
range, was perfectly suited for the role of a herco of modest
dimensions, an ordinary man able to lose himself in crowds
and able to speak and move inconspicuously. In contrast,
the imposing physical authority of most film stars would
have been an impediment to the role. In lieu of sheer
physical size or energy, Janssen brings a psychological
subtlety demanded by the role, along with creating a sense
of character through his almost minute physical and vocal
gestures. Janssen repeatedly invested Kimble with an
undeniable level of vulnerability.?

It is important to stress that Janssen’s memorable
performance as Kimble is just one of the many elements which
made The Fugitive one of the most popular and successful TV
programs of the sixties. The program’s story writers

provided innumerable variations on the series basic themes
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of justice, guilt, and alienation. For instance, in the
episode, "The End is but the Beginning" (1/12/65), after an
accident leaves the appearance that Kimble is dead, the
story focuses on the psychological depths of Gerard’s
undying obsession to capture Kimble. Finally, each
episode’s direction, acting, photography, and editing
contributed to maintaining a consistent stylistic tone

throughout the series.

60's Programming Trends and The Fugitive
The New Drama Anthologies

Tn the fall 1959 TV season, CBS’s Playhouse 20, one of
the last of the large-scale dramatic anthology series, was
reduced to an every-other-week feature and eventually became
a floating special. The demise of Plavhouse 90 signalled an
end to the regularly scheduled, drama anthologies that had
dominated the early days of television’s Golden Age. Even
Rod Serling, one of the leading writers of the era, seemed
to have written off TV drama showcases as a lost cause,
devoting his efforts instead to a new half-hour filmed
series that premiered on CBS that fall, The Twilight Zone.
Serling explained his transition:

I'm tired of fighting the frustrated flghts,

copping pleas, flghtlng for points...in any case,

the half-hour form is a fact of life, and as long

as we have to live with it, we mlght as well try

and do something meaningful with it.?

Serling acted as executive producer, host, and frequent

writer for Twilight Zone, a suspense anthology series.
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Similar to Alfred Hitchcock Presents, Serling’s series
featured stories with a definite twist and with surprise
endings. Though Twilight Zone never received high ratings,
it continued for five seasons (expanding to one hour for
one), maintaining Serling’s high standards throughout its
entire run.

In many respects, the success of such programs as The

Twilight Zone and Alfred Hitchcock Presents proved that

several features of the drama anthologies could be
effectively transplanted into a weekly episodic format.
Anthologies such as Playhouse 90 had demanded that viewers
accept a whole new world every week, without offering any
identifiable continuing characters to provide a link from
episode to episode. Even if the programs dealt with a
topical subject, many viewers felt it was not worth the
effort to get reacquainted with a new group of people and
settings every week. Instead they turned increasingly to
continuing episodic series with familiar, recurring central
characters, or at most, anthology series with well-known
hosts such as Alfred Hitchcock and Rod Serling who supplied
a kind of conceptual glue. Audiences came to recognize
Hitchcock and Serling as "brand names" for particular styles
of offbeat storytelling.?

However, not every attempt to add an element of
continuity to a drama anthology series proved successful.

In the ABC drama series, Bus Stop, the stories revolved
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around people passing through a diner in Sunrise, a small
town in Colorado. The show’s continuing characters included
the diner owner, a waitress, the local sheriff, and the
District Attorney. Roy Huggins, the producer of Bus Stop,
frankly admitted that the series was basically an anthology
that merely pretended to be a series. He has explained that
the show’s premise of using continuing characters who were
not clearly central to each story meant that ultimately the
program was "limited as an anthelogy and didn’t have the
quality of a series."??

Perhaps the best early efforts of blending the dramatic
anthology series with episodic formats were two CBS series,
Route 66 and The Defenders. Route 66, premiering in the
fall of 1960, featured two young men, Buzz (George Maharis)
and Todd (Martin Milner), who set out on U.S. Highway 66 "in
search of America" and to find some direction for their
lives. While these clean-cut drifters cruised across the
country, they were frequently drawn into the lives of people
they met. The show’s wide open format provided an excellent
oppoftunity to introduce an assortment of offbeat character
studies in scenic geographic locations.??

The legal drama of The Defenders came directly from a

story presented on the drama anthology series, Studio One.

The original two-part story, written by Reginald Rose and
Herb Brodkin was about a father and son legal team that had

to overcome intrafamily disagreements along with judicial



55

obstacles in the course of its cases. Following the success

of Perry Mason, Rose and Brodkin teamed up again to present

the story as a self-contained lawyer series.

In the series, the team tied together their high
calibre writing, producticon, and guest stars with a strong
pair of central characters - E.G. Marshall as the
father/trial lawyer and Robert Reed as his son. Within the
conventions of the courtroom drama, they presented tight
character studies as well as the aspects of the public
debates over controversial topics. Nevertheless, despite The
Defenders dramatic qualities, it still appeared to most of
the public as just another good lawyer show and CBS slotted
it following Perry Mason. The series treatment of sometimes
inflammatory issues was carefully and unsensationally
incorporated in each week’s cases. Throughout all the
topical discussions, the show still maintained the basics of
good drama, with strong characters and insightful
scripts.®

Following in the tradition of these series, The
Fugitive became one of the most popular programs to
successfully combine elements from both the anthology and
episodic formats. The show’s premise that Dr. Richard
Kimble must stay one step ahead of his pursuers while in
pursuit of the "one-armed man" led to a host of new settings
and places every week. Additionally, Kimble’s need to

sustain himself through various odd jobs (truckdriver,
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bartender, farm laborer, chauffeur), presented him with the
opportunity of meeting new people throughout almost every
socio-economic stratum of American society. In most of the
episodes, Kimble enters a community and guickly befriends a
person who, like Kimble, is alienated in some way from a
group or society in general. Kimble helps this person
confront their fears or overcome personal problems, and the
show presents a framework for intense character studies
within the episodic format of a weekly chase drama. Some of
the well-known guest stars who interacted with Kimble
include Charles Bronson, Bruce Dern, Angie Dickinson, Robert
Duvall, Ron Howard, Mickey Rooney, Kurt Russell, Telly
Savalas, and Jack Weston.

Besides Kimble, the series presents a set of recurring
characters such as Lt. Gerard, Fred Johnson (the one-armed
man), Kimble’s sister and brother-in-law, and his trial
attorney. These characters not only gave the series a
serialized sense of "its own continuous history" but also
kept the show’s central story in a state of constant
progression. Beyond the program’s many character
explorations, several episodes concentrated exclusively on
Lt. Gerard’s pursuit of Kimble and/or Kimble’s pursuit of

the elusive one~armed man.

New Frontier Dramas
During the 1961-62 TV season, despite some critical

disappointments over programming, a few well-regarded shows
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did appear in the fall line-up. The success of The
Defenders, Dr. Kildare, and Ben Casey that fall started a
trend of series that television historian Mary Ann Watson
has termed New Frontier character dramas. They were
programs based on "liberal social themes in which the
protagonists were professionals in service to society."
This new breed of TV hero had numerous disputes involving
occupational ethics and felt a disillusionment with existing
cultural values. Watson elaborates that a strong sentiment
for change was shared by the young lead characters in the
New Frontier Dramas as they set out to form a better,
fairer America one week at a time."®
By the end of the Kennedy years, this group of

character dramas would grow to include The Nurses; Channing,

a series set on a college campus; the psychiatric dramas The
Breaking Point and The Eleventh Hour; East Side/West Side,
dealing with the cases of a New York social worker; and Mr.
Novak, a series about a rookie high school teacher.’Watson
attributes the emergence of this type of programming not
only to changing public tastes but to the government-induced
incentive, following in the wake of Minow’s "Vast Wasteland"
speech and F.C.C. programming investigations, for networks
to support the production of more socially reflective drama.
Mr. Novak, for instance, was billed as NBC’s "noble attempt

to do more intelligent programming."s®
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The Fugitive shares many of the characteristics of the
so-called New Frontier character dramas. For instance, the
drama’s inherent disillusionment with conventional values
and wisdom is apparent in several episodes. In the episode,
"The Witch" (9/24/63), Kimble battles small town
provincialism to help a young female schoolteacher tarnished
by gossip retain her teaching post. Also, just as Kimble’s
past as a convicted murderer keeps invading his present
existence, many of the characters he meets are constantly
haunted or punished by their own past.

Unlike dramatic series in which the herces inevitably
settled their troubles through violence, the problems of the
New Frontier character dramas were not always resolved.
Poverty, prejudice, drug addiction, capital punishment and
other issues did not always lend themselves to tidy
resolutions. The short-term problems might get resolved but
the larger societal conditions usually remained at the end

of the story.

This was also characteristic of The Fugitive; despite
Kimble’s valiant attempts to help the show’s troubled
victims, he was not always successful in preventing their
demise. For instance, in the episode "This’11 Kill You"
(1/18/66), despite Kimble’s diligent efforts to save Mickey
Rooney from a mob hit, Rooney gets killed in the end.

Another characteristic of these new character dramas

was a marked increase of black actors cast as competent
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working professionals rather than victims of circumstance or
of their own ineptitude. Beginning in 1963, many series
featured blacks as running characters, for instance, Cicely
Tyson as Jane Foster, the office secretary in East Side/West
side, Ossie Davis as the district attorney in The Defenders,
and Vince Howard as Mr. Butler, the history teacher in Mr.
Novak. Also during the 1963 season many of these dramas
introduced stories in which blacks were the victims of white
bigotry.>®

Throughout The Fugitive’s run, the program cast
prominent black actors in professional roles, including
Ossie Davis as a police detective, Ivan Dixon as a
neuropsychiatrist, and Percy Rodriquez as a deputy sheriff.
The Fugitive episode "Decision in the Ring" (10/22/63), is
listed as an example of the 1963-64 "Civil Rights TV season”
by Watson. In the episode, Kimble takes the job of a "cut
man" for a black boxer, but his medical knowledge arouses
suspicion. Kimble convinces the boxer, a medical school
drop-out, to give up his life~threatening boxing career in
order to pursue being one of the few black physicians. The
show also features a party in which blacks and whites mix
socially. Even if the series never did directly confront
the issue of racial equality, the show’s central theme of
social injustice reflected many of the same concerns

addressed by the Civil Rights Movement.
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Although The Fugitive shares several characteristics
with other New Frontier dramas, the series also shows some
marked differences. Perhaps the most obvious is that while
these dramas are about young striving professionals, Kimble
is a fallen professional turned criminal-on-the-run. While
the New Frontier characters work within the system for
change, Kimble is not only outside the system, he’s been
condemned to death by it.

Moreover, while the series reveals the flaws in the
system through Kimble’s unjustified conviction, it offers no
workable solutions for changing the process. In fact,
beyond Kimble’s hope of finding the one-armed man and
overturning his conviction, the show offers a rather bleak,
despairing outlook. Ultimately, The Fugitive presents the
dark, almost totalitarian side of social institutions during

this period of liberal social reform.

The New Adventure Series

The 1960s were ushered in by the optimism of John F.
Kennedy’s New Frontier. A mood of youthful exuberance,
e#pansionism, and, however briefly, compassion swept the
nation. The combination of the candidate’s personal
attributes (good looks, wit and charm) that made up the
Kennedy image had an oddly liberating effect on the
country .

Hal Himmelstein, in Television Myth and the American

Mind, writes that as the frontier (TV westerns) and urban-
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frontier (TV police & detective programs) cycles began to
wain in the early 1960s, a new public symbol emerged - "the
journey." According to Himmelstein, this romantic motif
came to dominate television melodramas in the 1960s. Two
parallel developments in American culture fostered this new
preoccupation: the development of the suburbs with their
inherent dependence on the automobile and the superhighways,
and America’s reassertion of its technological leadership
thrdugh its massive space exploration program.®

Unlike the traditional Western wanderer-hero who was
both mythically and historically locked in time, the new
adventurer in TV melodramas is contemporary or "one of us."
This new adventurer did not inherit the rigidly defined as
preserver of the social order; rather his mission was simply
62

to search for new experiences.

Horace Newcomb, in TV: The Most Popular Art, suggests

that beyond the accepted TV dramatic genres such as the
western, detective, medical, and legal dramas, there is yet
another type most effectively defined as an "adventure
show." While he acknowledges that these other TV formulas
also contain action sequences usually involving danger to
the hero, the idea of adventure is never central to their
internal structure and is subordinate to other
characteristics, such as continuing characters and

events.®
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According to Newcomb, the defining characteristic of
the adventure series is movement. The typical adventure
show begins when the central characters arrive on the scene;
it ends when the action is finished, and all the characters
leave. While movement is not limited to the adventure
dramas alone, it is primarily a function of individual
character motivation rather than social role. For instance,
in the TV western, the heroc may enter a new town or join
with a cattle drive but he always acts within the role of
the cowboy. Thus in other TV genres, the generic formula
dictates the specific role for the cowboy, detective,
lawyer, or doctor. Adventure characters, though, often act
through an ambiguous shroud of their own internal

motivations.%

In The Fugitive, Kimble is frequently torn
between his socially imposed role as a fugitive and his own
sense of social responsibility to help people in need.
Another characteristic of the adventure series is that
any given episode is not restricted to a certain type of
dramatic encounter. For instance, one episode may resemble
a spy story while the next week’s episode may closely
resemble the structure of a western. For example, in one
Fugitive episode that parallels a medical drama, XKimble must
deliver a new-born baby without the proper facilities and
while under extreme physical conditions (an impending forest

fire). 1In another episode, the central conflict between a

father and his daughter has a close connection with the TV
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family melodrama. While Newcomb stresses that the adventure
series is extremely flexible in story content, it cannot be
easily placed into any given genre. In essence, the TV
adventure formula provides a link with other TV formulas and
5

in turn is enriched through them.®

on the Road (1955}, Jack Kerouac describes a part of a

generation that sought more personal freedom and refused to
accept the status~quo values of middle-class America. These
so-called "beatniks" set out along the same pathways of
their ancestors, to rediscover America. They set out on a
search to find beauty and to appreciate the vast
complexities that form this country. They are haunted,
frustrated, excited individuals who find adventure in their
wanderings, in the search itself. They have no defined
destination beyond the vague notion of "experience." Their
motivations are the antithesis of the middle-class drive for
stability: they want only change and new sensations.®

Route 66, one of the earliest examples of the TV
adventure series, presented a greatly sanitized version of
Kerouac’s beatniks. As opposed to the bearded, unkempt
appearance of the beatniks, Todd and Buzz (the show’s two
loners) are neat, clean-cut youths with short hair. These
two young drifters cruise across the country in a sleek,
shiny Corvette. The car serves as the show’s primary symbol
of freedom, and as such it is a symbol most accessible to

middle-class Americans. Such a high-dollar mode of
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transportation would be repulsive to one of Kerouac’s
drifters, who usually hitchhiked his way across the
country.®

Despite these differences, Todd and Buzz and the
beatniks are both searching for the same sort of abstract
experience. The wanderer-loner lives in a world in which he
is not tied down with burdensome responsibilities and
relationships. Also, to retain one’s personal freedom, it
is deemed acceptable, even necessary, to leave other people
and situations in search of new experiences. Freedom is the
key to enjoying an ever-changing lifestyle.®

The primary values embodied in Route 66 are those
associated with this kind of male loner. He constantly
stays in motion toward no goal, seeking nothing in
particular, just raw experience. Since the loner is open to
new experiences, he must be able to accept values and
attitudes other than his own. In Route 66 Buzz and Todd
become involved with people from all stations of society.
Ultinmately, théy accept them all and help them but are not
bound or restricted by any of them.®

In Route 66, the freedom exemplified in the young men’s
way of life is freguently a liberating force. Some of the
people they meet along the way are able to see the emptiness
of their own lives after meeting the two loners who have
rejected many socially accepted values. These people often

see themselves living with unwanted or unneeded
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restrictions. Being on the road is a creative expression of
freedom chosen over other more restrictive lifestyles.

But in The Fugitive, Dr. Richard Kimble has no such
freedom. His wandering has been forced on him by the law
and he lives outside of society. Newcomb explains that
Kimble’s life is more restricted than those of the people he
meets, and he would gladly exchange his wandering for the
stability of a home, family, and career all of which he
possessed before fate cruelly intervened to take them away
from him. ™

Although Newcomb sees Kimble’s existence as a
wanderer/criminal confining, one cannot help but believe
that over the course of his travels, his own perspective has
been enriched through the diversity of the people he has nmet
and helped. Media critic Marc Eliot argues that Kimble’s
official designation as a fugitive brings him a new sense of
liberation. Eliot explains that Kimble’s previous life was
essentially unhappy and unfulfilled, while his new one
stands as testimony to the value of human freedom. Each
week, when Kimble escapes his_captors, he has cheated fate
again and won another battle against grinding social

injustice.”
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CHAPTER III

THE DISCURSIVE FUGITIVE

In this chapter, I will examine the relationship
between specific social discourses and selected episodes of
The Fugitive. Even though each discourse will be analyzed
separately, in no respect does this imply that they are not
interconnected. 1In fact, some predominant discourses such
as individualism pervade and affect a wide range of other
discourses. Also though distinct discourses are highlighted
within each of these episodes, the episodes themselves
address other relevant topics not directly considered in
this study.

For each of the five discursive areas I have isolated,
I have used published articles and in some cases, even
historical events, to establish that the topic area was a
part of the social debates in the Sixties. Then, drawing on
selected Fugitive episodes and the overall gestalt of the
series, I have shown how each discourse represented in the
series is connected to larger cultural struggles that were

taking place, in American society.

Individualism
Of the many discourses addressed in The Fugitive,

probably the most prevalent is individualism. Individualism

70
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lies at the very core of American culture. In general,
Americans believe in the dignity, indeed the sacredness, of
the individual. In principle, anything that would violate
our right to think, act, and live as we see fit is
considered not only morally wrong but sacrilegious. Our
highest and noblest aspirations, not only for ourselves, but
for those we care about, for our society and for the world,
are closely linked to our valuation of individualism. Yet
many of our deepest problems both as individuals and as a
society are also closely linked to this attitude.’

Individualism is deeply rooted in America’s social
history. It was in this country that the bondservant became
free and the tenant farmer became a small landowner.
Individualism was so embedded in the civic and religious
structures of colonial America that it had not yet found a
name, though John Locke’s ideas about individual autonomy
were well known.?

It took the geographic and economic expansionism of the
nineteenth century to produce the restless quest for
material betterment that led French social philesopher
Alexis de Tocqueville to give currency to a new word:

3 In his book Democracy in America, the

individualism.
first comprehensive and penetrating analysis of the
relationship between character and society, de Tocqueville

described "individualism" with a mixture of admiration and

anxiety. Tocqueville specified that individualism is more
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moderate and orderly than egoism but in the end the results
are much the same: Individualism disposes each citizen to
isolate himself from the masses and withdraw into a circle
of family and friends; within this personal lifestyle
enclave, he or she leaves the greater society to oversee
itself. Tocqueville saw the isolation to which Americans are
prone as ominous for the future of our freedom. And so
Tocqueville was interested in finding ways to pull people
back from isolation into social communion. He believed that
private involvement in public affairs to be the best cure
for the effects of individualistic isolation.®

In the 1960s, individualism became one of the central
discourses of the decade. President Kennedy’s New Frontier
tried to extend many of Franklin D. Roosevelt’s New Deal
programs, primarily through liberal social reform programs
in education, public works, and mass transit. Also the
escalating Cold War brought about massive military
expenditures along with an acceleration of N.A.S5.A.’s space
exploration program. The increased role of centralized
government, giant corporations, and mass media in American
society caused many social observers to become concerned
about the survival of the individual within an expanding
mass society. Although earlier sociologists such as Riesman
and Mills had expressed the same concerns in the Fifties,
the accelerated pace of science and technology brought a new

urgency to the public debate.
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One example of the broadening American discussion over
individualism can be found in a 1963 article titled, "The
Decline Of The Individual," written by former Vice Admiral
H.G. Rickover. In this article, Rickover expresses his
concern over what he sees as the numerous threats to
individual freedom. One of these threats is the public’s
over-reliance on "critics by profession" to make public
policy decisions rather than utilizing "lay critics" who
look upon discovery and truth as their civic responsibility.
Another recognized threat was the rise of giant
organizations (corporations, labor unions, etc.) which
interpose themselves between the citizen and his
government.>

Similarly, Time magazine expressed its concern over
individualism by dedicating its 40th Anniversary issue to
cover the story of the individual in America and put on its
cover, "the greatest archetypal individual in American
imagination - Abraham Lincoln." The 1963 Time cover story
disagreed with the conventional stereotype that modern
society has become dehumanized and held to the conviction
that in American, the individual has survived.®

During the 1964 Presidential campaign, Senator Barry
Goldwater used the perceived loss of American individualism
as one his primary campaign themes. In the same year that
saw President Johnson greatly expand the federal

government’s role in civil rights and anti-poverty
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legislation, Goldwater believed big government to be the
main threat to individual freedom. In his first official
campaign speech, Goldwater stated that,

The individual, the private man, the whole man -

you! ~today stands in danger of becoming the

forgotten man of our collectivized complex

times...But leaders of the present administration

conceive of government as master, not sgervant.

Responsibility has shifted from the family to the

bureaucrat, from the neighborhood to the arbitrary

and dlstant agency. Goals are set, roles are

assigned, promises are made - all by the remote

control of central government.’

Disenchantment with the perceived decline in
individualism was not exclusive to political conservatives,
but also pervaded the social thoughts and actions of the
emerging liberal culture. The Beat Movement, in the
tradition of Emerson, Thoreau, and Whitman, cast a modern
representation of "expressive individualism." This concept
of expressive individualism holds that each person has an
unique essence of feeling and intuition that should be
allowed to unfold or be expressed if individuality is to be
realized.® The Beats through their own shaggy lifestyle,
which featured sex, drugs, jazz, and material simplicity,
they repudiated the middle~class culture’s incessant drive
for wealth in favor of a deeper cultivation of the self. 1In
the early Sixties, several signs of this expanding
expressive individualism could be detected from the rise of

comedian Lenny Bruce to liberalized pornography laws, pop

art, and New York’s Living Theater.
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The Fugitive addressed the popular debate over
individualism in many of its episodes. Due to his status as
a fugitive, Richard Kimble could not assert his own given
individuality but rather had to suppress it in order to
blend into the background of everyday life.

The Fugitive’s narrative structure closely follows the
familiar grounds of mythic individualism. As with the
American cowboy, Kimble is an outsider, existing on the
margins of traditional society, who enters a community and
helps its inhabitants to realize their own moral good. But
unlike the cowboy, Kimble’s outsider status is not his own
choice but society’s. Also, he is not gifted with any
obvious talent, such as being a fast gunslinger; however,
his victimized status allows him to more easily identify
with certain alienated individuals within the community. In
the course of assisting these individuals, he invariably
helps them assert their own individuality against the
stifling conformity of society.

In the realm of mythic individualism there exists a
grand contradiction. There is a deeply held fear that
society may overwhelm the individual and destroy his chance
for autonomy unless he stands against it, but there is also
a recognition that it is only in relation to society that
the individual can achieve fulfillment. But individualism
in America has come to mean that everyone is free to find

their true selves, independent of any cultural or social
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influences; we are responsible to ourselves alone, and the
fulfillment of that responsibility constitutes the very
meaning of our lives.”

In the past hundred years, individualism has been
closely related to middle-class status. Since the primary
thrust of this group is status mobility, many of the most
productive features of American society appear to be "the
normal outcome of individual achievement." 1In this
conception, individuals, unfettered by family or other group
affiliation, are given the chance to make the "best" of
themselves, and although equality of opportunity is
essential, inequality of result is natural.’® Dr. Richard
Kimble, an educated, upwardly-mobile professional, is a
product of this type of middle-class individualism. This
type of individualism differs from expressive individualism
in that its primary emphasis is social status and upward
mobility rather than personal expression. As a fugitive,
Kimble retains some of its tenets, but now fosters several
elements of expressive individualism including its non-
materialistic aspects.

At the heart of this American individualism exists a
classic ambivalence. Although self-reliance and autonomy
are strongly stressed as values, they are combined with a
deep conviction that 1ife has no meaning unless shared with
others in the context of community. In a sense, most

Americans are hesitant to articulate the sense that they
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need each other as much as they need to stand alone, for
fear that if they did they would lose their independence

" In The Fugitive, both Kimble’s situation and

altogether.
his character represent this inner conflict. His constant
journeys from town to town serve a two-fold purpose; to seek
the one-armed man and to provide himself with a small
measure of human companionship. However, Kimble can never
really become a part of the community without the risk of
revealing his identity, and thus must stay on the run, in
order to sustain his own individual freedom. It was,
however, his own community/society that wrongfully convicted
him as a murderer. This inherent ambivalence is expressed
within several episodes in the series.

In the episode "bevil’s Carnival" (12/22/64) a teenage
boy (Dee Pollack) befriends Kimble after Kimble saved him
from being hit by a truck driven by the town’s near-
legendary criminal (Warren Oates). Despite his anxious,
overly-protective mother, the boy aids Kimble’s escape from
the local jail. The boy, suffocating from his mother’s
attention and the conformity of the small town, displays his
youthful wanderlust by giving Kimble a copy of one of Walt
Whitman’s books saying, "That one talks about what a man
is...You know, the nature of man." This scene appears as
one of the earliest references to expressive individualism

in the series.
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As evident through the episode’s title, the community
here is represented as a grotesque, hellish vision of crass
commercialism and wanton sin. The town’s pool-hall owner
(Strother Martin), capitalizes on both Kimble’s and the
Oates’ character’s notoriety by selling peeks of their jail
cells, has a blonde female pose next to the hall’s bullet
holes, and even raises the price of beer and coffee.

At the end o