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    Foreword by Richard Anderson




    The success of The Six Million Dollar Man and The Bionic Woman, more than thirty years after their debut (in America and sixty other countries), is based on a number of factors. Beyond the ideal casting of Lee Majors and Lindsay Wagner as Steve Austin and Jaime Sommers, the shows remain workable, due to a solid combination of drama, action-adventure, fiction, humor, education, communication, entertainment, science and realism.


    The Bionic shows were the first to bring back heroes to television after the tumultuous 1960s, which was burdened with wars, race rioting and various other hostilities. They retain a sci-fi element bound to a medical message of hope that, as the 20th Century comes to a close, is delivered on many levels. Steve and Jaime’s influence has not gone away, and they are proving to have a life of their own.


    Herbie J Pilato now retells the story of how it all began and what it’s all become, and the results are both stoic and sensitive, as if to signify the very essence of Steve and Jaime themselves.


    As my TV namesake, Oscar Goldman, might say, Good job, pal.
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      Lee Majors, as Steve Austin, inspects a circuit board with his bionic left eye. Austin was also fitted with bionic replacements for his right arm and both legs after a horrifying plane crash. Lindsay Wagner, as Jaime Sommers, received a bionic right arm, legs, and implant in her right ear after a serious skydiving accident. Her bionic hearing frequently came in handy when cracking safes.

    

  


  
    Man, Woman, Book and Machine




    Steve Austin, The Six Million Dollar Man, and Jaime Sommers, The Bionic Woman, are not your average superheroes. As portrayed by Lee Majors and Lindsay Wagner, they’re heroes first, super, second. Through various incarnations, from the 1970s (on ABC and NBC) to the present (reruns of original episodes and reunion movies on cable’s Lifetime and Sci-Fi channels), this atomic-powered, romantically-entangled couple continues to inhabit the television airwaves.


    In the initial 1973 ABC pilot film, Steve was the first cyborg (half-human/half machine), rebuilt (made better…stronger…faster) by the American-based OSO (Office of Strategic Operations) after a freak accident. When the movie became a monthly, then weekly, series, he rekindled a romance with once-lost love Jaime. They planned to wed. She, too, was injured in a serious accident. Steve pleaded with his superiors to rebuild her, just like him. She, too, was given a hit series.


    Millions of Bionic fans, general observers and those new to the genre, continue to perceive these programs beyond the contretemps of science fiction. Viewers the world over recognize and respect the unique covenant imparted by and between Steve and Jaime. Be it in France, Germany, Australia, or any number of disparate destinations, the devotion people have for this dynamic couple is evident. They hit a chord in the 1970s.


    As children, today’s thirty- and forty-somethings once aspired to run in bionic slow motion like Steve and Jaime; mimicked sound effects which accompanied his long-distanced-angled left eye; her sonar powered right ear. Viewers of all ages now continue the bionic legacy, as they still keep on liking and believing in bionic people, because the Austin/Sommers powers of persuasion continue to make bionic people likable and believable.


    All these years later, one thing remains indelibly true: these shows were fun. It should be fun to be bionic, and it was. Waiting for the next episode to air was often sheer agony for younger viewers, who would eagerly break down the previous night’s broadcast at school the next day. Fantastical and far-out plots and premises were played with a totally straight face, and we loved every minute of it. Rarities among the science fiction superhero hall of fame, The Six Million Dollar Man and The Bionic Woman prevail as real. Superman and Wonder Woman need never fear a rivalry, as they don’t really exist.


    Steve and Jaime are tangible. They care for one another, based upon their pre-cybernetic history, subsequent bionic transformation and distinct, yet combined, destinies. The home onlooker is encouraged (subconsciously or not) to seek sincerity at every turn; to stretch their reality, as well as their imagination; to see past contrarieties, and to focus on the common thread of humanity. TV viewers have sensed all along that these two were fundamentally human. Home observers continue to watch these programs not to laugh at camp, but to be entertained and moved.


    As fictional government agents of decades-gone-by, the bionic duo was sent on special assignments, but their most important mission lingers into the present day. They introduced to the general public the bona fide possibility of workable prosthetics. A bionic bond was forged between fantasy and fact; between a farfetched TV concept and the medical visionaries who made good on the promise and potential of bionics.


    Clearly, with SM and BW, the extraordinary communicative device known as television has been efficiently engaged. Steve and Jaime prove to be emphatic role models from whom we may ascertain strength. The real kind. The kind that lives inside us. The kind that allows us compassion and discretion; forgiveness and endurance. The human kind, motivated by the human spirit.


    Through TV’s majestic mechanics, and by observing the lives of a uniquely-created pair, struggling for personal identity while acclimating to their new physiology, the pressure to learn is off. We’re charmed, and walk away with an inspirational thought and positive reinforcement in the process.


    In keeping with the real-to-reel theme, the late, revered writer Martin Caidin (who passed away on March 24, 1997) was, well, a realist. His novel, Cyborg, first published in 1972, was the springboard for The Six Million Dollar Man, a tale of one man’s triumph over spiritual ruin and Caidin’s prognostication on bionic erudition.


    Born Martin Karl von Strasser, on September 14, 1927 in New York City, Caidin himself was somewhat of a superior individual.


    A commercial and professional US Air Force pilot, teacher and lecturer (at Santa Fe College and the Institute of Advanced Studies, Nebraska), he had studied Atomic-Radiological-Biological-Chemical Warfare, and became a researcher and developer in bionics and telekinetics. He was also a radio and TV talk show host, a war correspondent, stunt pilot, an actor, a consultant to many publications and business firms (including the Air Force Missile Test Center and the FAA), a special agent for several law agencies, an Operative in the US Air Commandos, a parachutist, a military vehicle test driver, and a researcher with the Office of Paranormal Research.


    Besides Cyborg, Caidin published nearly 200 books (including Samurai in 1957, Marooned in 1964 — which inspired an Oscar-winning movie in 1969, Devil Take All in 1966, The God Machine in 1968, The Saga of Iron Annie in 1979, and The Messiah Stone in 1986). He contributed thousands of articles, short fiction and newspaper stories to a myriad of international publications, earning him many honors (i.e., The James J. Strebig Memorial Trophy from the Aviation/Space Writers Association — many from 1958 on), and awards from various Air Force, Army, Navy, NASA and government agencies and organizations.


    The Bionic Book: The Six Million Dollar Man and the Bionic Woman Reconstructed merely expands on what has become Caidin’s most successful crafted visions.


    In the process, this book explores certain strengths.


    The strength in appeal of two of television’s top classic shows and their stars. The strength in stamina that was summoned by the cast and crew getting the programs on the air. The made-for-TV bionic strength that became legendary due to the twin series.


    With text and rare photographs, this book attempts to decipher Steve and Jaime’s universal affinity. As a study of both SM and BW, this double TV tome offers everything from personality profiles and complete episode summaries (with anecdotes), to a delineation of the hows and whys these adventures remain coupled to the psyche of television viewers across continents. Hopefully, it delivers a worthy and constructive chronicle which connects the best of all bionic worlds, officially returning the realm of bionics to book form, where it so bountifully began with Martin Caidin’s critically-acclaimed, top-selling novel, Cyborg.


    So let your left eye be your guide, feel free to flip back those dangling hairs from your right ear and, to make certain that you grasp every better, stronger, faster word, pace yourself, take your time, and read on…in slow motion.

  


  
    Chapter 1:


    Programming




    “I used to think about what it would have felt like to have bionic strength, partly because of the rational approach we had taken with the show. We tried to create a sense of logic within the confines of the premise.”


    Lee Majors




    Martin Caidin brought his sense of reality to Cyborg:


    The manned space shuttle program was diminished. Col. Steve Austin, the youngest astronaut to have moonwalked, was demoted in rank to experimental flier with the US Air Force. Highly educated, Col. Austin was considered a genius by his fellow astronauts. He maintained five academic degrees in all, including a masters in aerodynamics, astronautical engineering and, surprisingly enough, history. Physically fit, Austin enjoyed wrestling, boxing and fencing, while achieving a black belt in judo and Aikido. He speaks conversational Russian and fluent Spanish. Before joining the Air Force, Steve had a tour of duty with the Army in Vietnam, where he was a chopper pilot.


    In 1973, at 6’1” and 32 years old, his trial-run aircraft, the M3F5 (the HL-10 in the series; the M2-F2 in reality) was annihilated in a horrific mishap, and Austin was nearly killed. Left a multiple amputee, his left arm, both legs, and his left eye were gone (in the series, his right arm was severed). Critically injured, he was remade as The Six Million Dollar Man.


    Now bionic, Steve has superhuman strength in both legs, his right arm, and his left eye offers him supersight. He can also run 60 miles an hour. Yet, he’s human.


    “What happened to Steve in that crash, is what happens to pilots all the time,” professed Martin Caidin. In fact, the footage used in SM’s opening credit sequence is that of an authentic aircraft accident.


    On May 10, 1967, NASA lifting body pilot Bruce Peterson, 33, crashed his M2-F2 while attempting to land at Edwards Air Force Base (California), then commanded by Dave Edwards. Distracted by a rescue helicopter, and blown off course by crosswinds, his flying machine hit the ground at 250 MPH and rolled over six times, bouncing along from wing tip to wing tip, before coming to rest on its flat back, minus its canopy, main gear, and right vertical fin. The crash wreaked terrible facial injuries on the pilot, whose skull was fractured and whose torso was battered by fragmenting sections of the aircraft’s nose. Each time the vehicle rolled, a stream of high-velocity lakebed clay assaulted Peterson’s face. Apparently, if he had just had a second more, he would have landed the aircraft safely.


    “About what is seen on the TV screens every week is what I remember,” said Peterson, in a 1975 Associated Press interview. “That partial footage was taken by the cockpit cameras. I blacked out about the same time the cameras stopped working. I was landing, fighting a crosswind which had sprung up, when I saw a helicopter in my way. I tried to avoid it, and the landing gear caught in the dry lakebed — and right there I thought that was it. The next thing I vaguely remember is being trapped in the vehicle upside down.”


    Severely injured, Peterson was promptly flown to the hospital at Edwards. He underwent restorative surgery on his face during the ensuing months; however, he later lost the vision in his injured right eye from a staphylococcus infection. Following a lengthy rehabilitation, Peterson continued at NASA’s Dryden Flight Research Center as the Research Project Engineer on the Digital Fly-By-Wire program of the late 1960s and early 1970s, and later assumed responsibility for Safety and Quality Assurance for Dryden. The film of his crash, meanwhile, would be employed some seven years later for the opening of the weekly, Harve Bennett-produced version of SM. “Our show,” explains Bennett, “begins with that piece of incredible stock footage that blew me away when I saw it in the original pilot.”


    The lifting bodies were a family of small research craft similar to wingless re-entry vehicles thought appropriate for flying down through the atmosphere from space. Designed to be launched from under the wing of a B-52 bomber, they provided aerodynamicists with data on low speed handling characteristics. Peterson’s doomed M2-F2, built by the Northrop Corporation, was one of many-such craft built for NASA to test various body designs, one of which would eventually end up as the Space Shuttle. Caidin said Peterson had a “particular distaste” for reliving the accident, week after week, upon viewing Six’s opening. But he lived through the terrible crash, and that was no special effect. “The man was absolutely shredded in that cockpit,” Caidin reported. “A year later, he took off in a jet fighter.”


    The M2-F2 was eventually reconstructed as the M2-F3, which is currently on display at the National Air & Space Museum in Washington, D.C.


    Though Bruce Peterson and other real-life navigators were never fortunate enough to undergo cybernetic reconstruction, the Bionic scribe set out to explore the emotional impact of their experiences, against a backboard of science fiction.


    As with The Bionic Woman, Jaime went skydiving. Her parachute failed. Severe damage to her form was the result of an uncontrollable descent into a patch of trees. Upon violent contact with the surface, Jaime lost the use of both legs, a right arm, and hearing in her right ear. (When Caidin was younger, he used to skydive, and the exact same injuries were likely to prevail.)


    “We just didn’t pick these ideas out of thin air,” said Caidin, who had been writing about bionics since 1957. The notions selected were based on actual experiences, as the writer firmly believed in “going with what’s real.”


    For Steve Austin, his accident was real. Disabled, emotionally, as well as physically, he was alone. Jaime was not there for him, like he would be for her during her traumatic human-to-cyborg transformation. The central support system of having a mutual half-human/half-machine counterpart was missing. Steve would help Jaime through the emotional anguish, the physical pain, and the countless hours of therapy for the mind and body.


    Who would help him? Austin was without the cybernetic kindred spirit to literally keep him from falling apart. (At least, for now.) Steve awakened in the hospital, where he found himself following his nightmarish accident, and would attempt suicide. The cybernetic physicians were given little options: they were forced to keep him anesthetized. While Steve was comatose (and incapable of judgment), the OSI decided for him that he would become the first to test the newest methods in artificial limb connection.


    Steve gave his blessing to the OSI to move forward with the experimental operation. But afterwards, he was still somewhat surprised with the results.


    Cognizant, and highly restrained, he was told of his new capabilities. He soon felt intensely isolated and very different. He became unaffected, disagreeable, and entirely unresponsive, even to the allure of his very attractive nurse. Though physically capable, he may have believed his sexual ability to be less than perfect. Or maybe he was thinking of Jaime? (No, she was not yet in the picture; not for the viewer, anyway.)


    Eventually, Steve stopped feeling sorry for himself. With his superior engineer’s acumen in full stride, he offered assistance to the surrounding bionic medical community, formulating cybernetic limb procedures that had never before been fathomed. In due time, Steve responded to the nurse’s sincere affection. They became sexually involved. To his employers, albeit, those responsible for saving his life, he evolved into the super government operative recognized as Steve Austin.


    Like Caidin’s novel, The Six Million Dollar Man pilot was first entitled Cyborg, but it was changed days before the film aired. “They may have simply felt it was a better title,” the author proposed, “in terms of dramatics.” Though he did say that the six million dollar sum-title was created with some assistance from the Air Force. It was estimated that bionic modifications would total that amount, as every aspect of producing The Six Million Dollar Man was carefully considered. Such facts included the scientific goal of bionics: to procure particular biological information, then attenuate that knowledge to mathematical concessions that would prove substantial to an engineer, who would then generate perfunctory devices that could execute a biological service.


    Now logged in the dictionary, the term, bionic, Caidin reported, “is biology applied to electronic engineering systems.” The word was constructed from the Greek term, bios, meaning life, and the suffix, ics, translated as resembling. He did some prudent investigation and discovered its roots and the term’s inventor: Major Jack E. Steele, a research psychiatrist at the Aerospace Research Library in Ohio.


    Caidin defined the word, cyborg, as “one organism…a marriage between bionics and cybernetics,” the latter of which deals with the shared constituents amid computers and the human nervous system. It’s an expression that was around years before the writer wrote the novel.


    “Most people are not aware that the U.S. Air Force maintained a huge, but secret, bionics program,” he said. “At the time that the term [cyborg] was first used, it was still kept from the general public. Questions were raised among Congressional leaders from the very beginning of the program, and the more I looked into it, the more likely it seemed that it was real. Could a cyborg be built? Could a cyborg be trained to act as a weapon? The answer on both counts was a loud and distinct ‘yes!’ ”


    As to the name, Steve Austin, Caidin invented it in piece-meal fashion. He said he always liked the first name, because it’s “basically a strong, healthy name. But I couldn’t figure out his last name to save my ass, until, one day, I flew the missus and me across the country, back from California. I landed to refuel at an airport in Austin, Texas, and the name was born. It was just one of those great wonderful coincidences,” he relayed.


    While penning Cyborg, Martin Caidin said there were special studies conducted by Congress to investigate the possibilities of attaching an average man to mechanical devices that would catapult him into space — mechanisms that would allow such individuals to adapt to alien atmospheres. The results proved it was more beneficial for a man to be placed in a suit, than to actually mold his physical body.


    In the novel, the author had a character that stayed a man. Modified, physically, to save his life. He was fitted with artificial limbs and an eye to assist with his return to the mainstream of his personal and professional existence as a pilot. It was not Caidin’s intent to create a superhero for the government, “but to improve upon a man scientifically,” he said. “Steve Austin became that man. Our superhero was actually supernormal, which was a very critical element of the story. After Steve’s accident, he was in a completely vulnerable position. He was used to being in control. But it was that vulnerability which kept him on a level playing-field with the rest of us.”


    Like the rest of us, Steve — and Jaime — (from birth) were not endowed with the anatomical advantages of a Captain Marvel or Supergirl. Unlike the rest of us, their acquired abilities, supplied by Dr. Rudy Wells, were superior to those granted, biologically — though not as flexible.


    In the novel, Dr. Wells (played by Martin Balsam in the pilot; Alan Oppenheimer and Martin E. Brooks, respectively, in the series) informs Steve that his mechanical upper limb will never equal the wondrous pliability of its natural counterpart.


    As to the manipulation of the automated appendages, Rudy draws for Steve a stimulating comparison: When a steersman is guiding an aircraft, he and the ramjet, concurrently, are one bionic assemblage. The median point or interface between them is the spot where the flier’s foot eases toward the rudder pedals and his hands are at the command. With Steve and Jaime, these intersections are positioned where the mechanical components are connected to their human halves. The brain cues that previously controlled their limb muscles were magnified electronically and adjusted to employ their automated parts.


    The Six Million Dollar pilot (first broadcast on March 7, 1973) was a fitting adaptation of Caidin’s Steve and Rudy characters, and general concept, but it differed in small, yet significant ways.


    For one thing, Steve’s bionic eye was not the same. In the original story, his visual organ was not endowed with functional viewing. Even Caidin’s illusory scientists were unqualified to conjoin a manufactured instrument to the optic nerve. The eye was a clandestine camera, created to appear genuine, and to develop microfilm.


    Minor alterations to the Cyborg story were necessitated by television’s “ocular platform,” meaning that minimal descriptions work best. Steve’s telescopic, infrared television-vision sanctioned immediate classification, minus the dawdling and narrative requirements demanded by the development of his photographic memory.


    The story of Cyborg’s transmutation from literary to audio/visual form is almost as intricate.


    Martin Caidin was determined to convert his novel into a television movie-of-the-week, and followed the accepted Hollywood rules of thumb (readied an outline, sample script and so forth). He left his home (appropriately located near Cape Kennedy), and headed for the West Coast. He had earlier recycled one book, Marooned, into a successful Hollywood production (the 1969 theatrical film starring Gregory Peck), and had incentive to conclude that Hollywood would be enthusiastic about another of his far out ideas.


    The author marketed his wares to Warner Bros., who failed to garner the interest of the only three big webs in town at the time: ABC, CBS, or NBC. Along came Universal Studios, who convinced ABC to produce Cyborg as a one-shot television film. “Richard Irving, who was vice-president of Universal, flipped over it,” Caidin recalled. “But no one [at the time] was expecting to make a series out of it.” Howard Rodman was hired to write the teleplay, which was ghost-written by a then-unknown Steven Bochco, who went on to create and produce Hill Street Blues, L.A. Law, and the controversial hit, NYPD Blue (Emmy-winners, all).


    Enter Lee Majors. Before SM, and his post-Bionic, popular Fall Guy adventure series (ABC, 1981 to 1986), Lee’s personal and professional plates were already full. Born Harvey Lee Yeary II, on April 23, 1939, in Wyandotte, Michigan, he grew up in Middlesboro, Kentucky. Like his TV counter-part, Lee’s biological father died when he was an infant. By the time he was 3, he lost his biological mother as well, and was adopted (which he didn’t discover until he was 12). As an adult, he arrived in Los Angeles with his mind set on becoming a high school football coach. In Middlesboro, he was a star athlete in high school and a member of the Kentucky All-State Football team. His excellence at the game won him an athletic scholarship to the University of Indiana.


    Shortly after his arrival at Indiana, Lee sustained a serious injury and was kept out of competition for the next three years. He moved closer to home, to Eastern Kentucky State, for his senior year, where he resumed his football training in earnest. That’s where the St. Louis Cardinals spotted him and made an offer.


    All that changed when he became a Hollywood film extra, and his interest in acting increased. Among the auditions that beckoned was a chance to play Heath Barkley, the illegitimate son of Barbara Stanwyck, head of a good-sized Old Western TV family in The Big Valley (ABC, 1965 to 1969). Lee not only won the role, he beat out 400 other aspirants. He had the soft-spoken sound, the good looks, the confident manner and the melancholy eyes needed for the part.


    While performing in Valley, Lee made his (credited) feature film debut in 1968’s minor classic, Will Penny, starring Charlton Heston and Joan Hackett. In 1970, ABC reworked the premise of a tired NBC show, The Virginian, and transformed it into The Men from Shiloh, on which Lee was hired as a regular. After Shiloh survived for only one season, the actor was quickly placed into a new kind of role, Jess Brandon, a lawyer, on ABC’s 1971 to 1974 series, Owen Marshall, Counselor At Law (a cross-over legal cousin to the network’s top medicine man, Marcus Welby, M.D.), where he remained until the Six Million Dollar Man movies achieved series status.


    When he appeared in the first SM film, Majors inherently knew he was making more than just a motion picture for television. When the pilot was broadcast, “It seemed like it would become a regular show, and that felt great,” he intones. “I was excited. I had been in a lot of other shows as a supporting player. Finally, I had the lead, which is every actor’s fantasy, whether they admit that or not.” With the modesty Majors is known for, he adds, “My dream came true.”


    The film attained knockout ratings. “There was an incredible reaction to the show,” said Caidin. “Mail, calls, telegrams, and an avalanche of favorable reviews. The director, Dick Irving, wanted as much reality as possible, and he was a very tough taskmaster.”


    Glen Larson’s abilities as producer have long been synonymous with victory. With some twenty-six multi-season TV series to his name, few can rival his across-the schedule success from the 7:00 PM, Sunday night, youth-and-action shows like The Hardy Boys and Knight Rider, through the sophisticated later night fare of solid hits like Quincy and Magnum P.I.


    He began his career at Universal, where, in one short season, he went from free-lance writer to producer of It Takes a Thief (starring Robert Wagner). Continuing that fast-paced start he went on to develop, create, write and produce the pilots for several successful shows, including McCloud (NBC, 1970 to 1977, starring Dennis Weaver).


    Larson, however, was not around for the initial Six pilot. “That was Richard Irving’s project,” he says. “But [Universal executive] Frank Price believed there was a hit in that concept and asked me to take over the project and see if I could bring a perspective to it that might make it either more commercial or salable.”


    Throwing himself into this new project, Glen retreated to his cabin in the mountains the week of July 4, 1973, brainstormed a number of ideas on his portable typewriter, and returned with a Six pilot script. On the basis of this new material, ABC timidly commissioned two more 90-minute movies that would be screened in the Suspense Movie weekly time-slot the following September. And, in collaboration with Price, he permanently changed the title from Cyborg to The Six Million Dollar Man.


    “Frank actually gave me a page with some thoughts of his, which I combined with mine,” Larson explains, “and that was what spurred the initial couple of movies.” After completing the first 90-minute film-episode, Wine, Women and War, they started discussing a one-hour series. By the time they finished the second movie-episode, The Solid Gold Kidnapping, they already had him working on 60-minute scripts. At that point, Larson lobbied against a third 90-minute movie-episode, and suggested a concentration on the one-hour format. He developed a number of Six stories that were later incorporated into the one-hour versions, such as the island-crashing premise employed in SM’s “Survival of the Fittest.” “We probably put a dozen stories into work,” he explains, “and I think they shot most of them.”


    Meanwhile, Larson’s closing musical theme to SM’s first 90-minute movie-episode, Wine, Women and War, was snappy, very I-Spy, and sung by Dusty Springfield. “We received a lot of mail on that,” he says, “which was kind of a neat thing.”


    Larson (who went on to guide Lee Majors in The Fall Guy) believes pilot films or episodes that kick off a series should have flashy, ear-catching opening credits, with a “movie feel” and other larger scale attributes. “That was pretty much my perspective on it,” he says. “I didn’t take the same approach to the one-hours we drafted. Basically, on one-hour series, you have to be careful not to try to have someone save the world every week, like you’d see in a James Bond movie.”


    Yet he, in accordance with instructions from ABC, wanted the first few Six 90-minute movie episodes to have a look that warranted their extra screen time. “You have to remember the era in which we made them,” he says. “We were not that far from the James Bond heyday. Trying to do that on television was never a very practical thing because you’d be competing with the James Bond world. But to have the type of toys and tools that Steve Austin had, you could capture some of that audience. In fact, the chief adversary in Wine, Women and War was sort of a Bondian bad guy.”


    Larson was more comfortable with longer forms of programming, like Quincy and McCloud, both of which initially aired as two-hour segments. “I was a little spoiled by that,” he admits. “I did, however, do a number of Six stories that were used in the one-hour format. But we got into bickering wars into how much they were going to cost. In retrospect, I might have been wiser to stay with it a little longer. But I accomplished what I set out to do.”


    Larson’s two commissioned Million Dollar telefilms, however, failed to do stronger or better in the ratings. They were screened, and the results were atomic, as in “bombs.” The reasons why were plenty.


    Though ABC specifically requested the continued escapades of Steve Austin to be braided with the accouterments of a James Bond film (tons of innuendo, beautiful women; all very Sean-Connery-like), there was a problem: Martin Caidin’s bionic hero would never have referred to himself as Austin, Steve Austin. As such, the early proto-type of The Six Million Dollar Man malfunctioned. The Six mix was shaken and too stirred. Caidin was rattled.


    The author may have diligently offered his support as technical consultant for these initial Austin assignments, but he became extremely dissatisfied with the show’s direction. He refused to be associated with the project that he so passionately brought to life. “I wanted my name off the credits,” he relayed. “Creatively, they were grasping at straws. I was embarrassed.” Not one to mince words, Caidin blasted, “They didn’t need that Bond shit. Those first few shows were pure crap. They were ridiculous from a technical standpoint, and had nothing to do with reality. Larson is a very successful producer, but we didn’t get along. When he turned it into James Bond, I raised holy hell with Dick Irving. I said, ‘Dick, you’re gonna kill the damn thing. We’ve got a great thing going here and you’re gonna blow it completely with this bullshit!’ ”


    Glen Larson professes not to remember Caidin’s name-erase request. But he does recall Caidin’s larger-than-life persona. “Martin was an off-the-wall character,” he says. “He came in from Florida and was sort of a CIA groupie. He sat down one day and told me 12 ways to kill someone without anyone ever finding out it was a murder. He was a fascinating character who was down the hall from me during this thing.”


    According to Larson, Caidin was a little too attached to his prose. “He was a bigger-than-life person, but he didn’t know television very well,” he says. “A number of authors will sometimes cling to those words and not realize that they have to be translated in a way that you could do it week-to-week or whatever. It happens. He had consultation rights, but we weren’t buying scripts from him because that was not his venue. He was very inventive, however. To this day, I’m very thankful for some of those killing techniques because they served me well in my stories.”


    Adding fuel to the fire, ABC programmed the Six films to run on Saturday nights, opposite The Mary Tyler Moore Show on CBS, and other of the eye network’s 1970s comedy blockbusters (The Bob Newhart Show, The Carol Burnett Show). The cybernetic wind had been knocked out of Caidin’s bionic vision.


    When SM did become a weekly, 60-minute series, Larson left due to time management, or lack thereof, and agreed to hand over producing chores to Harve Bennett who, he says, “brought a very pragmatic approach” to the show. Looking back on his departure, he has only one lamentation: financial compensation. “I never once asked for participation,” he says, “which I probably would have been entitled to based on my development of it. That’s my only regret. Those were tough episodes to produce, and I always thought that Harve, and in time, Ken Johnson, did a really good job.”


    While Harve Bennett, like Glen Larson, had nothing to do with the creation of the original 90-minute SM pilot, the prolific producer (who would go on to restructure, albeit, rescue, the Star Trek film series after the disappointing virgin flight of 1979’s Star Trek: The Motion Picture) was intrinsically involved with Million’s metamorphosis into weekly series form. Also, like Larson, his ties to the entertainment industry are solid.


    Born and raised in Chicago, the young Harve Bennett Fischman appeared 212 times (a record number) on the network radio show, Quiz Kids. He graduated from UCLA’s Theatre Arts Department with a major in motion pictures (he’s currently the President of the Film Alumni Group) and tried, he says, to become a director and a maker of documentaries, “in that order.”


    Neither position materialized. After Army service in Korea, he ventured to New York and joined CBS, soon becoming their youngest producer, specializing in variety shows and remote specials, including the Miss America Pageant and the Pillsbury Bake-Off. Following a stint as Johnny Carson’s first talk show producer, he joined ABC in 1962 as a Director of Program Development, rising to become Vice-President in Charge of Programming.


    After helping to develop The Fugitive, Peyton Place, Batman, Bewitched and The Mod Squad (among others), Bennett left the alphabet network to become Squad’s producer/writer for Danny Thomas-Aaron Spelling Productions. During three of Mod’s five years (1968 to 1973), he was twice nominated by the Writers Guild of America (for best hour script), while the hip-cop drama received seven Emmy nominations.


    In 1971, he began a seven-year association with Universal that resulted in a string of TV network successes, including The Six Million Dollar Man and The Bionic Woman. He later developed and produced The Invisible Man, Gemini Man (both NBC) Rich Man, Poor Man — the first mini-series (ABC), fifteen Movies-of-the Week (ABC), and the three-hour special, Guilty or Innocent: The Sam Sheppard Story (NBC). His early presence at Universal was on a long-term contract, based upon his success with ABC’s Mod Squad.


    He became a well-known commodity to studio executives, particularly Sidney Scheinberg, who was then-head of Universal TV development. (Frank Price would succeed Scheinberg, first, as Director of Development and later, Vice-President in charge of programming for the West Coast.)


    Bennett says he evolved into the only person at ABC who knew what the terms “frame” and “splice” meant, and who had “some general knowledge of how to actually make a film.” He became renowned as the “person who could tackle almost anything.”


    As Squad’s third season arrived, the man also became exhausted. After writing nearly the entire show, he gave Spelling his notice. Recovering from Bronchial Pneumonia, Bennett had “coughed” his way through his last episode. He next arrived at Universal with a no-series clause. Around the same time, ABC’s Movie-of-the-Week entries were enjoying a strong success in the ratings. From a fiscal standpoint, they were yet to register well with the studio, not as much as a series did.


    The Six Million Dollar Man leapt out from the pack. The Glen Larson monthly secret-agent-type episodes were aired and, aside from the integrity behind them, they failed to work. Frank Price at Universal wondered what would, and to the surprise of all those involved, ABC decided to give the show a second chance. A distress signal was issued. Despite Bennett’s strict no-series clause with Universal, he answered the call.


    Could he resolve Austin’s bound Bondism?


    Frank Price asked Bennett to watch the pilot and see what he could do. The most poignant scene in The Six Million Dollar Man pilot, Bennett told Price, was when Austin, in a red khaki shirt, walks back to Edwards Air Force Base (with a matchstick in his mouth) to meditate before he takes that destined flight which, unknowing to him, would nearly cost him his life. That’s the image Bennett envisioned.


    A Six Million Dollar Man weekly series suddenly became one of the almost anythings he could tackle. He screened the Six pilot, and its two monthly sequels, and conferred with Price, telling him, “The original movie is awfully interesting.” Bennett was “turned-on by the writing,” unaware that his good friend Steven Bochco was involved.


    “We were kind of contemporaries,” Bennett says of Bochco. “He told me he was doing a rewrite, but he never quite explained what it was. He was doing a lot of shadow rewriting at the time. Howard Rodman was no slouch, either. I just don’t think this was his kind of material. He didn’t tune into the playful side of Steve Austin.”


    “With all due respect to Glen Larson,” Bennett adds, “who was and remains, without question, a very successful television producer, you cannot take Lee Majors and put him into tuxedo shirts. It just doesn’t work. Lee is Gary Cooper, the good ol’ American Cowboy. He’s [like] James Dean and Paul Newman, The American Myth, No. 16. Lee Majors is not James Bond.”


    If Roger Moore wasn’t an appropriate model, John Wayne was. “We returned Lee to that monosyllabic, shy-with-the-ladies, aw-shucks kind of hero,” he concludes. “That, to me, is what made it work. He was a modest, kind of Western man amidst all of this technology, which he used well. I’ve worked with the military on films, and I admire military people who keep their cool when worlds collide around them. Lee portrayed that wonderfully.”


    Though not responsible for discovering Lee Majors, Harve Bennett was in the room representing ABC, as the network’s Director of Development when, at the eleventh hour, the blond and blue-eyed actor was cast as Heath Barkley in The Big Valley. “Knocked out” by Lee’s screen test, he had to call New York, which housed ABC’s central office. “In those days,” he says, “you didn’t make decisions in the West Coast office, without contacting the East Coast, even if you were the Director of Development.”


    Bennett eventually spoke with Tom Moore, then-President of ABC. “Tom,” he presented, “I’ve found Heath, and he’s terrific.”


    “Yeah?” Moore questioned. “What does he look like?”


    “Elvis Presley,” Bennett replied.


    “That’s good enough for me,” Moore concluded. “Sign him up.”


    Years later, The Six Million Dollar Man ran into the picture. Once again, Bennett found himself studying the actor whom he instinctively felt possessed star quality. “Lee Majors was the secret ingredient in The Big Valley,” he says. “Whatever success that show had, was the chemistry that was built around his kind of lost boy character.” He believed the same quality that Majors brought to Heath Barkley could supplant a Bionic James Bond, and transfer to the “real” Six Million Dollar Man.


    Yet there wasn’t much time. The weekly version of Six Million was slated to air January 18, 1974. It was already November. Frank Price needed an answer to a very important question: Could he, in a very short period of network (prime) time, reconstruct The Six Million Dollar Man, create a Bionic rebel with a cause, and institute a success for ABC? The only reassembled vision that Bennett saw feasible, and not nearly as positive, was one of recontracting Bronchial Pneumonia. “You have to be out of your mind,” he squealed to Price.


    The Universal executive did not yield, and instead sweetened the pie. “If you can make The Six Million Dollar Man a hit,” Price promised, “the brass ring will be yours.”


    “I remember him saying precisely those words,” Bennett says, “because later on, I sued for my brass ring when the show was $162 million dollars into profit, and there were claims of no net return.”


    The issue was settled out of court, and Bennett is not allowed to discuss the details but, because of the settlement, he has a house and a tennis court. He also has no bitterness about it. “But at the time,” he says, “it was a traumatic experience. I would never enter a lawsuit again. Under the circumstances, and because of all of the extraordinarily hard work that I invested into The Six Million Dollar Man, it was ethically necessary for me to pursue what was rightfully mine.”


    Beyond the ensuing legal battles, his self-stated no-series clause, and shades of Bronchial Pneumonia, The Six Million Dollar Man held a great appeal for Bennett, who claims he’s “really not a sci-fi person.” “It spoke to a certain side of me,” he clarifies. “What binds me together is my love for heroes, which I think comes from being a child of World War II, when heroes on the screen, in the field and in the White House were gigantic. The American Hero was preeminent, and I’ve never lost that idealism. So for me, Steve Austin was a unique kind of hero, with a marvelous twist of science fiction. But he was first and foremost a human being.”


    After all was said and not done, and Bennett was approached about remodeling The Six Million Dollar Man, he ultimately agreed to offer his services. “I could hardly refuse,” he says. “It was an irresistible challenge.” The remade Man, in weekly formation, debuted on schedule in January 1974 as a Friday night action show and immediately rocketed into the top ten. Even previously despondent Martin Caidin breathed a sigh of relief, and requested that his name be returned to the screen crawl. “Harve Bennett did a fabulous job with the show,” Caidin said. “He brought it back down to Earth, into the realm of believability.”


    Actor Monte Markham had known Bennett from guest work on The Mod Squad, and would go on to play The Seven Million Dollar Man in two Six episodes. As he recalls, Bennett’s Man maneuvers became legendary in and around Hollywood.


    When he did Six, it garnered such high ratings, that Markham says, “Every producer in town took Harve’s name in vain.” Apparently, each time a producer pitched an idea, they would hear, “Harve Bennett did it in eight weeks. Why can’t you?”


    It was Monte Markham who was first tagged by Martin Caidin (who did not know Lee Majors at the time), to play the lead in the Million Dollar pilot. Caidin was with Richard Irving, then-vice-president of Universal, who was casting the Austin role. When asked for his opinion, Caidin recommended Markham, who he thought, “would have been outstanding in the role.” From his perspective, Markham was “always one of the better actors in the business.”


    The writer first saw the actor in the 1971 TV-remake of Death Takes a Holiday, based on the 1934 theatrical film with Fredric March. “It one of the finest things he ever did,” Caidin said of Markham. “His performance was incredible.”


    In 1973, Monte was The New Perry Mason on CBS, right about the time Caidin had him in mind for the Six Million Dollar pilot. When SM began filming, the actor was unavailable. “We had no mutual friends,” Markham explains of his miscommunication with Caidin. “But he had known my brother, Jess [a pilot, like Caidin], who flew Air-America [a CIA airline] in Laos and Vietnam for eight years. He did a lot of black bag jobs. At some point, they started to talk about Cyborg.” It was then that Martin told Jess that he had Monte in mind for Steve.


    “Lee Majors is a very laid back kind of guy,” the actor assesses. “His whole demeanor and style is very gentle. I’m much more intense. I would have needed different types of storylines. I don’t know if I would have made a good Six Million Dollar Man. I would have taken the show in another direction.”


    Glen Larson agrees with Markham, whom the producer employed in a number of projects. “I like Monte,” he says, “but Monte Markham’s a little cold. When I came on board, Lee was pretty much a fait accompli. I doubt if anybody else was ever considered. Lee and Frank Price were friends. They mixed socially. The property came to me with Lee included, and I certainly had no problem with that.”


    ABC, on the other hand, took it to Majors, and eventually, Harve Bennett.


    The network also had a side agenda in bringing SM to the screen:


    Adam’s Rib (with Ken Howard and Blythe Danner, based upon the 1949 Spencer Tracy/Katharine Hepburn film of the same name) and Room 222 (which, along with The Courtship of Eddie’s Father, was one of TV’s first dramedies), were on the demise. The network was frantic for a fresh Friday night schedule. Coupled with shows like Happy Days and Kung Fu, The Six Million Dollar Man catapulted ABC into a ratings bonanza for the first time in its history.


    “I really sensed we had succeeded,” says Bennett, “when my five-year-old son, Christopher, began running around the house saying things like ‘We have a blowout in the No. 3 damper’ and calling himself ‘The Six Dollar Man.’ To Christopher, six dollars was a lot of money.”


    The once vulnerable, detached Steve Austin had become invincible.
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  What transpired on May 10, 1967 was no work of fiction. On that day, NASA test pilot Bruce Peterson lost control of his experimental M2-F2 aircraft, resulting in a devastating crash and gruesome injuries. Six years later, Lee Majors would relive Peterson’s nightmare in the Six Million Dollar Man pilot film.
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      Cyborg creator and sci-fi novel icon Martin Caidin was a straight-shooting character himself, who told it like it was. Bottom right: The 1974 paperback edition of Caidin’s Cyborg novel — the first to feature Lee Majors’ likeness.

    

  


  
    
      [image: Image4]

      Lee Majors, shown here from his pre-SM days as a regular on TV’s The Big Valley, was the perfect choice to play all-American hero Steve Austin.
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      Austin. Steve Austin. ABC had insisted Steve Austin be a James Bond-like character for SM’s second and third movies. Thankfully, this characterization wasn’t well-received and Lee Majors was then able to make the role his own.
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      Lee Majors, as Steve Austin, in two publicity shots for the SM pilot. Bottom right: SM series producer Harve Bennett.
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      The chemistry between Steve and Jaime was evident right from the start. Viewers truly believed that Steve Austin had found his true love.

    

  


  
    Chapter 2:


    Sparks




    “The Bionic Woman was obviously the thing God sent to me to do, to toughen me up, to help me develop as a human being.”


    Lindsay Wagner




    ABC was content with The Six Million Dollar Man’s performance in the ratings. That is, until the 1974-75 season kicked off. NBC’s Chico and the Man was hammering Six in the Nielsen’s. For the first time in TV history, ABC suspended its Friday night lineup and substituted old movies until the schedule could be reworked. “We were close to being canceled,” says SM/BW producer Lionel Siegel. “But the power of Universal and ABC’s lack of enthusiasm for their new pilots granted us a reprieve. New story editors were hired, more promotion in the markets was scheduled and bigger budgets were allotted for guest stars.”


    Yet toward the end of the show’s second season the web wanted more flies for the spider. Six, now airing on Sunday nights, was okay for kids to watch, but the network and the studio wanted more adults to tune in. As Lee Majors recalls, “I was tired of only looking at hardware on the show. It was time for Steve to fall in love, and I was the one who suggested to have him find the love of his life.”


    In steps a very young Kenneth Johnson, then known to Hollywood as a producer and director of the extremely popular Mike Douglas TV talk show. A prolific writer, director, and actor as well, Johnson became responsible for a wealth of sci-fi TV and screen product, including The Incredible Hulk (creator/executive producer) and V (the original four-hour mini-series and subsequent six-hour mini-series). He also directed the last four Alien Nation TV-films: Millennium (1996; which he wrote and executive produced), Body and Soul (1995; executive produced), Dark Horizon (1994), and Alien Nation (1989; also wrote).


    Johnson’s inspiration for going into the entertainment industry, specifically sci-fi entertainment, was the famous radio broadcast of War of the Worlds, which he heard while he was in junior high school. Playing the lead (as Scrooge) in A Christmas Carol in tenth grade also led him to pursue a career in the entertainment industry. Upon entering Bionic-time, he was encouraged by producer Steven Bochco to try his hand at writing. Soon after, Bochco introduced him to their mutual friend Harve Bennett, who was searching for a way to give Six Million a bionic boost. “The Six Million Dollar Man was sort of flagging,” Johnson says. “They were desperate for new scripts.” From there, “Harve and I hit it off,” he says, “and I suggested we do The Bride of Frankenstein.”


    Come again?


    “You have this male cyborg,” Johnson told those in power. “Shouldn’t the logical extension of that concept be a female counterpart?”


    Bennett was quite taken with the idea, as was Frank Price, and Johnson was assigned to write the script, which he completed within one week’s time. The plot had Steve relinking with Jaime Sommers, his hometown love, and we came to understand more about Steve’s background and his relationships, previous to his joining the Air Force and eventual bionic reconstruction. Johnson delivered the script, and was told, “This is a good story, but it’s too dense. It has too much story. Go home, take another week, and make it a two-parter.”


    Though the revised, divided version took a trifle longer than an additional seven days, Johnson completed the new script in advance of schedule. He found that considerable more detail was required for more intricacies:


    Jaime had not been a part of Steve’s life during the first two seasons of the show. They had to have known each before that period. The two had been high-school sweethearts long before Steve’s career in the Air Force, his accident and climb back to physical and mental health. His life was now somewhat together. The time was right for love. The time was right for Jaime to come back into his world.


    Her name, meanwhile, was plucked from the real-life experiences of Ken Johnson. “A year or so before I wrote The Bionic Woman script,” he explains, “I was involved in staging the killer whale shows for Sea World in their San Diego and Ohio parks, and I also put together a water ski extravaganza called The Roaring Twenties Water Frolics. One of the skiers was named Jaime Sommers, and I thought, Wow. What a great name. So when I was sitting down to write The Bionic Woman, it popped into my head and I said, Oh yeah, perfect name. Nice soft feel. Summery. Kind of a warmth to it. So that’s where it came from.”


    Once a vital pair, Steve and Jaime gingerly reunited. By the end of the first segment, they were intensely in love once more, and a mechanical marriage was in the making. Perspicacious watchers may have surmised an approaching calamity.


    Certainly, Steve, the ex-astronaut-turned-special-agent-for-the-OSI, could never marry. Such men are not destined for family affairs. Jaime, the small-town girl whose athletic prowess catapulted her to fame, could never find time to have children. The two would have to break apart. Their union was too complete. Too picturesque. Too unreal. Consequently, the continental duo ventured out on an inevitable, life-changing, skydiving excursion near the end of “The Bionic Woman, Part I.”


    Jaime plunged downward. Steve discovered her crushed frame. She was still alive. He frantically did what no one else would have been in a position to do. He implicitly bribed Oscar Goldman into remaking her. He refused to lose forever the love of which he was once deprived. Jaime must be rebuilt, he demanded. Whatever the price. [Although no exact figure was ever given, when Jaime later asks Oscar if she cost as much as Steve in the SM segment, “Welcome Home, Jaime, Part I,” Oscar grins and says, “Oh, not quite six million. After all, your parts are smaller.”]


    “The Bionic Woman, Part II,” was a grave tale of Jaime’s various surgeries on the chancy, new portions of her body. Previously concocted as a positive move to save her life, her bionic reconstruction was only beginning to prolong the nightmare. Her physical form was rejecting her automated additions. She was losing command of her body, and she wasn’t telling Steve or Rudy Wells.


    At first, everything seemed okay. Jaime ran at regularly Bionic incredible speeds, just like Steve, and her new arm was nuclear by nature. The hearing she had lost in her right ear had been significantly expanded.


    Also, like Steve, she experienced moments of intense self-doubt. She was at once alarmed at — and fascinated by — her newly-acquired skills. With a wedding looming on the horizon, she coyly kept her malfunctions a secret. In the end, Jaime was forced to reveal the truth. Incredibly, the situation got worse. A blood clot was developing in her brain. Nothing could save her.


    Any kind of peace she would find with her new life, however, would not transpire until after Jaime experienced much emotional and physical trauma, due to her accident, subsequent reconstruction, and death. Steve lost her again, after finding her years after they first fell in love. When she died, as far as he was concerned, his life had ended as well.


    Meanwhile, the viewers were ready to kill.


    The rebuttal to Jaime’s death, more specifically, Lindsay Wagner’s absence, was overpowering. Universal and ABC received thousands of letters, commending Jaime’s episodes, but declaring fury at her demise.


    As Ken Johnson recalls, “Everyone loved Jaime. Harve [Bennett] even received a letter of outrage from the department head of psychology at Boston University,” which read, in part, “How dare you create such a brilliant archetype for women to admire and pattern themselves after and then so brutally kill her!”


    “The public reacted to Lindsay and took her to their bosom, period,” affirmed Martin Caidin. “The emotional link between she and the viewers was astounding. Even I was getting hell for her death. People were taking it personally, as though Jaime was a real person. They wanted her back. They weren’t willing to settle for anyone else in the role. They wanted Jaime and Lindsay. As far as the viewers were concerned, Lindsay Wagner became a part of their family.”


    Daughter Wagner, however, was estranged from her parent company. Universal contacted their acting offspring for more Woman adventures, and found she no longer was under contract. Yet there was clearly a remunerative trade out there for more Jaime Sommers tales. A family reunion (the first of many to follow) not only had to be planned, it became a necessity. ABC ordered Universal to bring back their super female. The studio wanted to conciliate the network’s desire, but they were at a standstill. Atomic-powered or not, Jaime Sommers was no more. She was not merely departed. She ceased to exist. She was no longer around. She was out of there. Dead. What was next? The Bionic Angel? A second coming?


    A resurrection of sorts did occur.


    The first two-part Woman segment was rerun on August 31 and September 7, 1975. The second episode ended. An announcer said that she would appear again the following week. The Six Million Dollar Man’s third season began with another two-part episode, “The Return of the Bionic Woman.” Jaime was indeed back, along with Ken Johnson, who “always thought it was kind of strange that Jaime died of a cerebral brain hemorrhage in the midst of the most advanced medical facility in the United States.”


    Yet when Johnson initially completed the first Woman two-parter, that’s not what happened. He very carefully kept Jaime alive, but in a cryogenic coma or deep-freeze. A select group of network executives told him to “kill her off.” “We don’t want a lot of bionic people lying around,” they said. They sought to do an allegory like Love Story (1970), in which the central character (played by Ryan O’Neal) loses the one true love of his life (Ali McGraw).


    “Guys,” he replied, “this is a big mistake. Jaime is a great character. You may want to bring her back. So I don’t think you should kill her off.”


    No matter. The writer was repeatedly instructed otherwise. “No, no, no,” said the suits. “We want her dead, dead, dead.”


    When Jaime became a hit, they of course sang a different tune. Johnson heard things like, “Hey, whose idea was it to kill her off, anyway?” Bemused, it took Johnson less than two weeks to actualize Jaime’s restoration, with a return to what he reports was his original idea of cryogenics.


    In 1986, Martin Caidin gave Starlog magazine this detailed account of Jaime’s resurrection: “For two years, these guys [Universal] paid me $1,000.00 a week as a consultant, and for two years, no one asked me a single question. Then, they ran a two-part episode with the Bionic Woman and killed her off at the end. Universal got more than 200,000 letters and phone calls demanding they bring her back. My phone rang at 2 a.m., and they said, You’re on a speaker phone. We’re taping this call. There are six writers listening. We’re starting production in a few hours on The Return of the Bionic Woman. How do we revive her? We need an absolutely justifiable, acceptable, scientific-medical method. I worked out a way to keep her alive through cryogenics — putting her on ice.”


    Johnson’s response? “Never in my life have I had a conversation with Mr. Caidin. Since I was executive producer of Six at the time, and the one who wrote it, I should know. It all came out of my little pea brain. Nobody else gave me the idea. It was my idea from the beginning.”


    One-time SM/BW writer/producer Jim Parriott is a tad less diplomatic. “I think Caidin’s full of crap,” he says. “Not from personal knowledge of the incident, but from him saying that the writers were a few hours away from shooting the episode. These things are written and planned weeks ahead of production. Maybe Harve was flattering Caidin with a courtesy call, looking for confirmation of the idea — but I’m sure the cryogenics angle was already in the script.”


    By the time of Woman’s re-liberation, Universal retained Caidin as a consultant, and Harve Bennett requested Johnson’s presence as producer of The Six Million Dollar Man, something he “really didn’t want to do.” “Producing was a pain in the ass,” he told Bennett. “Just let me write and direct episodes, and I’ll be a much happier guy.”


    Bennett convinced Johnson that it was the producer who ultimately shaped the medium of television, the one who controls a project from beginning to end, and hires the writer and the director; all of which meant Johnson could have hired himself in the capacity of his choosing. He did just that and, as he says, “They had their man.”


    After all the commotion, Jaime was no longer done-in. Miraculously, she was back, breathing again, played by Lindsay Wagner, and a hit once more with the watchers.


    In SM’s “The Return of the Bionic Woman,” Rudy’s aide, the youthful Dr. Michael Marchetti (played by Richard Lenz) had, on circumspection, positioned Jaime in cryogenic freeze just prior to her allegedly final heartbeat.


    In a suspended state, Jaime’s form did not decompose. Apparently, she was dead, but her biological functions had not yet failed entirely. During which time, Rudy and his team labored non-stop to create enhanced cybernetic components; to concoct a procedure of brain surgery that would be accomplished the moment that Jaime began to decongeal.


    The vivisection maneuvers were seemingly triumphant. Jaime’s heart was reinitiated with electrical currents, as when cardiac confinement takes place during real-life surgeries. She stayed unconscious for a lengthy interval, while the picture was somewhat more focused for Steve, who was initially not told the whole truth of Jaime’s death and subsequent second chance.


    Austin’s heart and emotional stability needed protection, and Oscar and Rudy knew it. For even though Jaime was indeed not gone, her memory of cybernetic love was dead and buried.


    She could not recall the time-well-spent with her bionic soul mate. What’s more, she was falling hard for Dr. Marchetti, the man who literally gave her a new life.


    All the while, Steve still loved Jaime.


    Yet any minor recollection of Steve would cause her pain. He had to stand back and watch her love for Dr. Marchetti grow. Her very life depended on Steve’s absence. Through it all, Michael was torn as well. He was the interloper, and he knew it. He also knew the intensity level of love that Jaime and Steve had once shared. Where there’s a spark, there’s fire. She may not have recalled her life with Steve, but Jaime took to him immediately, the second time around. Her heart belonged to Michael, but it also understood how, at one time, she was in love with Steve. She let him help her regain bionic agility. With his assistance and new familiarity, she asserted herself, and sanctioned this current, though different, proposal.


    On the other side of the camera, in order for Lindsay Wagner to reprise her Bionic role in this second two-part segment, she had to reestablish her relationship with Universal. The studio had unknowingly not renewed their option after Jaime’s debut, the season before. The frenzy of her reacquisition became a melodrama. Studio heads traded empty glances. Lindsay Wagner was now gone.


    “What about Stefanie Powers [The Girl from U.N.C.L.E.] or maybe Sally Field [The Girl with Something Extra]?” someone stammered. ABC, then ruled with a vengeance by a brilliant young programmer named Fred Silverman, said “No way. It’s Lindsay Wagner or nothing.”


    Martin Caidin agreed. “I’m sure Stefanie Powers, Sally Field, or whomever else the studio had in mind for the role would have done a very acceptable job as The Bionic Woman,” he said. “They just would never have brought to the role what Lindsay did. And everyone inherently knew that. All the wheeling and dealing that was going on to get her back after she left the studio [twice], was just wasted energy. All anyone had to do, who ever saw Lindsay act in anything, was sign her up immediately for whatever part they had mind. And never let her go.”


    The chore of baiting Lindsay into returning for two more follow-up episodes was assigned to Monique James, the studio vice-president who had been Lindsay’s supporter during her previous tenure with Universal. She connected with Lindsay’s new manager, Ron Samuels, an eclectic negotiator who, ironically, was married to TV’s other super female, Wonder Woman’s Lynda Carter.


    James relayed to Samuels that Universal needed Wagner for an additional two episodes. They offered a hefty dollar sum, and the agreement would cover the one performance they required. Samuels conferred with Lindsay, who declined. Universal came back with a stronger offer. He agreed, granting his client an exuberant salary for a mere 21 days of work.


    As Samuels told TV Guide in 1976, “I felt the studio had treated [Lindsay] shabbily, and I quoted an impossible figure to turn them off. As far as I was concerned, Lindsay had put television behind her and I was concentrating on movie deals.” He was “shocked” when Monique tracked him down a few days later, and told him, via the telephone: “Okay. Lindsay gets her $25,000 for the two segments.” For most of her career, TV Guide noted, that was more than Lindsay had made in two years. The fee was too tempting to resist.


    After filming Second Wind in Canada, Lindsay returned to Universal to make the second Million Dollar Man double-header. “The Return of the Bionic Woman, Parts I and II” became a reality.


    Upon completing her finite treaty that included only those two episodes, Lindsay left the studio a second time, and went on to hold conversation with Samuels regarding potential theatrical film roles. September 14, 1975 arrived. The Six Million Dollar Man, with the first of another two-part Bionic Woman segment, was pitted against The Cher Show on CBS, and NBC’s The Family Holvak, a Walton’s-like family drama starring Glenn Ford.


    That climactic evening, the Lindsay/Jaime return that the fans demanded, toppled the competition. That segment, coupled with its second part the subsequent Sunday, propelled The Six Million Dollar Man into the dynamic Top Ten.


    The Bionic Woman, in a series of her own, was a sure thing to come. It was Fred Silverman who suggested to Harve Bennett the concept of a regular Jaime Sommers series. Years free of Bronchial Pneumonia, et al, Bennett was delighted.


    Once again, however, there were obstacles. First, Lindsay Wagner was receiving rave reviews for her work in big-screen movies like Two People and The Paper Chase (both released in 1973). She wanted to continue her film work. Secondly, Universal had not picked up her option.


    Again.


    During a very negative experience of deja’vu, the team in Bennett’s office began to clatter off their list of different accessible thespians. Once more, “Get me Lindsay Wagner,” was the battle cry for ratings. Lindsay surmised that Universal would merely duplicate her previous agreement. She did not yet know what Wonder Manager (a.k.a. Ron Samuels) had in mind. He demanded a multi-thousand-dollar annual salary, over a five-year-period, that would include a yearly TV-movie option, and a percentage of all Bionic Woman memorabilia.


    There was an additional issue: Universal had requested ABC to star Lindsay in a pre-Bionic series, when she was somewhat more financially obtainable. The network, in their infinite non-wisdom, decided that she was not adequately established with the TV audience.


    The offer was declined, which didn’t matter to Lindsay. “The Bionic Woman came into my life strictly as a business decision,” she explains. “I didn’t see any real value in it, admittedly, in the beginning. When I left the studio, the character kind of took on a life of her own. The public responded and wanted her so. All I wanted to do was act in films.”


    Lindsay says she initially began to act “as a form of therapy,” when she was very young. “It began to help me understand how important it is to express one’s true feelings to another human being,” she says. “I couldn’t do that as Lindsay, but I could do it as a fictional character.”


    She never envisioned acting as her professional career, especially on television. “I hardly even watched it, for one thing,” she reveals. “And I certainly wasn’t interested in science fiction. I was more interested in reality-based material. I did the first [Six Million] episodes only out of a business obligation to the studio.”


    The actress had no concept of The Bionic Woman as a separate series, and the decision to play Jaime on a regular basis became “the most difficult time” in her entire career. “First of all,” she explains, “it was tough work. And secondly, I was young. I didn’t know how to deal with the tough part. So it became this relentless three-year vigil, but I didn’t have the kind of stamina then, that I do now.”


    While filming The Bionic Woman, Lindsay was engaged in various efforts of self-healing, including her involvement with the Church of Religious Science, and her work with under-privileged schools, which were incapable of providing extracurricular activities. She was volunteering her time with children, doing drama exercises and, as she says, “kind of passing along the knowledge that was given to me.” She felt torn as an actress, and that the entertainment industry was self-serving.


    In her prayers, every day, she would ask for a way to work with children, to do something that she would enjoy, that would be worthwhile to her fellow human beings. All of which eventually equaled her original objective, which was to act. Not for the money. Not for the applause, but because it presented a way for her to communicate.


    “That began to work for me,” she says. “I had the ability to make choices as an actress and other people had noticed that, which was a real source of joy.”


    When Lindsay was continually approached to play The Bionic Woman, she was bewildered. “Don’t you get it?” she would tell the big wigs. “I just don’t want to do the show. It’s not the type of thing with which I want to be associated.”


    A close friend of hers wondered why, and thought Lindsay was “missing the point.” Jaime Sommers was the exact answer to her prayers. “If you play her,” the friend told Lindsay, “you’ll be able to communicate with the children of the world, make a living, and act.”


    “Yes, I know,” Lindsay mused, “but running 60-miles an hour and jumping off buildings is not what I had in mind.”


    “I know your feelings about science fiction,” the friend pressed, “that it’s usually presented in a way that doesn’t mean anything. But so is a lot of drama. But now, you can make this mean something, because of the way you think.”


    Lindsay analyzed her chum’s perceptive words. “This would be perfect for me,” she remembers telling herself. “First of all, it isn’t totally science fiction. Jaime is, in fact, a human being, who ends up with super-human powers.” Like Jaime, Lindsay was struggling to maintain her identity. Jaime’s experiences were very much metaphors for Lindsay’s personal and professional life.


    In the end, both Lindsay and Universal conceded, and The Bionic Woman and The Six Million Dollar Man became separate weekly items on ABC, with Lindsay and Lee Majors crossing over as guest stars on one another’s shows (as they do today with Buffy the Vampire Slayer and Angel, or as with Hercules and Xena).


    Why didn’t Jaime appear, simultaneously, with Steve on SM, as maybe Batgirl (played by Yvonne Craig) did on Adam West’s classic Batman series? When it came to realism and character development, Austin was a different hero than Batman, says Harve Bennett, who worked on the 1960s TV version of the caped crusader (before Bruce Wayne’s big-screen Dark-Knight persona, with Tim Burton directing Michael Keaton).


    It was also extremely profitable for both ABC and Universal to have two different bionic shows. Bennett says The American Cowboy (Steve Austin) could not have a steady girl (Jaime Sommers), and then “plop into bed with some other love every week, like Captain Kirk did on Star Trek.”


    There had to be a compromise. Steve and Jaime’s mutual love had to remain only slightly ignited, just enough to keep them involved with each other, just enough not to become too much involved with other people. “If not,” Bennett says, “we would have lost our audience.”


    Ken Johnson feels it was important that Jaime had suffered just enough brain damage, that there would be no romantic link to Steve. Otherwise, there would be the big question of why she did not play a more prominent role on SM, and then later, vice versa.


    “When I created Jaime I wanted to connect her to Steve as much as possible,” he says, “so that it wouldn’t be a whirlwind romance where they saw each other for the first time but rather a revisitation of an old relationship. So it seemed natural to couch it in terms of home and family. It also gave her an ongoing connection to Steve when we spun off the show into a separate series. It kept Steve alive in her life even when he wasn’t appearing in the BW episodes.”


    With particular regard to Six, he says Jaime’s memory loss allowed Lee to play with a wider range of emotions because, even though Jaime forgot, Steve did not. “I loved that pathos,” Johnson relays. “Bringing her back to life actually worked to my advantage. In the process of being revived, she had lost her memory of her love for Steve. You felt sympathy for Steve ever after because of his unrequited love for her. It also gave the characters an opportunity to strike sparks and start over again.”


    Steve and Jaime remained disengaged until Return of The Six Million Dollar Man and The Bionic Woman reunion film in 1987 (on NBC), and its sequel, Bionic Showdown in 1989 (also NBC), when — to the content of fans everywhere, there was a bionic proposal. Finally, in 1994’s Bionic Ever After? (this time on CBS), they became cybernetically hitched, sealing the eternal spring of their appeal.
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