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1. Transcript 

1.1. Session One (September 30, 2005) 

COLLINGS 

Well, good afternoon, Mr. Caesar. 

CAESAR 

Good afternoon. 

COLLINGS 

Great pleasure to meet you. 

CAESAR 

My pleasure. 

COLLINGS 

Just for the record, could you tell me something about where and when you 

were born? 

CAESAR 

I was born in Yonkers, New York, September 8th, 1922. 

COLLINGS 

All right. And were you born at home or were you born in some kind of-- 

CAESAR 

No, I was born in a hospital. I was the only one, my other two brothers were 

born at home. 

COLLINGS 

Was that something that was important to your mom or had people just started 

doing that by then? 
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CAESAR 

Well, you know, she'd been through enough. 

COLLINGS 

She'd been through enough. [laughs] 

CAESAR 

There were three other brothers besides me, so she figured this time let 

somebody else help. 

COLLINGS 

Yes, for sure. Could you tell me something about your neighborhood that you 

grew up in when you were a child? 

CAESAR 

Yonkers was mostly Polish, German--a Polish German town. It was a blue-

collar town, of course. Otis Elevator Works were there, and they were blocks 

and blocks and blocks. So that was there. And the telephone company was 

there and the carpet factory, carpet shop, and we had the Stetson Hat Company. 

So it was quite a--for those days, when it was going good in the twenties, it was 

a very, very lively town, but when the Depression hit in the thirties it was a 

very lonely town. 

COLLINGS 

You were about seven years old when the Depression hit? 

CAESAR 

When it hit, yes, 1929 or '30, I was seven and eight years old. Yes. 

COLLINGS 

Did things just start closing sort of right around you in a very visible way? 

CAESAR 

Oh, you could see, you know, places where you had cars for sale, and they're 

selling this and selling that, they were selling art. You saw all those shops 

close. They were all on Main Street. 

COLLINGS 

That must have been quite frightening for a young kid. 

CAESAR 

Well, I didn't know what was going on. I had no idea. I knew we weren't as rich 

as we were before, and if I wanted a pair of shoes I had to talk very fast. I 

remember I wanted a pair of black-and-white shoes for once. I said, for once 

instead of brown-and-black and black-and-brown, I'd like a pair of black-and-

white shoes. 

COLLINGS 

Saddle shoes? 

CAESAR 

No, black-and-white shoes, dress shoes, not the saddle. This was to get dressed 

up. And I so looked and enjoyed the black-and-white shoes, you know. 
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COLLINGS 

From an early age you liked to dress well, it sounds like. 

CAESAR 

Yes. And then it came time to, you know, when winter came then you have to 

dye them black, you can't go to school in the winter with black-and-white 

shoes. 

COLLINGS 

Right. So what did you do? 

CAESAR 

I had them dyed. Sure. Then they were all a blue-black or whatever they put on 

them. But I remember I was so proud of those black-and-white shoes. 

COLLINGS 

Now, what were the other kids in your neighborhood like? Did you have 

friends in the neighborhood? 

CAESAR 

Oh, sure. Nobody, you know, if you had a pair of black-and-white shoes, well, 

hooray, for you. But kids were, before we spent a nickel it went through several 

transactions. We used to have across the street from PS10--that was the school I 

went to, I went there, and I found out an awful lot by--you know, I love to read. 

COLLINGS 

Oh, I was wondering about that. 

CAESAR 

I love to read, you know. And when we started to study history and read about 

early Rome and Julius Caesar, and I kept wondering, I said, "Do you think 

there's a connection with Julius Caesar and Sid Caesar?" 

COLLINGS 

Did you ask your parents about that? 

CAESAR 

Oh, yes. They said, no, no, forget about it. But I still have fantasies, you know, 

and you have to live sometimes in fantasies. And the radio was very important. 

COLLINGS 

I was going to ask you about that, yes. 

CAESAR 

Oh, yes, radio, that was your seat on the world. 

COLLINGS 

Right. What were you listening to on the radio? 

CAESAR 

Oh, we listened to the--what is it? The door, with the squeaky door? 

COLLINGS 

Oh, one of the mystery, one of the-- 

CAESAR 
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Oh, yes. And The FBI, you know, and Lone Ranger. Sure. 

COLLINGS 

Right. What about comedies on the radio? 

CAESAR 

Oh, that was a big thing. Fred Allen. Fred Allen was wow. And Jack Benny, 

Burns and Allen, wow. 

COLLINGS 

Did the whole family listen to that at home? 

CAESAR 

Oh, sure. Sunday night that was it. Yes, Eddie Cantor, and then we listened to--

and it was wonderful in those days because you made your own pictures, you 

know. I remember there was a kids' program that used to be on Saturday 

morning and it was called Let's Pretend. [demonstrating music] 

COLLINGS 

Oh, yes, that's right, I knew that music. Yes. 

CAESAR 

And I used to listen to that, oh. That was about the kings and queens and the 

princesses and the dragons and all this. I listened to it and I used to look 

forward to that. Wow. And I could see the castles and I could see, you know, if 

you had any imagination at all, because it leaves it up to you. How beautiful do 

you want the princess to be? And how handsome should the prince be? But I 

felt it was a wonderful time. Amos and Andy, oh, funny, funny, funny. You 

know, great programs. You know, Rudy Vallée and all the other--it was a great 

period. It was an awakening of the United States, it really was. 

COLLINGS 

Yes. In what sense? 

CAESAR 

That we were the first ones to put entertainment, I mean, programs, you know, 

the invention of programming, you know. What should it be, how should--what 

do you want to do? Then they had The Bickersons, you know, family life and 

they were arguing back and forth. So everything was started then, you know. 

That was the real start of show business. Before that there was vaudeville and 

the minstrel show, you know, and that was--and movies, silent movies. And I 

remember, oh, I used to go and see Rin Tin Tin pictures. 

COLLINGS 

How often did you go to the movies? 

CAESAR 

Oh, at least once a week. 

COLLINGS 

On Saturdays? 

CAESAR 
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Well, movies were ten cents, fifteen cents. 

COLLINGS 

Would you go with your friends? 

CAESAR 

Sometimes I went with my friends, not all the time. I went with my mother, my 

father, or my brothers, you know. 

COLLINGS 

And was the radio on at home every day or just on some-- 

CAESAR 

No, just on--during the day nobody listened to the radio. 

COLLINGS 

Okay, just in the evening and on Sundays? 

CAESAR 

Well, we used to listen to--bands in those days were a big thing, and the bands 

used to play hotels and we used to have programs from “high atop a certain 

hotel” and they're playing and they had different sounds of music. There was 

Benny Goodman, of course, and Artie Shaw, he was--and then they had Glen 

Gray and his--the camels, I think it was. 

COLLINGS 

Now, you were already playing your own instrument by this time, weren't you? 

CAESAR 

I started to play saxophone when I was nine years old. How it came about was I 

used to come home for lunch from the school, I used to come home for lunch, 

and my father had a cafeteria. And I'd have lunch and I'd help out with a couple 

few dishes, you know. And my father called me over and said, "Sidney." "Yes, 

Pop." "You're going to play the saxophone." "What?" "You're going to play the 

saxophone." "Why?" "Somebody left one here." 

COLLINGS 

Nothing should go to waste, right? 

CAESAR 

No, it's not that. We turned it in to the police and nobody came up for thirty 

days, it's yours if you want it. So that was it. 

COLLINGS 

Yes. 

CAESAR 

That was the start of my career as an entertainer. 

COLLINGS 

Yes. Were there any comedians in your family? I don't mean professional 

comedians, but people who just were funny? 

CAESAR 
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Oh, yes. We used to laugh. I mean, my Uncle Izzy used to come up, oh, he was 

very funny. He used to come down and tell us stories. 

COLLINGS 

What were the stories about? 

CAESAR 

Oh, he went to Florida, he used to drive to Florida. He was the rich one. He 

used to drive to Florida, made it in one light, hit one red light. 

COLLINGS 

One red light between New York and Florida? 

CAESAR 

Yes. Hit one red light. In those days they didn't have the big highways, you 

know, you had to go around through towns and this and that, you know. So you 

had--oh, he used to tell us stories about what happened when his--and funny 

stories. 

COLLINGS 

Did you start telling a few jokes of your own at that time? 

CAESAR 

No, I wanted to listen first. You don't start right away, first you listen and listen 

with a purpose. It's not the joke, it's how you tell the joke. That's everything. In 

everything you do in life, it's not what you do it's the way that you do it, and 

that is true in all fields. 

COLLINGS 

Yes, I think you're right about that. 

CAESAR 

Sure. 

COLLINGS 

It sounds like you were a really hard worker as a child. You were practicing an 

instrument and reading and-- 

CAESAR 

Oh, I used to get up in the morning at seven o'clock, wash a little bit and have 

breakfast, and then right off to school. We had to be there by eight o'clock. I 

used to take a sandwich, my mother gave me a sandwich for lunch. We didn't 

have fancy--we had a bag, a brown bag. I remember one kid, and we both used 

to go to--the park was right next door, the city park. See, Yonkers High. 

Yonkers High. And we used to eat there on a bench, you know. One day his 

mother gave him, I don't know, meatballs or--he was Italian and he had 

meatballs, and one time he had veal and peppers. 

COLLINGS 

Sounds good. 

CAESAR 
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Veal and peppers. He said, "Jeez, it's veal and peppers again?" I went, "You 

want mine?" I had a grilled cheese sandwich. And he says, "Grilled cheese, 

here." And I took this sandwich, wow, it was the best Italian food. Yes, we 

used to trade sandwiches once in a while. Sure. He loved the grilled cheeses. 

COLLINGS 

What did your parents hope for you when you were going to school and you 

were playing the instruments? Were they thinking that you might be a musician 

when you grew up? 

CAESAR 

Oh, sure, I studied for real. I mean, I used to go downtown to New York to take 

lessons from a man called Frank Chase. And Frank Chase taught all the top 

guys, all the top studio men. You know, they were the ones who made the 

money. You know, if you were in a studio orchestra, boy, you got a certain 

salary whether you played or not, and it was a very excellent job, but you had 

to play. You had to play very well. He played with them. He played with André 

Kostelanetz and he was also on staff and he also taught. I remember it was the 

Sixth Avenue Hour. The Sixth Avenue Hour used to go by--this is 1937, '38. 

1937.And he used to love my tone. He said, "You have a beautiful tone, but 

your technique has got to be a little better." I said, "Yeah, I know, I 

understand." He says, "Stop pressuring yourself. When you play a sixteenth 

note you see the sixteenth and you see it coming and you get all set for that and 

you tighten up." And it's true. You know, while you're reading the music, you 

see a sixteenth note, so a thirty-second note is coming up, that's fast, and you've 

got to play them. So I used to get scared of that, you know, and he got me out 

of getting scared. "Just play it, get the fingering down and then play it, that's all. 

You don't have to--you're part of the orchestra, you're not playing a solo." 

[laughs] 

COLLINGS 

Right. So somebody had talked to you about the idea of being a studio musician 

and that's what you were planning to do? 

CAESAR 

Well, not so much that, but that was what I wanted to be, because that's where 

the money was in music, not traveling around with bands, although I did, you 

know, travel around with some bands. But I graduated high school when I was 

sixteen, sixteen years old. 

COLLINGS 

Oh, you went through high school really quickly. 

CAESAR 

Well, I must have skipped a couple of times, but nothing genius. But afterwards 

when I came back from the war--while I was in the war--see, I used to go the 

country before doing this. When I got out of high school, even when I was in 
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there, I was in junior high, when I was fourteen years old, I started to go up to 

the country. And I played up there and I made $10 a week and all the cream 

chicken you could eat. I made $10 a week. I gave $10 to the agent, and I used a 

dollar for some candy and soda to save for the summer. 

COLLINGS 

A dollar for candy and soda for the whole summer? 

CAESAR 

Yes. Well, you buy, a bottle of soda was a nickel, you know, a piece of candy 

was a nickel. That's enough. 

COLLINGS 

Yes. I'll bet your parents were really proud of you. 

COLLINGS 

Well, they said, at least he's doing something, he's not hanging around the 

house. 

COLLINGS 

What were your brothers doing? 

CAESAR 

My brother would be helping my father run the restaurant. My brother Dave 

would work at night. He worked from six at night until six in the morning. 

Then my other brother Abe would come down and relieve him at six o'clock in 

the morning and would go until six o'clock at night. And that's the way they 

worked it. We had other people working for us in the kitchen and on the 

counter. You know, you had to have a sandwich man who could make a 

sandwich in thirty seconds, and you got to have a cook. If you don't have a 

cook you don't have soup. We used to have--I'll tell you the times, especially 

today, we used to have breakfast, three eggs any style, three eggs any style, 

toast, butter, and coffee, fifteen cents. 

COLLINGS 

Sounds good. 

CAESAR 

Fifteen cents. 

COLLINGS 

You're making me hungry. [laughs] 

CAESAR 

Yes. 

COLLINGS 

So why didn't your parents plan that you would be working in the restaurant 

with them? 

CAESAR 

Oh, they were, but they didn't want to put me in right away, because they 

wanted me to finish school. See, my other brothers didn't finish school because 
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they needed them to work in the--I mean, that's how tough times were. 

00:21:42 

COLLINGS 

Yes, yes. So they were doing better by the time you came along? 

CAESAR 

Well, when I came along in 1922, that's when the market was up, everything 

was flying through the roof. So I was born into a very rich family. Not very 

rich, I mean, but well off. My father owned some property, you know. I used to 

go to camp, it was $400 for the season, eight weeks. $400, that's $50 a week. 

COLLINGS 

That's a lot. 

CAESAR 

In those days if you made $50 a week you got married. 

COLLINGS 

Yes, exactly. 

CAESAR 

Yes, $50 a week, Jesus. 

COLLINGS 

So they wanted you to get out and be in the countryside? 

CAESAR 

Well, it was good, you know, but the main thing is I was studying something. 

Also I was working in sketches while I was a musician. I remember the first 

sketch I had, they gave me, they said, "Does anybody here want to help out on 

the stage?" I said, "I'll help out." He said, "Okay, tonight you're doing a sketch 

with me, it's a mind-reading sketch. It's a very simple thing, I ask you, what is 

this, an egg or a tomato? And that's it, you can answer either way." So I said, 

"Okay." Now I get dressed up, because I'm going on stage, and I put on my 

best--I only had two suits, that's it. I had two suits. I put on my best suit, my 

best tie, and my shirt, and I shined my shoes, and I went up and I put the thing, 

the towel over my eyes, and he said, "I'm asking you now, what is this I'm 

holding in front of you, an egg or a tomato?" And I said, "An egg." "Wrong, 

tomato," and he smashed the tomato in my face and it got all over my 

clothes.And I looked at him and I said, "There's no more playing," and I went 

for him. 

COLLINGS 

Oh, you did? 

CAESAR 

Oh, yes, he jumped off the stage and I went after him, and the people started to 

laugh. And I looked at him and I said, "If you do what you want, do what you 

feel, it can be funny, because it's a natural reaction," and nothing put on about 

it. And I chased him around the thing and he jumped up back on stage and I ran 
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up there and I grabbed him and I had a couple of guys grab me and say, "Sid, 

hey, you're in a place of entertainment. "I said, "Look at this. "He said, "I'll pay 

for it. I'll pay for it." It was a quarter to wash it. [laughs] Who's going to pay for 

this, it's a quarter? You think now back to the time it's ridiculous. Today you 

send a shirt to be cleaned it's three or four dollars. 

COLLINGS 

Right. So I understand that your father had a kind of a rivalry with the Collins 

and the Dumans. You talk about that in your book. 

CAESAR 

Oh, the Dumans. 

COLLINGS 

Yes. What did they do? How did they-- 

CAESAR 

The Dumans were, I think he was in insurance. They were quite well off. My 

father knew them from the days when he was well off, but they weren't that 

well off now either, everybody took a couple of steps down. And they were all, 

you know, he used to show his boy, and my boys, you know, go to school and 

they do this and they do that. One time I went to--the night before Yom Kippur 

we went, Dave and I went down to the Savoy Ballroom in New York and we 

saw Chick Webb and Ella Fitzgerald. I mean, that's when it was first coming 

alive and Ella Fitzgerald was like an angel. I mean, she was so on key, so true. I 

mean, it was like a musical instrument. And her taste, the way she phrased 

things, the way she--it was such a pleasure. And she was from Yonkers, too. 

COLLINGS 

Oh, really? 

CAESAR 

Yes. So we down to see her and we didn't get back until about four o'clock in 

the morning and we tiptoed into the house and went to bed. The next thing I 

heard was the door--we had a sliding door and the door opened and wham, and 

boy, oh, boy, my brother Dave--"Do you know it's nine o'clock and you're 

supposed to in school by eight? You're supposed to be in the buildings and 

there and the Collinses--" And I'm sitting there-- I started to get dressed. Jesus 

Christ. And Dave was saying, "Okay, Pop. Okay, I'll do it, Pop. I'll do it." And 

Dave was six-foot-two and weighed about, oh, two-seventy, two-eighty, and I 

mean strong, and he was just, "Pop, okay." My father's about five-foot-four, 

five-foot-five. My mother was tall, my mother was five-foot-eight. I used to be 

six-foot-one. I was the smaller one. 

COLLINGS 

So they all got the size from your mother's family? 

CAESAR 
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Yes. Yes. I remember the only--my father had a brother, Uncle Joe, and we 

used to see him once in a while. He used to come down, we used to visit him, 

you know. Had a good family life. 

COLLINGS 

Yes. What was your mother like? What kind of person was she? 

CAESAR 

She was a woman who loved the stage. She loved the stage. And she [unclear], 

but since you're doing it, I'll be there, I'll see it. And she really didn't know 

which way I was going to go, because I was doing two things, I was doing 

sketches and I was playing the saxophone and studying hard. But I played with 

a bunch of good men. I played with Shep Fields. I played with Charlie Spivak, 

and I played with Claude Thornhill, and then I played with Benny Goodman. 

So I was very good. Yes, I miss it. I was very young, I was sixteen, seventeen, 

eighteen, during that time. 

COLLINGS 

So you were doing sketches at that time as well? 

CAESAR 

Well, only when I went up to the mountains. I didn't do it during the winter, 

during the winter I played, you know. I used to play dances and I used to play 

cocktail parties, whatever. 

COLLINGS 

Were you starting to think about what was funny, what would be good 

material? 

CAESAR 

No, I didn't. I was not preoccupied with that, but I would watch, you know. I 

loved to watch the comedians. Charlie Chaplin was my hero and W.C. Fields 

was a master. A master. And Laurel and Hardy when they played their theme 

song [demonstrating], I used to get chills. I used to get, you know--I was so 

happy, oh, boy, I'm going to see that. You know, when you're a young kid you 

can get that happy. Oh, boy, we were going to see them. I'd laugh and oh, jeez. 

And then Buster Keaton, wow. Those men were giants. Giants, because they 

started-- You know, when you couldn't talk you couldn't get--you know, it 

wasn't gag writing, you know. But Chaplin always did something different. He 

did stories, you know. But the rest of them did very well in movies. And one of 

the young comedians I liked was Harry Ritz. Harry Ritz was to me the new 

comedian. 

COLLINGS 

What did you like about him? 

CAESAR 

The way he moved, the way he put things together, it was a different way, you 

know, not that--but it was a different style. You know a lot of people come up 
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to you and they say, "Who was the greatest pianist in the world?" Well, there's 

no such thing, because you take the top ten pianists in the world, technically 

there isn't a feather you could put between--I mean, they were all sensational. 

The only thing that you could see is the phrasing, how he played it. And a lot of 

people play the same piece differently than you do. You feel it a certain way, 

they feel it a different way, and that's what you like, you like their style, you 

like the performance, that's what you like, because technically [unclear], 

couldn't find anything. They were all great technicians. 

COLLINGS 

So what was it about his style that you did like? What about his phrasing? Do 

you remember why you liked his phrasing? 

CAESAR 

Who, Harry? 

COLLINGS 

Yes. 

CAESAR 

Well, it was cuckoo enough, but it was real enough that we'd still take it, and he 

was so talented. He spoke double-talk, he wrote this, he did that, he danced, he 

sang, and he had eyes that went around. So I liked him. And then after that I 

started to look around for myself, and when I was in the Coast Guard, I wrote a 

show in the Coast Guard, because of my experience up in the country. What I 

did, when I got into the Coast Guard, I was very lucky, I got into captain of the 

port. As captain of the port I never would be shipped out. Manhattan Beach was 

like a long L, a long walk around the beach. The houses were right across from 

each other and big barracks, and if you turned, when you made the left, when 

you turned right because it was a L, when you made that turn if there were big 

vans there you knew you were going to a base somewhere because you'll see 

[unclear]. But if there were troop trucks, that meant you were going on a ship. 

COLLINGS 

That must have been a very tense moment. 

CAESAR 

Oh, before everybody used to go like this. Holy shit. We made the right turn 

and there they are: troop trucks. Troop trucks. This is right around Guadalcanal. 

Guadalcanal was a big fight then. And I said, "Jesus Christ." Hey, luck of the 

draw, what are you going to do? So we stood there, you know, everybody was 

looking down and nobody looking up, and our company commander, who was 

a coxswain first-class, and he said--this is Christmas now. He said, "The day 

after Christmas, I hope you guys got your whites on top." Well, everybody's 

heart went boom. That's it, I saw them throwing me under a Jeep to get it out of 

the sand. [laughs] You know, "because you guys are going to Gowanas Canal." 

"That's it, huh?""Gowanas Canal." "Guadalcanal, yes." "No, Gowanas Canal, 
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Pier 1, Brooklyn." [laughs]Can you imagine from the depths of oh, my God, to 

elation. There were more cookies opened up and salamis sliced and everything, 

everybody in camp, "Have a piece." "No, that's okay, have this." We were a 

happy truck, oh, boy. You know, when you think you're sure, you know, and he 

said Gowanas Canal, that's it. 

COLLINGS 

I'll bet there's no other moment after that seemed as bad as that moment when 

you thought you were going to Guadalcanal. 

CAESAR 

Oh, sure. That was like, that's it. 

COLLINGS 

Cannon fodder. 

CAESAR 

Well, you know, we read the paper and it was a big battle and a lot of them 

people were getting smashed up there. 

COLLINGS 

Yes. 

CAESAR 

So you say, okay, what are you going to do? Can't fight it. You do the best you 

can. But then when you find out you're wrong, that's like, oh, my. That's like 

better than hearing it the first time. Oh, boy. 

COLLINGS 

Yes. What a moment. 

CAESAR 

And that also was you have to be lucky. I'm telling you, you must be lucky. 

Luck has an awful lot to do with it, you know, being there at the right time with 

the right people. But if you're not prepared, you have to be prepared, because if 

you're not prepared that moment goes by, and that was it. So you have to be 

prepared all the time. That's why I thought about doing some of the sketches 

and like that and transferring them a little bit to what the life here is, you know. 

COLLINGS 

The military life? 

CAESAR 

Right. 

COLLINGS 

Yes. 

CAESAR 

And use the same background, and I put a show together called Six On, Twelve 

Off, because those are the hours we did. Six hours on, twelve hours off. Seven 

o'clock in the morning, one o'clock in the morning. One o'clock in the night, 

two o'clock or seven o'clock in the morning. Seven o'clock in the morning. You 
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never slept in a--you know, it was daylight when you slept, it was this, you 

slept all different hours. And I couldn't sleep no matter when I got off. I was 

just--and guys were shooting their toes off. 

COLLINGS 

Really? 

CAESAR 

Yes, because they'd get so desperate, they'd say, "What the hell am I going to 

do here?" And you're always waiting to be shipped overseas. 

COLLINGS 

Yes. 

CAESAR 

And then I went up to the lieutenant again and said, "Sir, I think you'd better 

start some dances here, because guys when they get put out at port they go, 'So 

what, I'm sitting around, I'd rather sit in a stockade than go out on these. At 

least I can sleep there.'" 

COLLINGS 

It's true. 

CAESAR 

It's a fact. And some guys got so desperate that they took out a gun and boom. 

You were given a gun when you went on patrol or on guard, because we had--

when we got out on the pier the guy who was on the pier gave me a list of 

everything that he saw and I'd have to check his list to see that everything was 

there. Then I'd give that list to the other guy and he checks. So when it gets 

cold and you're on the piers, you're over water, whew, it gets cold. But one 

thing we used to do, we used to leave the coat outside with the gun, because to 

keep that cold, because the first thing they felt were your buttons and your gun 

to see if you were really outside. 

COLLINGS 

Who told you about that, was that something that everybody was telling-- 

CAESAR 

I'd tell the next guy, "Hey, if you get too cold, you know, hang it up somewhere 

and go in and warm up. You know, no sense standing out in the cold and 

getting sick." 

COLLINGS 

But the officers never heard about this, right? 

CAESAR 

Oh, no, this was--they knew about it, but they didn't. I don't think they're going 

to throw them in jail, you know. You know, we were all kids. 

COLLINGS 

Yes, sure. So you did a show, this was-- 

CAESAR 
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So I got this show together. I told him, I said, "You better--"He said, "Where 

are we going to put it?" I said, "We got to build a Rec[reation] Hall." 

COLLINGS 

Oh, really? 

CAESAR 

Yes. We built a Rec[reation] Hall, a recreation room, you know, and we built it 

quite big. We put in plumbing and we put in--sure, it was really top-notch. And 

we opened up the drugstore, opened up in there, because we had more room. 

You know, we said, "How big a place you want?" because we were building it. 

And we built it out of old CCC camps and we built all these stuff, I mean, we 

really built it with a foundation and everything, yes. And we had these guys 

that could do the work. We used to call them the "bull gang." And they showed 

us how to do some things. We would carry the pipes, we would carry the--we 

carried the building, a side of the building. You do. 

COLLINGS 

So who was in the show? 

CAESAR 

Oh, the guys running around the camp. They weren't real actors, you know. 

They know all the guys. 

COLLINGS 

And was it well received? Did people like it? 

CAESAR 

Yes, because it was about them. You see, people have to believe--in comedy, I 

don't care if you're doing a four-minute sketch, they have to believe you. If they 

don't believe you, they don't care, so they lose interest. That's why you have to 

be believable. If you come in dressed like a clown with strings coming out 

you'll get a big laugh. Now what are you going to do? That laugh is over and 

you've got all this junk on you. 

COLLINGS 

Yes. Well, I know in your book you say that when you were working in the 

Catskills you started to notice that the comedy all had to do with people making 

fun of each other. 

CAESAR 

Yes, that was the whole thing, you made fun of somebody else, but you were 

the person, you made fun of yourself. You never aimed it at anybody. I mean, 

today it's right out to the audience, they're right in your face. In those days, you 

put a curtain in front of it. I was the guy. I was the uncle who was clumsy and 

this and that. 

COLLINGS 

Yes. 

CAESAR 
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I remember we did a sketch about I gave my wife a new diamond ring. So I 

gave her the new diamond ring and Carl comes over and says, "How much did 

you spend for that? That's a big diamond." I said, "Three carats, that's 

$3,000.""You spent $3,000 for this ring?" "Yes, I saved up." "I can get you the 

same ring, $2,200. Save $800."And I said, "Oh, yes, but I got to get the ring. 

How am I going to get it, she never takes it off?" "Yes, she does, she takes it 

off when she goes to the bathroom, when she washes her hands she takes the 

ring off."So she goes to the bathroom and I follow her right in, she takes the 

ring off and I grab it, you know. [unclear], "Well, should I serve the hors 

d'oeuvres now?" "No later." "Later? All right. Okay." And I walk out. Now, all 

of a sudden, people are talking, and there is a scream from the bathroom and 

she comes out, like, terrified. "The ring, I lost the ring. It must have gone down 

the pipe or something." "Well, I'll call the janitor." "Well, wait a minute, why 

don't you go out?" "Well, I can't, I'm going to take care of you. Look, 

Sweetheart, you know, we'll get another one." "What do you mean another 

one? I mean, I know how much you paid for that," and she's crying, "and you 

should have never given me the ring. I'm not worthy of it and now you give it 

to me and I lose it." Like a child. And I sit down on the couch, "Hey, here it is. 

Right here. You must have--don't do that. A lot of change is in there." And Carl 

comes over to me and he says, "You just threw away $800."I say, "It ain't 

worth it." And the people applauded because they saw somebody, even though 

it was $800, to hell with it, it's not worth it to have her go through all of this. 

Nuts. So you work both sides. See, if you can work both sides of the street, like 

Chaplin, Chaplin worked both sides of the street, he could be funny and he 

could be very sad. What was that song he wrote? Smile, smile [demonstrating]. 

Beautiful song. 

COLLINGS 

That Charlie Chaplin wrote? 

CAESAR 

Charlie Chaplin, yes. 

COLLINGS 

Oh, I didn't know that. 

CAESAR 

Oh, he was a composer. He wrote, he composed. A great man.I had a dream 

come true. 

COLLINGS 

Oh, you did? What was that? 

CAESAR 

When I was doing Mad, Mad, Mad, Mad World I happened to have a scene that 

I didn't realize with Buster Keaton. I'm going to work with Buster Keaton? 

Wow. And what he did, the whole routine he had it all worked out, he ad libbed 
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it. He backed the car out of a garage and he made such a ballet out of it. I mean, 

I looked at him and I said, "No, I'm not [unclear]. It's his. Let it be his." I'm not 

going to bust into that. And Stanley says, "Why don't you get in there?" "You 

saw what was going on." And he said, "You're right." Let him have it, are you 

kidding? He's the star. Guys forget that these guys were big stars one day and 

you treat them with respect. Sure. 

COLLINGS 

Yes. Was that the first time you had met him? 

CAESAR 

Yes, the first time I'd seen him live. It was like, wow. I have respect for people 

that I see perform and they're good at their job, you know. So I go over and I 

tell him, because for me to meet him in the first place was a thrill for me. 

COLLINGS 

Yes. What did he say? 

CAESAR 

I just said, "You've lived up to my expectations and past. Thank you, it was a 

pleasure watching you." 

COLLINGS 

He must have been delighted. 

CAESAR 

Why not? Why not? I mean, he's an artist and you treat him as an artist. 

COLLINGS 

Yes. So you did the Tars and Spars Show when you were in the Coast Guard. 

CAESAR 

Yes, when I was in the Coast Guard I did the Tars and Spars, because when I 

did this other show, Six on, Twelve off, the admiral of the Third Naval District 

came down and saw it and said, "Send this through the Third Naval District," 

and we did. When the admiral says to do it, hey, you do it. And it was pleasure 

going around, you know. I saw all the different bases we had there. So when 

the Coast Guard did a show--and a guy who was stationed with me was a man 

named Vernon Duke [Vladimir Alexandrovich Dukelski], the guy who wrote 

April in Paris, he wrote Autumn in New York. I mean, and he was also a 

classical composer. Vladimir Alexander Dukelski. I made friends with him and 

he would tell me stories about, you know, Czars, Russia, you know, because he 

was aristocracy. 

COLLINGS 

Oh, he was from Russia, was he? 

CAESAR 

Yes. Vladimir Alexander Dukelski. And I learned a lot from him, because he 

was doing a show at the time called Cabin in the Sky. Ethel Waters. That's 

[unclear] the song. “Happiness is just a thing called Joe” [singing]. Great score. 
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Great score. And he took me around to the shows on Broadway, but they were 

at rehearsal so I saw, it opened up, and I saw these are the pros right here, this 

is it. This is where it is and it was something. And he introduced me to all them 

people there, you know. 

COLLINGS 

So I guess at that time you were thinking you would definitely go into 

performing, but you weren't thinking TV at that point of course. 

CAESAR 

No, there was no TV. 

COLLINGS 

Yes. You were thinking of something more like vaudeville? 

CAESAR 

Well, no. Vaudeville was gone, but radio came in, but vaudeville was gone. But 

I did think about being a comedian. And the Coast Guard did a show called 

Tars and Spars and Vernon Duke wrote the music. So he said, I was a kid then, 

you know, and the guy that was going to direct it was Max Liebman. So there's 

Your Show of Shows. I told you you've got to be lucky. 

COLLINGS 

That's right. 

CAESAR 

And he saw me do these wartime airplane pictures and peacetime airplane 

pictures and we went to work together and we wrote the airplane number. I 

wrote our version of the airplane number with my brother Dave and I finished it 

up with Liebman and it became the thing that made me. 

COLLINGS 

Was this the first time you had worked with your brother Dave? 

CAESAR 

No, we wrote it for kicks, you know. We didn't have anything, but Dave was 

very funny, much funnier than I, but when he got on a stage he froze. But he 

was fast, he could think funny. 

COLLINGS 

Did you like being in front of an audience? 

CAESAR 

No, he hated it. 

COLLINGS 

No, you. 

CAESAR 

Did I like it? Yes. I said, but it's scary, boy. I did a number called "A Five-

Dollar Number," which was eight and a half minutes long and it was a song. 

"Hello, Baby, you better get" [singing]--it was about a guy taking a girl out on 

a date in 1938 and the same guy taking the girl out in 1948. So we wrote, 
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"Hello, Baby, you better get ready. I'm coming down to get my steady. We'll do 

the town and maybe we'll rock it, 'cause I've got five dollars and it's burning a 

hole in my pocket. We'll taxi through the [unclear], dry martinis and then we'll 

taxi through [unclear] scallopini, then we'll taxi" [singing]--and this went on for 

eight and a half minutes. And I mean, and then it came to today, we finished up 

there. From there we went in a cab and it was this, the cab came and wherever 

you want to go, I'll take you there, and I give him a dime tip. A dime tip? 

Thank you, sir. And the same guy going out, "Hello, Baby, you better get 

ready. I'm coming down to get my steady. We'll do the town and maybe we'll 

rock it, 'cause I've got five dollars and it's burning a hole in my pocket." 

[singing] And then she comes in with--it doubles the time. It doubles the time 

and I do the whole thing. 

COLLINGS 

That's a long piece. 

CAESAR 

Yes. And when they did the picture, the guy who directed it, Alfred Green, he 

also directed [Al] Jolson. So [Harry] Cohn, who was the head of Columbia, 

listened to him. And we went and did the preview, you know, the preview. And 

in those days they used to write on a card, "How did you like the lead man?" 

"How did you like this?" What did you like?" 

COLLINGS 

The preview cards? 

CAESAR 

They used to give you a card and it would ask you some questions about the 

movie and who you liked in the movie. 

COLLINGS 

Right. 

CAESAR 

The cards came back all, "This new kid is sensational. He's got a big career." 

And Cohn wanted to cut the thing out of the picture and they said, "Wait a 

minute. Go to a theater and let it show and see what an audience--" 

COLLINGS 

That's a good idea, yes. 

CAESAR 

Just the number. So they give it to some picture and he went to see it and he 

saw the reaction and he said, "Are there any cut-aways, any clips?" He wanted 

to make it longer. [laughs] 

COLLINGS 

Now, did he not like it because it was something new that he wasn't used to? 

CAESAR 
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Yes, because you never--I mean, you stand, you do a movie and you stay on 

one thing for eight and a half minutes? I mean, in a movie you can have four 

world wars and go around and she's married six times, but it was entertaining. 

It was entertaining. And that was it, he said, "Okay." 

COLLINGS 

So now you left the service and then you did a film version? The film version 

of Tars and Spars was once you had left the-- 

CAESAR 

No, I was in the Coast Guard when I made it. 

COLLINGS 

Oh, you were still in it, okay. Yes. 

CAESAR 

I was making $10 a day and that was good money. That's $70 a week. Boy, oh, 

boy. 

COLLINGS 

So when did you get out of the Coast Guard? 

CAESAR 

When the war was over. The war was over, you know, I went to see--by the 

time I was ready to go out, what's his name, Monty--It's a big club. 

Copacabana. He was the guy that booked the Copacobana and he said, "Would 

you come down there and do a couple of those numbers?" And I said, "Okay." 

Now I didn't have--that's the one number I had. Now I had to go find Max 

Liebman and I said, "I'm opening up at the Copacabana the day after New 

Year's Eve," because Joe E. Lewis was closing the club on New Year's Eve. 

Now who do you think is going to come New Year's Day night after they went 

out for New Year's Eve? 

COLLINGS 

Yes, that's a good point. 

CAESAR 

So they open up, people standing in line waiting to come to see me, because the 

movie had made a hit. I mean, it wasn't a great movie or anything, but I made a 

hit in the movie. 

COLLINGS 

Oh, so that was a great moment. You weren't expecting anybody to show up 

and there they are. 

CAESAR 

Yes, that's right. And it's good for your stomach, because otherwise you have 

butterflies in there all the time. 

COLLINGS 

Yes. Did you ever have butterflies when you went on stage? 

CAESAR 
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Oh, sure. You know, when you're doing everything, and this show you got to 

remember, it was done live. Now nobody now realizes what live is. Live means 

live. I'll show you what I mean. I was giving a lecture down at Columbia 

University about television, about live television. So all the producers were 

there, all the directors, and all the actors, and all the writers and this and that 

they all came to see it. So I said, "It was live and it was an hour and a half. An 

hour and a half live." Then I opened it up to Q&A and the first question I got 

was from a producer, he said, "We know the show was an hour and a half and 

that you did it live, but could you tell us Mr. Caesar, how long did it take to 

shoot the hour and a half?" 

COLLINGS 

That's a funny question. 

CAESAR 

Yes. I just told them what it was. They couldn't realize it, because they shot it 

movie style. You know, you stop, you know, the light over here wasn't good. 

All right, bring it over here. 

COLLINGS 

Now, did you have an audience, a studio audience for-- 

CAESAR 

Of course. Where do you think we're going to get the laughs? 

COLLINGS 

Yes, okay. I thought so, I was just checking. 

CAESAR 

Sure we did. You've got to have a studio audience. And we did it at the--the 

name of the theater was--oh, it was the one where Gloria--I forget the name of 

it. The International. The International Theater on 59th Street. And we had to 

set it up because it was a stage. Where are you going to put the microphones? 

What are you going to do with this? How are you going to--this is the day we're 

going to do the first show, where are you going to put the microphones? I 

mean, we were experimenting. The orchestra was in the pit, so you could 

hardly hear them, because they had all over--and we learned so--you learn very 

fast. The control room was a dressing room on the third floor that had a couple 

of monitors. That's it. And they're shooting and punching the shows up. So that 

was the very, very beginning. 

COLLINGS 

Yes, 1950, right? 

CAESAR 

1949. But 1950 was the first Show of Shows. 

COLLINGS 

Okay. So what was 1949 then? 

CAESAR 
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1949 was the Admiral Broadway Revue. 

COLLINGS 

Okay. And how many of those did you do? 

CAESAR 

We did nineteen of those. 

COLLINGS 

Okay. 

CAESAR 

And a funny thing, then after nineteen shows they cancelled. It was supposed to 

be thirty-nine. So they cancelled the show, but NBC kept the cast together and 

they changed here and changed there and we did the Show of Shows, and that 

was boom, like a rocket. So that summer when we were off I get booked at the 

Chicago Theatre and I'm looking outside and seeing my name in lights. Wow. 

COLLINGS 

Nice moment. 

CAESAR 

Sure. 

COLLINGS 

Almost as nice as the moment you found out you weren't going to Guadalcanal, 

right? 

CAESAR 

No, that was a bigger one. 

COLLINGS 

That was bigger. [laughs] 

CAESAR 

That's right. 

COLLINGS 

So why do you think Your Show of Shows was so popular? 

CAESAR 

Because they were about what they knew. See, the first sketch was always what 

I call a home sketch. 

COLLINGS 

With the Hickenloopers? 

CAESAR 

With the Hickenloopers and things that happen when you're married, you 

know. We didn't have time for long sketches, because Max [Liebman] wanted 

to show his stuff off. 

COLLINGS 

What was his stuff? 

CAESAR 

Big production numbers. 
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COLLINGS 

Okay, yes. 

CAESAR 

And so we used to try to get all this stuff in. The first writers were Mel Tolkin, 

Lucille Kallen, and myself. 

COLLINGS 

So you were a writer for the show? 

CAESAR 

Yes. And I also did it--it was my way of working, because when it became--it 

was a big show and I'm going to have a string of writers and this and that, you 

know. But the writers were very important. I had the best writers in the 

business. 

COLLINGS 

How would you find your writers? 

CAESAR 

I knew them. They'd come in and they say, "Hello." And I'd give them a week, 

you know, to--if they fit in, fine. But they all came to me because they wanted 

to work. And men like Neil Simon, Mel Brooks, Carl Reiner, Larry Gelbart, 

Woody Allen, are all sitting in the same room thinking about one thing. That's 

quite some fire power. And Joe Stein who wrote Fiddler on the Roof. 

COLLINGS 

Now, I've read that things would get kind of crazy in the writers' room. 

CAESAR 

Oh, sure, because you got to have relief. You know, you're sitting and you're 

trying to get something and in those days, you know, the censors, you know, 

you couldn't do what you do today. You couldn't say “damn.” You could say 

“darn.” While we were there everybody worked, I mean worked hard. We had 

to write, you know, there were six things every week. 

COLLINGS 

Six sketches every week. 

CAESAR 

Well, figure this. The commercials were to be a minute and ten seconds long 

and you had three of those every half hour. So that's three and a half minutes of 

advertising in a half hour. That means you had all but twenty-two minutes of 

show. In an hour it was seven minutes, so you had fifty-three minutes of show. 

In an hour and a half--so that's what we were doing. We had the time to do 

sketches. That's when I could make a sketch ten, fifteen minutes long, and it 

worked. 

COLLINGS 

Yes. And the commercials would be around the sketches. Commercials didn't 

have to be at specific intervals so that they would break up sketches. 
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CAESAR 

It was whenever we could put it in. When we had a natural break we put in a 

commercial and they got the minute and ten seconds, is what they were. 

COLLINGS 

Did you ever satirize the commercials in any way? 

CAESAR 

Yes, we did. We'd satirize the car commercials, you know. And it was the 

“1954 Fiasco.” 

COLLINGS 

Fiasco? [laughs] 

CAESAR 

It sounds good, don't it? 

COLLINGS 

It does. I want to go right out and buy one. 

CAESAR 

1954 Fiasco. 

COLLINGS 

That's so funny. 

CAESAR 

Brought to you by General Motors. 

COLLINGS 

It's just so true. What was it like when you first met Imogene Coca? Do you 

remember meeting her for the first time? 

CAESAR 

Yes, I met her on Broadway Revue. And then we didn't get together right away, 

because you don't know each other, but I noticed her and she did everything 

and she believed it. She was a very fast study. So I did a sketch with her and 

she was right there. She was fast and great and for a woman she wasn't that 

pretty. 

COLLINGS 

Yes, that's something interesting about her. 

CAESAR 

But what she did when she played a vamp and she put on a wig, an Anna 

Magnani wig and walked in, it was hilarious. And also, you see, I didn't play 

the lead part in there because [unclear]. Let somebody else hold on, you know 

what I mean? That's why Carl got a break, I would play straight to him. Why 

not? It's an hour and a half show and you being there all the time, let somebody 

else. Let Imogene shine. Let Carl shine. Let Howie shine. And we did. 

COLLINGS 

Did Imogene have ideas about sketches, as well? 

CAESAR 
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Oh, yes, she would say, should do one--she liked when we came up with the 

clichés. You know, "It never rains, but what it pours." It always happens 

whenever--all the clichés in the world. And we did, you know, we did [a skit 

where] we met in France." Oh, how are you?" "What did you have for 

breakfast?" "Well, I had some Cheerios and with white wine." "Cheerios and 

white wine?" "Oh, how gauche of me. I'm sorry, red wine. Cheerios with red 

wine." 

COLLINGS 

[laughs] You had three, could we say, leading ladies in the-- 

CAESAR 

Yes. 

COLLINGS 

Nanette Fabray was another one. 

CAESAR 

Janet Blair. 

COLLINGS 

Right, right. What were the differences between working with those-- 

CAESAR 

Well, they each had different styles altogether. Imogene was cute and very 

sympathetic and Nanette was more of a modern woman and she fought for 

women's rights. 

COLLINGS 

There's one wonderful sketch that has to do with doing the dishes after-- 

CAESAR 

Oh, the Thanksgiving dinner? 

COLLINGS 

Well, the Hickenloopers have had friends over and they're about to leave and 

Nanette Fabray says, "Why don't you have some coffee?" "Oh, well, all right." 

And then suddenly everybody's ordering-- 

CAESAR 

Oh, yes, then it's, "You want cocoa?" And it's one cocoa, two teas and four 

coffees." Oh, would you like a sugar [unclear]? I think we've got--sardines.”“ 

Sardines, that's a good idea." "We have veal stew. Would you like--"Yes, sure, 

bring it." 

COLLINGS 

Yes. And that's all one take, isn't it, in the kitchen? 

CAESAR 

That's right, it's all live. It's live. You cannot stop. If you stop it stops. 

COLLINGS 

Right. Yes. And then you and she have an argument about the dishes and you 

go up to bed and say to yourself, "Well, I won that one and I didn't think that I 
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would." And then she comes up with all the dishes and she dumps them into 

the--which I thought was--I was really surprised when I saw that sketch 

because I didn't think that that kind of content came until later. You know, 

about women saying, "I don't want to do the dishes for all of--" 

CAESAR 

No, you see with comedy we had to do that, otherwise I'm a monster. She has 

to get even with me, and the way they get even is by standing up for their 

rights. I'm the kind of guy, you know, that goes, well, she's bring me dinner, 

and she'll do this and she'll do that, and she'll take me--and she'll do this for me 

and then that and shopping for me and do this and I want this. And when they 

stand up, the women go, "Yes, that's right." And I don't blame them. 

COLLINGS 

Yes. So once the show had been written in the writers' room, would there be 

any improvisation in front of the camera? 

CAESAR 

Oh, yes. You always look, because the only places you find it is in rehearsal. 

See, when a sketch is written, get it in your head and then forget it and start to 

work. I'm not saying forget the sketch and all that, but leave yourself loose 

enough to look for things. Not things off the wall, things that are pertinent to 

what they're talking about. 

COLLINGS 

Yes. But it must have been difficult to sort of improvise a little bit and then also 

be concerned with how long the show was, because it couldn't run over, could 

it? 

CAESAR 

Sure, it could run over. 

COLLINGS 

Oh, it could? 

CAESAR 

No, they cut you off. You had to be within a certain limit, but it's what you put 

in that certain limit. Is it worth it to do this, because we're going to have to take 

something else out and you weigh it. If it's not worth it, you don't do it, because 

the other thing is important, too. 

COLLINGS 

So you're just thinking all the time throughout the entire show. 

CAESAR 

Oh, you have to be. Nothing was ever finished until it was done, then it was 

finished. Right. 

COLLINGS 

Yes. Why did Imogene Coca leave the show? 

CAESAR 
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Well, I'll tell you why. You know, she was getting rave reviews and I was 

getting--well, both of us, and we won so many awards and this and that. And 

then her agent, "You should have your own show. Get your own show and then 

you'll be in charge and you'll do what you want to do." And when they told me 

that, you know, I learned about it when I woke up in the morning with the 

papers. Nobody tells you. Well, if that's what it's going to be, that's what it's 

going to be. And what they said-- You see, we had three shows. Max had a 

show, Imogene has a show, and Sid has a show. That gives us three. But they 

forgot that they had one show that was an hour and a half which also was 

three.[recording interrupted] 

COLLINGS 

Yes. So we were talking about when Imogene Coca left the show. 

CAESAR 

Well, she wanted to leave and I figured--but Carl and [unclear] came with me. 

Mel Brooks went with her. So I had to start to get new writers and I got Aaron 

Ruben. A great writer. He was the one who brought in, oh, so many shows. So I 

got him and a guy named Phil Sharp and we started to write. We wrote one 

sketch where we were going to open up a restaurant. And there was a restaurant 

right across the street and they cut their price, cut it." How much do they get?" 

"They get ten cents for a sandwich." "Make ours eight, eight cents a sandwich." 

"Okay." Now, we're starting to make sandwiches and we take out the loaf of 

cheese about this big, this long and you take a knife and you hack off a chunk 

this big, put it in [unclear]. The guy from the restaurant across the street was 

coming over and buying stuff. "Yes, we sold out. Yes, boy, we sold out. How 

much we got?" "A dollar and twenty-seven." "What do you mean? We sold 

everything for a dollar twenty-seven?" "When you sell it so cheap--" 

COLLINGS 

[laughs] So what was it like to work with Nanette Fabray then? 

CAESAR 

It was great. She came in, see, she was from the stage. Anybody from the stage 

is used to memorizing stuff, you understand? And not reading cards. Reading 

cards, to me, was the worst thing you could do, because I'm talking to you, now 

I'll tell you what I'm going to do, you'll be here, you'll meet him and then you'll 

introduce me and then you'll be over here. There's no focus. There's no eye 

contact. [recording interrupted] 

COLLINGS 

You were talking about Nanette Fabray and she was from the stage. 

CAESAR 

Yes, she was from the stage. Anybody from the stage is used to that. And also 

doing new shows every week, because when you work in stock while you're 

doing one show you're memorizing another show to get ready for next week. 
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COLLINGS 

Now, was she from the comedy stage? 

CAESAR 

Yes, she used to get up and do music and comedy. She had a great singing 

voice and she had a sense of humor. That's all. 

COLLINGS 

Yes. She just seemed so different from Imogene Coca. 

CAESAR 

Oh, sure, it's a whole different thing. 

COLLINGS 

It is, yes. 

CAESAR 

It changed everything. 

COLLINGS 

Yes, it did. 

CAESAR 

But it was good. Did you see the one about the fur coat? 

COLLINGS 

No, I haven't seen that yet, but I'm hoping to see some things next week. Let's 

see, it's the one about the-- 

CAESAR 

Did you see the one about trying to get to sleep? 

COLLINGS 

No, what happens in that one? 

CAESAR 

Take a look at that. 

COLLINGS 

Okay, I will take a look. The one about the fur coat sounds familiar. Oh, she 

bought a fur coat and she's trying to tell you. 

CAESAR 

That's right. And she makes me roast beef and this and she gets down and she 

feeds me and with each bite of food I get a kiss. 

COLLINGS 

Now, I'm sorry, the third woman, that was the Mrs. Hickenlooper, has slipped 

my mind. What did you say her name was? 

CAESAR 

Janet Blair. 

COLLINGS 

Janet Blair, yes. And what was it like to work with her? 

CAESAR 

Very good. 
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COLLINGS 

What were the differences? 

CAESAR 

Well, she was from the movies, you know, and she wasn't used to this fast 

action, so she had to get used to it. It's all in the background, everything comes 

into play. 

COLLINGS 

Sure. So what do you think that you were trying to say in Show of Shows and 

Caesar's Hour? 

CAESAR 

I wasn't try to say anything. 

COLLINGS 

I mean, what was the message there? 

CAESAR 

Well, when I got my own show, if it was a production number it couldn't run 

over four minutes, because comedy is what we're selling. That's just the relief. 

If it comes out we get somebody big, then it's that much more. But I wasn't 

trying to say anything. Take something and make it funny. See, in those days, I 

never went near politics. Didn't go near politics. I said, what for? 

COLLINGS 

Did you think that you were working like with a particular class, like middle 

class couples or urban couples? 

CAESAR 

This was life. It's what happened to you, what happened to your family, what 

happened to everybody and everybody going through it, and then they laugh at 

it because they see somebody else going through what they did. 

COLLINGS 

Yes. Now, how would you come up with the ideas that you contributed to the 

show? 

CAESAR 

Well, I would think, you know, back in my marriage and I did this or this 

happened, you know, things that settled one thing at a time. 

COLLINGS 

Would you take notes throughout the week? 

CAESAR 

No, there were no notes, but you thought. You had to when you're doing live 

television and you're doing it every week, not for twenty weeks or twenty-two, 

thirty-nine. Thirty-nine hour and a half shows live. 

COLLINGS 

That's exhausting. 

CAESAR 
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Every week. 

COLLINGS 

Wow, what a schedule. 

CAESAR 

That's a pretty tall order. 

COLLINGS 

It is. 

CAESAR 

And it was very wearing. 

COLLINGS 

Did you enjoy it? 

CAESAR 

I enjoyed it for a while, but after nine years and its live you're worn out. You 

know, you've thought so much and you've thought so much. 

COLLINGS 

Now, the one show ended, Your Show of Shows, and then Caesar's Hour starts 

up right after that. 

CAESAR 

Yes. 

COLLINGS 

Yes. And what were you planning to do with Caesar's Hour that was different? 

CAESAR 

The sketches. The sketches became longer and longer and more intricate and 

we tried different things, we did different things. We did a brain, the brain was 

an outline of a head, and I was sitting up in the brain looking through the eyes 

and I was giving orders, you know, down into the engineering." Okay, you get 

ready now, he's going to eat. All right. Yes, he's not sure. Oh, Jesus, I'm sorry." 

"And would you tell him to chew for crying out loud, we got stuff here, we're 

still mashing it and it keeps coming down in chunks." I said, "Give him a 

heartburn." Okay. And he fakes some fire. "Oh, the girl's here. The girl's here. 

Now, all right, perspiration, keep on, don't--keep going." "Thirsty? All right, 

give him a--we're taking on a little water." "Oh, I think he's going to kiss her. 

Hold everything down. Hold everything down. Hold everything down. He's 

kissing her. Okay, everybody shut up, take it easy." So you had fun. They knew 

what you were doing. It was what was going on in this guy's head when he was 

going to kiss a girl, wow. 

COLLINGS 

How did you come up with the professor character? 01:33:55 

CAESAR 

Well, the professor was a natural, you know. He was a professor about 

everything and was a professor on mountain climbing. Did you see that one? 
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COLLINGS 

No. 

CAESAR 

"Well, Professor, what do you say when you're 40,000 feet up the side of a 

mountain and your safety rope snaps?" "Well, the first thing you do is you hold 

on, grab anything, whatever's in front of you, you got to hold on and then 

prepare. And then you shove off and you start to scream and you keep 

screaming all the way down, so they'll know where to find you." "Well, 

Professor, is there another way around it?" "Well, yes, as soon as you see that 

rope snap immediately you spread your arms and you start to fly as hard as you 

can." "But, Professor, man can't fly." "How do you know? You may be the first 

one, boy. Time to try." "So what were you?" "I was a flying screamer." "Have 

you ever been hurt when you were doing that?" "You see this little pinky? 

That's all that's left of the original me. All the rest is new. I used to be a short 

red-head." You know, one day we were rehearsing and rehearsing and my 

secretary comes in and says, "Mr. Caesar, Dr. Einstein would like to talk to 

you." I looked over at the writers, I said, "Now you're making jokes. Not now, 

we got to get three sketches rehearsed before tonight and then start again 

tomorrow. Come on. All right, start again." "Mr. Caesar, Dr. Einstein would 

like to talk to you." I said, "Okay, if this is a--" I went upstairs to my office, I 

got on the phone, and this woman, what the hell was her name? The woman 

that took care of him all the time. She was with him all the time in the last part 

of his life. She said, "Dr. Einstein would like to talk to you. "I said, "Would like 

to talk to me?" "Yes. He said he'd figured out the physical equations, but now 

he'd like to talk to you about the human equations." 

COLLINGS 

Oh, interesting. 

CAESAR 

I said, "He wants to talk to me?" This is like I'm talking to Copernicus. I mean, 

this is Einstein, E=MC squared. 

COLLINGS 

Yes. So what was that like? 

CAESAR 

Well, what happened was we made a date--he was at Princeton, you know, and 

they didn't--I never got to see him. 

COLLINGS 

Oh, what a shame. 

CAESAR 

He died in 1955. Then when I was on my way to do the-- I'm getting tired. 

When I did the thing at Columbia, I was walking down the halls and some guy 

says, "You're Sid Caesar, aren't you?" I said, "Yes." "Let me introduce myself. 
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I'm Robert Oppenheimer." Robert Oppenheimer." And I'm studying physics 

now. I mean, I'm really into physics." And I said, "Can I shake your hand?" He 

said, "You know, Albert always loved you. He always liked your professor." 

COLLINGS 

The German professor, yes. 

CAESAR 

Because I was full of bologna. He was always, "Oh, I know all that, sure I 

know that." 

COLLINGS 

That's a great story. 

CAESAR 

Sure. 

COLLINGS 

Should we break now? 

CAESAR 

Yes. 

COLLINGS 

Yes, okay. 

CAESAR 

I think so. 

COLLINGS 

All right. I'll just press stop then. [end of session one] 

1.2. Session Two (November 2, 2005) 

COLLINGS 

All right, good afternoon. Good afternoon, Mr. Caesar. 

CAESAR 

Good afternoon. You know just a few minutes ago you were starting to talk a 

little bit about your daily routine when you would come into the-- 

CAESAR 

Yes. Well, this show was done live. And live means, a lot of people don't know 

what live means. They think it's you do it live and then you do it over again, 

like a movie. No, this you do the show once and all the shots and everything 

have to be in there, and it's an hour and a half. It was an hour and a half show, 

not a half hour, not an hour. There were no-- I didn't allow any cards and 

Teleprompters weren't invented then. So we did this live with no cue cards, an 

hour and a half show, thirty-nine weeks a year. That's a little different than 

today. 

COLLINGS 

That's a really intense schedule. 
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CAESAR 

Yes, and you have to know the piece and you have to know the other person's 

lines because in case he goes up you can help him, and he knows your lines in 

case you go up, and I made that a rule. If you have a scene with somebody you 

have to know their lines, because an hour and a half to get in your head you can 

get tripped up by one little twist of a word and you have to be able to help that 

person out. Everything was thought of, because it had to be. Did I tell you 

about the time I gave a lecture at the Columbia University? 

COLLINGS 

Was it when you ran into Robert Oppenheimer? 

CAESAR 

Yes. 

COLLINGS 

Yes. 

CAESAR 

But then I told the people it was live and the first guy that stood up was a 

director and he said, "Mr. Caesar, we know the show was live and it was an 

hour and a half long, but could you tell me how long did it take to shoot the 

hour and a half?" 

COLLINGS 

Right. You know, you did everything in front of a live audience, but for the 

movie satires you had many movie effects, like I'm thinking of some of the 

silent movie satires where you had-- 

CAESAR 

Oh, sure. 

COLLINGS 

How would you let the live audience see those silent-- 

CAESAR 

It was a big screen. 

COLLINGS 

Oh, okay, yes. 

CAESAR 

And instead of making it twenty, thirty sets, you know, in those days a 

seventeen-inch set we thought, oh, boy. So I got together with the engineers 

and they said, "Yes, we can put up a fifty-foot screen." I said, "That's my 

answer." And they put up a fifty-foot screen and the people all—Because they 

all laughed together, it's not, "Ha, ha, ha, ha, ha, ha, ha," you know. Even that 

billionth of a second stops it, you know what I mean? 

COLLINGS 

Yes. 

CAESAR 
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This way they're all looking at the same picture at the same time and the laugh 

comes together. If there's no laugh you know right away. 

COLLINGS 

I suppose the station received mail about the show. 

CAESAR 

Oh, sure. I still get mail. 

COLLINGS 

Did you read the mail at that time? 

CAESAR 

My secretary used to, if there were one or two or three interesting letters she'd 

bring them to my attention and I would answer a couple, but I didn't have time. 

I mean, you've got to get an hour and a half show written from nothing, from 

(unclear). You had to get a--and the show was an hour and a half and that 

means we had to do six comedy pieces. Then when I left The Show of Shows 

and I went into Caesar's Hour, the dancing and the singing came later on. 

COLLINGS 

Because it was only an hour then. 

CAESAR 

Because this was just so we could change over and just change the mood a little 

bit. But it was a wonderful format for me because if the sketch ran ten minutes 

or fifteen minutes or twenty minutes or sometimes the whole show when we 

did The Dancing Towers. When we did The Dancing Towers, that was the 

whole show, it was an hour. 

COLLINGS 

Yes. So is that the main difference that Your Show of Shows and Caesar's 

Hour that there were fewer of the musical-- 

CAESAR 

There was more comedy than production numbers, yes. Also it was just an 

hour. Which was a big relief. 

COLLINGS 

Yes, I can imagine it was, that makes a big difference. How did you assemble 

your writing teams? I mean, what would you look for? 

CAESAR 

That was the most marvelous thing that happened in the show. We got a good 

reputation on Your Show of Shows and then when I went on my own I had to 

get a new writing staff. But most of the writing staff came along with me. And 

when we got into this getting writers, people like Larry Gelbart, Woody Allen, 

Mike Stewart, who wrote Bye, Bye Birdie and who wrote Hello Dolly, who 

wrote--I mean, he wrote 42nd Street. I mean, he was a great writer. He was just 

on the typewriter, because I had to have somebody that, boom, right away knew 

that I wanted this in and that out. 
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COLLINGS 

So the people would be pitching ideas and then you would kind of indicate to 

him-- 

CAESAR 

Well, I would see-- I would sit in the writing room, see, instead of sitting 

upstairs or waiting for them to deliver the script, that's a waste of time, that's 

just a little ego. I went down into the writing room and there if an idea came up 

we would play with it a little bit and it had to have legs, and by that I mean, it 

had to be more than just a joke, you know. I don't care how funny it is, if you 

come out in a funny costume or you come out and get a big laugh, now you've 

got to be funny, because the costume is over. Now, you have to be funny and 

you've got to work against that costume. That's why I didn't allow funny 

costumes. 

COLLINGS 

Yes. So you didn't allow funny costumes as a rule? 

CAESAR 

No, I mean, if it called for it, you know, just for a joke, but it had to be in the 

plot. See, even a little sketch that's ten, fifteen minutes long or shorter, has to 

have a story. You have to have somebody to root for, because if you're not 

rooting for anybody in a sketch you're not interested and you're being bored. 

But if you hang on and the character is in the story of the sketch, so there's got 

to be a little story. So there's a beginning, a middle, and an end. And that's what 

the people didn't understand. 

COLLINGS 

Who didn't understand that? 

CAESAR 

Well, the people who were reviewing it. 

COLLINGS 

At the time? 

CAESAR 

At the time. See, when you're doing television, live television, you don't have to 

be told if it's good or bad, you know because you heard the laughs, and there 

were no laugh machines. 

COLLINGS 

Right. Yes, it was real. 

CAESAR 

And in fact when I was giving [unclear] this guy said, "Well, what if there were 

no laughs? What if it doesn't get a laugh?" I said, "Then you go a little faster." 

That's all. It didn't work, so go, don't wait around. 

COLLINGS 
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Yes. Were there any particular sketches that really surprised you that way that 

you can think of? 

CAESAR 

Oh, sure, you got surprised all the time. You know, something that you think 

will go, wow, wow, wow, and something that you think is going to go woooo, 

just the opposite, you know. Because people are affected by everything, 

whether they ate or not, whether this or that, whether they're mad or this or that. 

So each person is different, but when you get together and you laugh together a 

different atmosphere takes over in the theater, and it's really marvelous to see 

and to feel. 

COLLINGS 

It must be, yes. 

CAESAR 

Because once you walked out there, until you got your first laugh, it's all uphill. 

COLLINGS 

Actually that leads me to a question. You know, one of the things that Larry 

Gelbart wrote in the introduction to your book, Caesar's Hour, he said it was 

difficult for you to walk out at the beginning of the show and just say, "Good 

evening, Ladies and Gentlemen." 

CAESAR 

It was very hard for me. 

COLLINGS 

And why was that? 

CAESAR 

Because I wasn't doing anything funny and I didn't want to do anything funny 

because you're going to do an hour and a half of it or an hour of it right away. 

So I had to play it straight, you know, "Good evening, Ladies and Gentlemen. 

Welcome to the show," introduced the guest or if there's not a guest and so 

forth, and then say, "Sit back, relax, and enjoy Caesar's Hour." And that put the 

audience in a receptive mood. Then the first sketch was always a home sketch, 

it was called a home sketch, something that happens in the home, in the house, 

because there everybody knows what you're talking about. It's a way of shaking 

hands with the audience, see, because they've all gone through this situation, 

whatever it is.Like we had a sketch one time where we all came home from the 

movie, saw the movie, we came home, "Hey, would you like a cup of coffee or 

something?" "Well, yes. You got cocoa?" "Yes, I got cocoa." "How about tea?" 

"Tea? All right. Two teas, four coffees." And then I said, "You know what? I 

feel like some sardines." "Sardines?" "Yes, we got some, they're over there." 

"You want them toasted? You want this? How about that?" And before you 

know it you've got the whole refrigerator out and everybody is eating ham 
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sandwiches or this or that, and that's the little snack after, you know. And you 

see how the snack rolls into a tremendous meal. 

COLLINGS 

Yes. Actually I remember that sketch, I saw it, and then by the time it ends it's 

about two o'clock in the morning and Mr. Hickenlooper, I think it's the 

Hickenloopers at that point, it might not be. 

CAESAR 

No, it was the other one. 

COLLINGS 

The Commuters? 

CAESAR 

Yes. 

COLLINGS 

Okay. He goes to bed and he tells his wife to clean up the kitchen. He tells his 

wife to clean up the kitchen and she says she's not going to do it, because it's 

too late and this was all his idea anyway, and he says, "I'm the man of the 

house, and you're going to clean up the kitchen." And then he goes to bed and 

he's saying to himself how kind of surprised he is that he was able to win the 

argument. 

CAESAR 

That easy. 

COLLINGS 

And then she comes in with all the dishes and she dumps them on the bed. I 

was really surprised by that. I was wondering, you know, you always had 

on Your Show of Shows and on Caesar's Hour you always had a woman writer. 

CAESAR 

Oh, yes. 

COLLINGS 

Yes. Do you remember if it was one of the women who contributed that idea? 

CAESAR 

Well, you see, a man doesn't think about those things. Now you have a wife 

and she's got to go in at two-thirty in the morning and clean up the kitchen, you 

know, that's--so they knew where we were coming from. They've gone through 

the situation, who's going to clean up? It's not the eating that's bad, it's the 

cleaning up afterwards. 

COLLINGS 

Yes. Well, did you--was it just an accident that you had a woman writer on 

both of those shows? 

CAESAR 

No, no, no, no accident. 

COLLINGS 
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What was your thinking on that? [recording interrupted] 

COLLINGS 

Yes, we're going again. Okay. Yes, I had asked you if it was just a coincidence 

that on Your Show of Shows and Caesar's Hour you had a woman writer. 

CAESAR 

Oh, I had a woman writer on both shows. 

COLLINGS 

Yes, and that was because? 

CAESAR 

Well, you have to get the woman's point of view. You know, not only is she a 

woman, she's a writer, and she thinks differently than you. 

COLLINGS 

Yes. 

CAESAR 

So that's why we had a woman writer. 

COLLINGS 

So do you remember any particular conversations? The two woman were 

Lucille Kallen and Thelma Diamond. 

CAESAR 

Yes. 

COLLINGS 

Do you remember any particular conversations with either of them about 

sketches such as the one that we-- 

CAESAR 

We talk over the sketch before. See, we get an idea, then we see if it went here 

or it went there or if it's better if it went here. So you have to figure out what it's 

going to do. Now, I said, "What's your point of view, how would the sketch go 

with you?" [recording interrupted] 

COLLINGS 

Okay. So you were talking about how you would work a little bit with Thelma 

Diamond and-- 

CAESAR 

Well, we'd talk or we'd discuss. The guys would talk over the discussion and 

we'd write it together, but we didn't wait, most of the time, until after. We 

would go piece by piece. Like there was one sketch where Nan took up 

smoking, she wanted to be free. And we talked and she said, "Yes, you got to 

let her go." So we got it and it was very, very funny, because it showed the 

male, you know, the dominance of the male. But the woman's point of view, 

you know, we'd say no smoking and that would be it, but we would smoke. No, 

a woman's point of view is very, very important because it rounds it out, it 

makes it believable, see. But the most important thing is they have to believe it. 
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COLLINGS 

Right. 

CAESAR 

If they don't believe it, they're not interested. So you have to make it as serious, 

when you play you play serious, because the more serious you play it you're 

taking this thing seriously, which is funny. 

COLLINGS 

You had a couple of characters that often appeared. You had Progress Hornsby, 

the Professor, of course, the Hickenloopers, the Commuters. 

CAESAR 

See, if you get something that you can do over and over and over, you can 

revisit it, that takes an awful load off your head when you're writing. Because 

you're going to write for the Professor or you're going to write for a woman, or 

you're going to write about things that people know about. You don't do things 

that people don't know about, because you want to be-- 

COLLINGS 

You also had the German General who is another-- 

CAESAR 

Well, you can't do him again and again, because there was one thing, he was a 

general and this and that, and it winds up he's a doorman. I modeled that after a 

movie I saw. 

COLLINGS 

Oh, right. 

CAESAR 

[Erich] von Stroheim. 

COLLINGS 

Yes, exactly. I forget the name of that movie [The Last Laugh] 

CAESAR 

He was on Hollywood Boulevard, Sunset Boulevard. 

COLLINGS 

Yes, I know. 

CAESAR 

But he had his own career doing silent movies. 

COLLINGS 

Right, yes. 

CAESAR 

The big director. He was the grand actor and he was very good. 

COLLINGS 

Yes. So did you have other, besides Progress Hornsby and the Professor and 

the Hickenloopers, were there other recurring characters? 

CAESAR 
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Well, the character of the home, the husband and the wife. 

COLLINGS 

Yes, yes. 

CAESAR 

So you could go back to that. The Professor could do anything. 

COLLINGS 

Right, yes, he could do anything. 

CAESAR 

He could be in magic, he could be in this, he could be in that, he could be--so 

we had--but we would never do the Professor two weeks in a row, you spread it 

out, because otherwise they start to time you. You know? 

COLLINGS 

Yes. 

CAESAR 

You can't do the same format every week, you got to change. But they like the 

surprise. And it's something new. 

COLLINGS 

Now, you had one sketch that was “Win a Date with Gina Lollobrigida.” 

CAESAR 

Oh, that was way, way--That was the first show of Caesar's Hour. 

COLLINGS 

Oh, it was the first show, okay. 

CAESAR 

The very first, and I built this staircase for her to walk down. I could never 

rehearse with her because she was always with the dressmaker. I never saw a 

woman, I mean, hours and hours and hours and hours. "No, I think it should be 

another stitch down. No, one stitch." Jesus. 

COLLINGS 

Well, that character that you played there, that was just a one-time thing, right? 

CAESAR 

Yes. 

COLLINGS 

Yes. But he did seem like somebody, as you said, that could care about and 

could believe. 

CAESAR 

Yes, because he was afraid, you know, gee, I got to go out with her and you 

know. If he was a wise guy and said, "Okay, let's go, baby," nobody has any 

sympathy for him. But if he was a guy that was taking out this big star, my 

God, how are you going to treat her? How do you touch her? Do you even 

make an advance to kiss her or anything? Did you see a sketch called Otto? 

COLLINGS 
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What happens in that one? 

CAESAR 

We went into a head and we played the brain. 

COLLINGS 

Oh, no, I didn't see that one. I would remember that. 

CAESAR 

And I was the guy who looked out through the eyes and I gave instructions, 

see. I said, "Okay, he's going to meet her now. He's going to meet her." 

COLLINGS 

Oh, yes, I did see this. Yes, okay, go ahead. Yes. 

CAESAR 

"He's going to meet her. He's going to say hello. Everybody hold everything." 

Okay. I remember eating and I got a call from the engineer, Howie, he said, 

"Would you ask him to chew? Would you please tell him to chew? I mean, 

we're down there chopping and chopping and chopping, we ain't got time to put 

it in the furnace, you know, and there's some stuff we can't put in the furnace. 

So tell him to chew." I said, "All right, give him a heartburn. If you give him a 

heartburn he'll know." "Okay, hey, I think--Hey, she's going to kiss him, get 

ready. Everybody hold on." So it was an odd idea, you can't do it--you could 

have made a series out of it because you can go from here to there to there, you 

know, wherever he goes, but you're stuck in that same situation. So you can do 

it once or twice, but after that the novelty has worn off. 

COLLINGS 

Right. Now, did you have any recurring characters like that mechanic in the 

Gina Lollobrigida? I mean, he's a kind of a, you know, kind of like a working 

Joe. 

CAESAR 

Stiff. 

COLLINGS 

Working stiff. I don't think you had any recurring characters like that, the 

recurring characters were more middle class, right? 

CAESAR 

Yes, I played a middle class guy, which they're slowly trying to kill now. 

COLLINGS 

That's true. 

CAESAR 

No, I played the middle class guy who liked going to concerts, but he didn't 

make a habit of it, you know, he didn't go to every concert, but once in a while 

it's nice to go to a concert. The main thing is to keep in mind that they know 

what you're doing, don't make it so--it's too much insight. I never allowed 

anybody to break up. Nobody ever broke up. 
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COLLINGS 

Laugh, nobody ever laughed. 

CAESAR 

That's right, because that to me, you know, that's the inside joke and that to me 

it broke the sketch, it broke the feeling, because all of a sudden there was 

another idea. 

COLLINGS 

Now, I read in your book that you and Imogene Coca did not talk much 

together off stage. 

CAESAR 

Socially, no. Well, we were together ten hours a day. 

COLLINGS 

Oh, really. 

CAESAR 

Ten hours a day of the same person, you want to go away. Once in a while we 

had a party after a show or something she would give a party over at her house 

or I'd give a party at my house once in a while, once every four or five weeks. 

But it served a purpose, it made it social so that we got together socially, not 

just by working. 

COLLINGS 

Yes, right. What kind of person was she? 

CAESAR 

Oh, she was a very, very talented and extremely smart. 

COLLINGS 

So you were talking about Imogene Coca. 

CAESAR 

Very, very, very talented woman, I mean, extremely so. And she would 

rehearse, she knew show business, she really did, and we'd rehearse it three or 

four times and that was it. I put that, so that's all--see, a sketch comes to a point 

after a while and finally you got it, but if you do it too many times it reaches a 

peak at a certain point and after that--that's why in movies, after the three or 

fourth take-- 

COLLINGS 

It's flat. 

CAESAR 

Because you're reciting it, you know. You got to keep it fresh. 

COLLINGS 

While on the subject of talking about some of the people that you worked with, 

what kind of person was Nanette Fabray? What are your memories of her? 

CAESAR 



43 

 

Nanette is a very, very talented woman, extremely so, but it was a different 

type, it was her, and the way she saw comedy and it was great. She was really 

very good. 

COLLINGS 

It's funny, because she almost seems to be a more contemporary kind of 

presence. 

CAESAR 

Yes, because she was a modern woman. 

COLLINGS 

Yes, a modern woman. 

CAESAR 

See, Imogene was in the thing of we weren't quite middle class, you know, we 

lived in an apartment. It was geared to that, you know. If we went to the theater 

it was a big thing, you know. We went once a year. 

COLLINGS 

This was the Hickenloopers? 

CAESAR 

Yes. [recording interrupted] 

COLLINGS 

Okay. Yes, you were saying that Nanette Fabray was more of a modern 

woman. 

CAESAR 

Yes, I mean, she was-- And it was great because it was a different kind. And 

she did-- See, you had to have Broadway experience, because in Broadway you 

got up and you did it once and that was it. You had to know the part. So being 

on Broadway is like getting ready for television, because there were no cue 

cards and they were used to that. To learn the part and then you go. Whereas 

others they shoot for two or three minutes and then that's it. “Let's do it again. 

Okay. Let's do it again.” You never get on screen for more than five or six 

minutes. 

COLLINGS 

Yes. Now, were you thinking, you know, that, oh, let's make the Hickenloopers 

kind of lower middle class and let's make the Commuters-- 

CAESAR 

No, it happened by itself. 

COLLINGS 

Okay. 

CAESAR 

You know, she was a very good looking woman, she wore dresses beautifully, 

and Imogene used to play off that. She used to come out as Anna Magnani, you 

know. We did The Bicycle Thief, did you see that? 
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COLLINGS 

No, I haven't seen that one. That sounds good. 

CAESAR 

The Bicycle Thief, we did a satire on The Bicycle Thief. 

COLLINGS 

And then you had a third female partner. 

CAESAR 

Janet Blair. 

COLLINGS 

Oh, okay. Yes. 

CAESAR 

Well, see she was in movies. 

COLLINGS 

Yes, so that was different again. 

CAESAR 

She was good, she was very, very good, but very nervous. 

COLLINGS 

Was she on Caesar's Hour? 

CAESAR 

She was on Caesar's Hour. 

COLLINGS 

Yes, okay, but toward the end. 

CAESAR 

Yes, Nanette left, I don't know why. Managers get in the way, they really do. 

COLLINGS 

Yes, I'm sure. And what are your memories of Max Liebman, he was very 

important. 

CAESAR 

Well, Max was in show business for a long, long time, and he did shows up in 

the Poconos. I think he did one show on Broadway, it was The Straw Hat 

Review. He had a lot of experience. I learned an awful lot from him. That's 

where I learned it. I mean, I know about show business, but he taught me about 

how to prepare a show, how to-- The main thing is the running order. See, you 

never put two big sketches, two big powerful funny sketches back to back 

because they'll cancel each other out. You put something in between, you do a 

pantomime, you do something else. See the pantomimes were very important, 

because it was a different form of comedy and it made the people work. They 

love to work to figure things out, and in pantomime you do it. 

COLLINGS 

Well, there's one particular pantomime that I saw, it's you playing Grieg’s 

piano concerto. 
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CAESAR 

Oh, yes. 

COLLINGS 

And that's another one where I was wondering how the live audience was really 

able to see it, because there is so much camera work, where there's a close-up 

of your face and-- 

CAESAR 

But you see, after that, what I did then, I played the Grieg's piano concerto-- 

When I went and met with the people, they said, "We didn't know you played 

the piano." "I didn't play the piano." "What are you talking about, we saw you 

sit there playing." They saw the piano. 

COLLINGS 

Wow, that's amazing. 

CAESAR 

And so did the critics. 

COLLINGS 

Yes. it's really very convincing. 

CAESAR 

Because I did the fingering with a pianist. For a while it was the pianist, he was 

a concert pianist. He's out now playing concerts all over the place and he's the 

best interpreter of Gershwin. 

COLLINGS 

Yes, so you're not just throwing your fingers all around the place. 

CAESAR 

No, no, it's not just [unclear], it's [demonstrating a musical beat]. So it starts out 

legitimate and then boom-- 

COLLINGS 

Yes. Well, I think one of the things that really enhances the realism of it, too, is 

the way that you show the character sort of chatting with the other musicians a 

little bit before the concert starts and the conductor has to kind of get your 

attention and tell you. 

CAESAR 

Well, first they've got to get the distance between the piano and myself. I wind 

up bringing the piano to me. 

COLLINGS 

Yes. That's a good sketch. How did you come up with the character of Progress 

Hornsby? I really like that character. 

CAESAR 

Oh, there's more, there's a lot of [unclear], because he represented something 

that-- He represented a class of people that do this, and I know because I was a 

musician. There was one thing where I did, "Did you ever have any named 



46 

 

musicians with you?" "Oh, yeah." "Progress, you had a band, didn't you?" I 

said, "How many men were in your band?" "I had fifteen men and a gorilla." 

"Why did you need the gorilla?" "Well, you see, he's the only one in the band 

who could drive the band bus." 

COLLINGS 

Well, I like the one where he says that, "What was the name of your band?" 

And he says, "That they called themselves the Guy Lombardo Orchestra," 

because they got a lot of work that way. 

CAESAR 

That's right, that's the only way he could get work. 

COLLINGS 

Yes, and that's a good sketch because, well, it's Carl Reiner and he's doing a 

show called People to People." 

CAESAR 

Well, that's what we had. That was Edward R. Murrow and then later it 

became, what was the name [Person to Person]? He used to be on very high-

class shows. I forget. 

COLLINGS 

But Carl Reiner is parodying Edward R. Murrow at that-- 

CAESAR 

Right. 

COLLINGS 

Oh, that's good, yes.[recording interrupted][End of interview] 

1.3. Session Three (November 9, 2005) 

COLLINGS 

Okay. So you were saying that the shows are going to be on-- 

CAESAR 

The shows were made so that the family could watch and that's what it was. 

You know, in the early days you had one set. Everybody didn't have their own 

set, you know, like five, six sets in the household. So they all sat down and this 

program, Your Show of Shows, they could watch with their kids, because there 

was no blue stuff, no nothing. We couldn't say-- [Telephone ringing] 

COLLINGS 

Shall I pause? 

CAESAR 

Yes. [recording interrupted] 

COLLINGS 
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Okay. All right, we're back on. Let's see, I wanted to ask, last time you were 

talking a little bit about your writing team for Your Show of 

Shows and Caesar’s Hour, and what do you think each member of your-- 

CAESAR 

Well, the writing team wasn't that big in Show of Shows. We had only, we had 

four writers, that's all. We had Mel Tolkin, Lucille Kallen and Mel Brooks and 

myself. Mrs. 

CAESAR 

Anybody called? 

CAESAR 

No. The phone rang and said, "Brooks Brothers?" I said, "What department? 

You want ties, shoes, hats, what do you want?" 

COLLINGS 

So what do you think each member of that writing team brought to Your Show 

of Shows? 

CAESAR 

They brought originality. 

COLLINGS 

Yes. But I mean if you wanted to break it down, what did-- 

CAESAR 

You brought things that people knew about. Mrs. 

CAESAR 

Mel Brooks liked slapstick and Larry Gelbart on the Caesar's Hour was the 

very cerebral and great with words, that kind of thing. He was on Caesar's 

Hour. And Mel Brooks was very physical, slapstick. Right? Don't you think? 

CAESAR 

Whatever you say. Mrs. 

CAESAR 

All right, whatever I say then. 

COLLINGS 

Well, that's great to know because it's interesting to hear how when you have a 

team what each person brings-- 

CAESAR 

We didn't write slapstick. There was no slapstick. Everybody said, "Oh, it's just 

a bunch of slapstick sketches." They weren't, there were no slapstick sketches. 

COLLINGS 

When did Woody Allen-- 

CAESAR 

Why we did the home sketch, they used to call it the home sketch, in the first 

position, was because we could do something that the people knew about. 

You're saying, “hello” when you first come on, you say hello to the audience. 
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So our saying hello is doing something that they already know about or they 

went through themselves. So that's what the home sketch is for, which, you 

know, say hello to the audience, and from there we went on and we got a little 

wilder. We did different things. 

COLLINGS 

In your book you talk about how one day in Chock Full O' Nuts you observed a 

man sort of mumbling to himself. 

CAESAR 

Oh, yes, that was the--I did a, it was a number about a guy that has a day off 

and he keeps talking to himself. You've seen those guys. And I saw one of 

these guys have a very big conversation, very boisterous and he's by himself, 

and he's, "No, you don't want to go there, you want to go here. We'll go there? 

All right, we'll go there. All right. No, I won't take money, money's a bad--it's--

it may rain, it may do this, it may do that. Maybe I'll go to a movie, that's it. I'll 

go to movie. I'll have something to eat first and then I'll go to a movie and I'll 

pass the time in the movie and I'll have a nice day off." And in the movie he 

keeps talking to himself. 

COLLINGS 

Doesn't he fire the usher while he's in the movie? 

CAESAR 

Oh, yes, he fires everybody. He fires the bus driver, he fires everybody. He sees 

a an old woman coming into the bus and he says, "You're going to stand there, 

lady, nobody's going to stand up and give you their seat. That's not the thing 

today, today they don't do that. Before, earlier, they used to do that, no more, 

that's all gone. That's passé. You're going to stand there, lady, until you drop. 

See, nobody's going to come to pick you up, you're going to lay there." 

COLLINGS 

Well, actually that reminds me, because last time you were saying that you 

really admired Charlie Chaplin, and you said Chaplin worked both sides of the 

street, he could be funny and he could be very sad, and this skit sounds that 

way, too. 

CAESAR 

Well, you have to be able to get serious because you're making a statement and 

what you're doing-- I told you about the scene with Chaplin in the park with the 

girl and she's selling violets-- And how do you get an audience, or how do you 

get a blind girl in a movie, in a silent movie, to think that you're a millionaire as 

you come out? I mean, in a second. And all she does is hear the sound of the 

door of the car slamming. 

COLLINGS 

So she hears the sound of his car slamming and that sound-- 

CAESAR 
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Yes, and that sound of a limousine she's heard it before, she'd been on the 

street, and she immediately turns to him and he, with his last dime, he gives it 

to her. [telephone rings] 

CAESAR 

Is that Brooks Brothers again? [recording interrupted] 

COLLINGS 

Okay. Yes. So he gives her his last dime you said. 

CAESAR 

And then he follows her, you know, and she goes over to the fountain and she 

rinses out the cup with the water and she throws it in his face. Now, she's blind, 

she doesn't see it, and the whole audience went, "Huh?" They went "Huh?" 

They didn't know whether to laugh or cry. That's how you work both sides of 

the street. 

COLLINGS 

Yes. I think that's a really good way of putting it. 

CAESAR 

That was done in 1920 and 1925, you know. Those were the pictures, that was 

the way they did things. It was a little obvious, but that's what they take, you 

know, their license for. 

COLLINGS 

Yes, but this idea that you don't know whether to laugh or cry I think is-- 

CAESAR 

Yes, that's the whole thing. You know, you don't know whether to laugh or cry 

and it's a funny situation, but then you go, no, she threw it in his face, you 

know. But that's one of the ways. 

COLLINGS 

You must have seen the production Laughter on the 23rd Floor, Neil Simon's 

play. 

CAESAR 

Yes, I've seen it. 

COLLINGS 

And also the film, My Favorite Year, perhaps. 

CAESAR 

Oh, yes. 

COLLINGS 

What did you think of those productions? Did they capture the flavor of the 

show? 

CAESAR 

Well, in a certain way they did, yes. But they weren't all true with this or that, 

you know. I had to take pills because of stress of doing not twenty shows a 
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year, not a half hour, not an hour, but an hour and a half, thirty-nine weeks a 

year. 

COLLINGS 

Unbelievable. 

CAESAR 

That's almost double. 

COLLINGS 

That's quite a schedule. 

CAESAR 

That's almost forty shows in a year, thirty-nine. So you get a little tied up, 

especially doing an hour and a half and we didn't have--we had no 

Teleprompters and I wouldn't allow cards, because cards breaks the focus. You 

know, when you're looking at a card then you're saying, "You know, what I'm 

going to do for you? I'm going to do this and then I'm going to do that." But 

you're not looking at her, you make no contact with the other person, and you 

have to. And not only do you have to look the person in the eye, you have to 

listen, because it's not just what she says, it's the way that she says it or he says 

it, or the other person, whatever it is. Then you get the mood that she's in and 

you can answer her, because if you're just standing there waiting for your cue 

people lost contact with you. When you lose contact with the other person it's 

all over. 

COLLINGS 

Oh, that's interesting. Did you expect TV--when you got in on the early days of 

TV-- did you expect it to be big or did you think it was just something for the 

moment? 

CAESAR 

I didn't know what it was, whether it would be big or not. You know, 

everybody was taking a chance, the sponsors. It had to be better, because they 

cannot only talk about it, but they could see it, and then when color came in 

then it really caught on because they could show their product exactly how it 

was, you know. I mean, they spruced it up a little bit, you know, for the 

commercial. But it was a tremendous hit immediately, because people didn't 

have to go out, didn't have to park the car, didn't have to find this, you didn't 

have to go here. They got to see if they've got seats in the restaurant or not, if 

they got this, if they got that. 

COLLINGS 

Didn't have to get dressed up. 

CAESAR 

No, you don't have to get dressed up, you don't have to wait in line, and you're 

comfortable and you're watching entertainment. What's bad with that? It's 

everything wrapped into one. 
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COLLINGS 

Sounds perfect. 

CAESAR 

Yes, and you can sit on your couch or whatever you want and enjoy it. 

COLLINGS 

Last time you were starting to describe a typical day in the writers' room and 

then we ended the interview before you were able to really get going with that. 

What was a typical day in the writers' room, let's say on Caesar's Hour? 

CAESAR 

Well, there's no typical day. There is no such a thing as a typical day. Because 

every day was a comedy unto itself, because it was one day this would happen, 

one day that would happen, one day this would happen and that. You know, 

you had to really concentrate because this had to be done when we came in on 

Monday morning the show, which is an hour and a half, had to be written by 

Wednesday, Wednesday evening, that's the latest you could go, because that 

went into mimeo. That's before we had computers, you know. And it went into 

mimeo and that's it, that was the show. I mean, we made some changes all 

through it, but we had to turn in something so they could build scenery, they 

get costumes, and they get make-up and they get all the props and they get all 

the things that have to work or don't have to work and this and that. Then you 

got to get costumes, you got to get fitted, you got to do this. So it's a big, big 

job. You've got to have music and you've got to be orchestrated. We had an 

orchestra of twenty-five pieces, which is a big orchestra. 

COLLINGS 

Larry Gelbart said that the girls in the steno[graphic] room who would type up 

the notes would sometimes fix the-- There would be plays on words and they'd 

think it was a mistake and they'd fix it up. 

CAESAR 

That's right. Yes. Well, you see nobody knows what goes on in the writers' 

room, because every day is different. There's not a typical day. There is no such 

a thing, because some days you get lucky and you go and you breeze through 

and, boy, it's not bad. And there are other days where you get stuck and you go 

over it and you go this way, you try it that way, and this way. Well, let's have 

lunch and forget about it and we'll go back into it. And we tried all different 

ways, you know, because it's nothing that--there are no rules you have to 

follow. The only rule you have to follow is the guy who edits, you know. That's 

a dirty word. 

COLLINGS 

Would you all eat lunch together? 

CAESAR 
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Oh, yes. Yes, once we started getting together in the morning it stayed like that 

all day. And I didn't allow any telephone in the room, because when they saw 

the telephone, boy, it was active. So I said, "No more. That's it. Can't afford it, 

we don't have the time," and we didn't. You know, you got to write an hour and 

a half show, which means you've got to write at least six sketches. We wrote 

four sketches, two in the first act, two in the second act, and then Imogene did a 

number by herself and I did a number by myself. 

COLLINGS 

One thing that we talked about a little bit--were you finished with that? 

CAESAR 

Whatever you want. 

COLLINGS 

Okay. We talked a little bit about how you had Selma Diamond and Lucille 

Kallen working for you and you were saying that the women on the team-- 

CAESAR 

You've got to have a woman's point of view. 

COLLINGS 

Yes, you said that they brought in-- 

CAESAR 

Women think differently than men do. 

COLLINGS 

Right. And you talked about a sequence where Nan [Nanette Fabray] starts 

smoking and that this was-- 

CAESAR 

The smoking sketch? 

COLLINGS 

Yes. 

CAESAR 

Yes. Well, she said, "Well, why can't I?"I said, "Sure. You know, it's a free 

world and women can do what they want, you don't have to ask anybody." 

COLLINGS 

Can you think of other examples where Selma Diamond or Lucille Kallen-- 

CAESAR 

Well, all the places where--all the places where a man goes he sees it in a 

different light than a woman. A woman looks for something different than a 

man does. When a woman sees a man she doesn't look at this or that, you 

know, it's attractive or it's not attractive, but she listens to him. She hears the 

way he says--not what he says, it's how he says it. You know, he may look 

down on women a little bit or he may look up to women. So it's all according to 

the way of the character you're playing. 

COLLINGS 
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Yes. Can you think of other examples of specific sketches where Selma 

Diamond or Lucille Kallen made a suggestion or-- 

CAESAR 

Well, there was one prior sketch where I bought her a ring, a diamond ring, 

because I wanted to show her that the marriage was going so well and we were 

doing so well and he bought her a ring for $3,000. And that was a lot of money. 

That was a lot of money in those days, $3,000, wow. Boy, that could pay your 

rent for a year. But I bought her this ring and I wanted to give it to her and I 

gave it to her. I threw a party and invited everybody and so and so. And then 

Carl [Reiner] comes over to me and says, "How much did you pay for that 

ring?" I said, "Three thousand." He says, "Jesus, I can get you the same exact 

ring, carat for carat, cut for cut, for $2,200."I said, "What?" "I'll get you the 

exact same ring, exact same ring for twenty-two hundred bucks. You save 

$800.""$800, I could pay for a lot of groceries. Boy." And I'm thinking, I say, 

"Yes, but how am I going to get the ring back? I can't give it to her and ask--

you can't do that, no. I'll tell you what I could do though, when she washes up, 

you know, she takes the ring off and she puts it on the side." So she goes into 

the bathroom, you know, and he follows her in and while she's washing up, you 

know, he takes the ring. And he goes out and he shows Carl, "There it is." "Oh, 

okay, boy."And then he's got it and then all of a sudden you hear her shriek 

from the bathroom, screaming, "Oh, my God, what happened? You should 

never have given me a ring. I shouldn't have gotten the ring, okay. I don't know 

what to do with it. I'm no good. It probably went down the pipe and we got to 

get the janitor and they've got to open the pipes and flush it out. Oh, what are 

we going to do? We're going to do this and we got to do that." And everybody's 

in an uproar. "What happened? What did you do with it? I mean, you just put it 

down and it went away? I must have fell into the basin and fell down." And I 

see what she's going through and all the women are going [unclear].And then I 

sit on the couch and I say, I put my hand between the pillows and I say, "Hey, 

look at this, I found it. Here it is. When you got up it must have gotten off your 

finger. You better have it refitted and see that it's good." And I give it back to 

her and I feel so much better. And then Carl comes over and he says, "What the 

hell? What'd you do? You just threw away $800. Why did you do it?" "It's not 

worth it." 

COLLINGS 

Now, is this something that Lucille Kallen-- 

CAESAR 

Well, they said, what would the woman do--what the slant from the woman 

would be and we wrote the rest. Sure, she'd be upset, berate herself, you know, 

and she can do this, she can do that. 

COLLINGS 
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Carl Reiner is such a fantastic straight man in these pieces. 

CAESAR 

Oh, sure. 

COLLINGS 

He's great. 

CAESAR 

See, you've got to have a good straight man. A good straight man has to be a 

good comedian because he has to know timing, which is very, very important. 

COLLINGS 

Yes. I really like Carl Reiner in the sketch that seems to be a sketch about that 

program Wild Kingdom, where you're the assistant. 

CAESAR 

I'm holding the-- Yes, the real--it was a real bear. 

COLLINGS 

Oh, really? 

CAESAR 

Oh, yes. 

COLLINGS 

It looked like it was a real bear. 

CAESAR 

It was, it wasn't a fake, that was it, and boy, I had to hold him. He was fighting 

all the time to get out. 

COLLINGS 

Well, that's a really funny sketch. 

CAESAR 

Yes, because we had the snake with that, you know. 

COLLINGS 

Well, one of the things that's kind of interesting in that sketch is that the Carl 

Reiner character is talking with all of this expertise about the animals and how 

they're not dangerous. 

CAESAR 

Yes, and I'm just focused in on this one thing of holding this animal. 

COLLINGS 

And then you are the one who's actually doing it and everything he's saying is 

turning out to not be true. 

CAESAR 

Of course. Nobody can hold this animal, nobody can do this. And I'm holding 

it, boy. But it was a good sketch because when you're seeing a man in trouble, 

I'm holding this here, I'm holding on, they understand. See, if it's something 

they can understand, something they went through, they didn't have to go 

through this, but they've seen it. So I don't care if you have a five-minute 
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sketch, you have to have a story, because without the story people are not 

interested. They're interested in the story, how does it come out? Does he make 

it? Does he not make it? And that's all part of it. So when you do something, 

then people are interested, because they want to see how it comes out. So again, 

everything we tried to do people knew about it, we didn't try to go over their 

heads or this or that.Like the guy goes in to buy a car. He says, "No, I'm not 

going to go into it. I'm not going to go. You see me going you stop me, because 

I want to get a good buy on this car." He goes in and he falls all over the car, 

and then he wants to buy it immediately, you know, and she says, "No, let's 

think about. Let's talk about it. You know it's a great, but it costs $2,000."Cars 

weren't as expensive then as they are now, although it's getting kind of close. 

When you went to--anything over $5,000 had to be a Cadillac. And when they 

built the car in those days it was pretty well-built, but then the foreign cars 

started to come in and they had something different, they made them last. 

[laughs] It was called good workmanship. 

COLLINGS 

Let's see, what was I going to say? Oh, yes, in that sketch with Carl Reiner 

where you're holding the animals, the thing that it seems like people would be 

familiar with is this idea of some kind of boss, you know, talking about how 

things-- 

CAESAR 

About the wonders of the animal and this. 

COLLINGS 

Yes, how things should be and the guy-- 

CAESAR 

And now you have a real--something that's going on immediately, right now. 

This is what's really going on, but he doesn't see that, see, he sees the 

wonderful part of the animal and he gives what happens during the year, they 

had certain-- Yes. Everybody had to work together, that was the main thing, 

and they did. Everybody wanted the sketch to come out right, so everybody 

works for it, for that one goal, and when you have everybody working for that 

one goal you have, you know, it gets over. 

COLLINGS 

I think my favorite character is Progress Hornsby. 

CAESAR 

Oh, Progress Hornsby, yes. He's a way-out musician. 

COLLINGS 

He's great. I like it when he says, "We segued from February to October, we 

really leaped that year and made the whole year cool." [laughs] 

CAESAR 
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There was another thing, you know, he said, "I'm in Chicago now and it's 

marvelous here, you know, they put out the fire." 

COLLINGS 

Right. So it's cool. 

CAESAR 

So it's cool, yes. And then he said, "I'm for moving ahead, straight ahead. If I 

have to back up my car, I sell it." So it was all these things that people knew 

about, you know, they had a car, they wanted to be proud of it, and they always 

wanted to go forward. And this had never been done before, nobody has never 

taken on an hour and a half every week to write a new show, and they had to be 

new. It can't be an old sketch that people have seen before, this and that, 

because they want to see what you're doing. What are you doing? And when 

you give them something that's not intellectual actually, but it takes on different 

subjects and it goes into them and shows you the fallacies of it and the good 

parts of it. So that's what we tried to do, we tried to show both sides. I, of 

course, always took the man's side, you know, because the man is always right. 

[laughs] But people enjoyed the show and they could sit there with their kids 

and not worry about anything, you know, but they never did because it wasn't 

allowed on television, you couldn't do it. 

COLLINGS 

Do you have a favorite character that you played? 

CAESAR 

Well, I liked Progress Hornsby, but I also liked the Professor. The Professor 

was a good boy, because he could go into any subject. He could go into magic, 

he could go into this or that, mountain climbing, or whatever you wanted. 

COLLINGS 

And do you have any favorite sketches? 

CAESAR 

Well, you can't. We did literally hundreds of sketches. Literally hundreds. 

Hundreds and hundreds of sketches. You had to do six every show, so that's six 

times thirty-nine, that's just one year. 

COLLINGS 

Right. That's right. Yes. In one case you said that you talked to Clara Bow 

when you did your John Gilbert-- 

CAESAR 

Yes, I did the thing about Sunset Boulevard. 

COLLINGS 

Yes. What did Clara Bow say? 

CAESAR 

Clara Bow, I called her up and I asked her, "Do you mind if I do--we're doing a 

sketch called Aggravation Boulevard." She was a big fan of the show and was 
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very nice. It was such a pleasure talking to her. I was afraid, you know, but she 

was very, very nice. She says, "Sure, go ahead, have fun with it." 

COLLINGS 

Oh, great. Did she give you any ideas about how to play the John Gilbert 

character? 

CAESAR 

No, no. No, she didn't. She didn't have any--she didn't express anything about 

this or that. She was very, very nice. 

COLLINGS 

You know, at one point didn't Larry Gelbart give you a gift of a throne? 

CAESAR 

He bought me a chair with a gold-- The material was gold-colored. It was a big 

armchair, you know. It was actually a big armchair. Because I couldn't sit on 

the leather chairs, you know, because it would crease my pants and it would do 

this and you're sweating and this and that. So I'd take off my pants and I'd sit in 

the writing room with no pants, and a shirt and a tie, socks and shoes and 

underwear. [laughs] But I had to feel comfortable. I had to feel comfortable and 

this was a material chair. It wasn't a leather chair. And it was cool, you could sit 

and you could breathe and I wrote better in it. I did. I mean, I wasn't always 

pulling my pants out and this and that. Larry was really a marvelous writer, 

really wonderful. Well, they were all-- We had Neil Simon. Neil Simon, I 

mean, the guy who wrote Broadway for many, many, many, many years, for 

like twenty years. He wrote a lot of plays and some of them were great and 

some of them so-so, but that's the average. I mean, that's a good average. He 

was a wonderful writer. Mel Brooks was a wonderful writer. He was crazy and 

he would come in with something that was off-the-wall. You know, you're like, 

wow. So we had different types of writers and Larry was--not only great 

dialogue, but great situations, and so was Neil, you know, but it was in a 

different style. So you had different styles going and different kinds of-- We 

had Mike Stewart, he was just on the typewriter. He had just finished Bye, Bye, 

Birdie. He wrote about five or six shows on Broadway, all big hits, and he was 

just on the typewriter. There was Joe Stein who wrote Fiddler on the Roof. 

Larry Gelbert. Pretty good. I mean, really great dialogue, great shop. Then we 

had Selma Diamond and Lucille Kallen. Then we had Woody Allen. Now, 

that's some combination. 

COLLINGS 

It is. 

CAESAR 

Boy, that was like holding on to a team of wild horses, but, boy, if you let them 

out a little bit and get them going together, they could, whew, boy. 

COLLINGS 
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So when you say that Neil Simon and Larry Gelbart had different styles, what 

kind of styles did they have? 

CAESAR 

Well, Larry had a different style. You can't explain the style. It's in the way 

they want things accented and what to do this or that. But they wrote it, you 

know, but it was all written in the room. One guy would go after another guy 

and they would top him and then another one would top him, and you let that 

go on for a while and you get something that's really not just good, it's really 

good. 

COLLINGS 

Do you think there were any rivalries between the writers in the room? 

CAESAR 

Oh, sure. Not bad. I mean, a writer what he thinks is he wrote the best, you 

know. So I was the one who had to go in and say, "No, no, no, we're going this 

way," or "No, no, no, we go that way." Then you have to keep it on course, 

because it was too easy to go away-- For these guys to all of a sudden get out of 

it, you know. You've got to keep on the subject. You can't get a joke that's out 

of the subject, because it stops the show, it stops the story, it stops everything. 

But if you have something that's there, that relates to what you're doing, then 

you'll see. 

COLLINGS 

Do you still have that chair that Larry Gelbart gave you? 

CAESAR 

No, I don't. No, it was pretty worn by the time we-- 

COLLINGS 

It was pretty worn, huh? Okay, good. Well, that means that it got a lot of use. 

CAESAR 

Oh, yes. There was a lot of twisting and turning in the chair, too, you know, 

because you were this way and that way. 

COLLINGS 

Did you do anything special for the last show of Caesar's Hour? 

CAESAR 

No, actually it shut down because it didn't have to go on and on and we knew 

we were going to go off, so we didn't try, you know. We could have, but we did 

a selection of shows that we did, you know, the last two or three shows. And it 

was very--people liked it, you know. They saw things that they wanted to see 

again. But then when we went to Caesar's Hour the whole thing changed. See, 

the focus-- We used to do five, six, seven, maybe eight-minute sketches, but 

then we got into Caesar's Hour and we started to do fifteen-minute sketches, 

then we did twenty minutes, and then we did a whole hour of one thing, The 

Dancing Towers. 
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COLLINGS 

Oh, really? I didn't see that one. 

CAESAR 

Yes. We wrote a show called The Dancing Towers. 

COLLINGS 

The Dancing Towers are so funny. 

CAESAR 

Yes. Oh, that was a great show. And it had a real story, you know, it had a real- 

It was about a couple that were dancing and this guy was in a chorus before 

with another girl, he was in a chorus, but what he wanted to do, he wanted to 

dance, he wanted to-- And the way he approached it, you know, it was like The 

Lost Weekend, because the guy got so involved with himself and with this and 

with that he forgets about what goes on. He forgot about love, he forgot about 

tenderness, he forgot about trying to be somebody. He got so involved with the 

dance that he forgot everything and he started to drink, you know. No, he 

started to eat. That was it, he ate. He got fatter and fatter and fatter and fatter. 

He was like a balloon, you know. But it was good, you know. I remember he 

said, "I feel hungry. Go out and get me a corn beef sandwich, all fat." [laughs] 

COLLINGS 

All fat. Oh, dear. [laughs]Yes, I wanted to talk about the sketch, Table for One, 

is another one that I-- 

CAESAR 

Oh, the guy trying to have-- Yes, you like the things where the waiters are bad. 

COLLINGS 

Yes, the waitress comes along and every time she approaches this guy she 

injures him. 

CAESAR 

Well, we do it from the kitchen, that's where they put me. 

COLLINGS 

It’s a nice sketch because you've got the theme of every time she comes up to 

you she injures you in some way. 

CAESAR 

Yes, and you've got the door working for you, you know, with the waiters 

going out of the kitchen. You've got a lot of things going for you. 

COLLINGS 

Then at the same time you're always mentioning, “Because I'm always alone, 

you know, table for—“ And so you've got this other theme of this guy coming 

into the restaurant by himself and being very self-conscious about it. 

CAESAR 

Yes, because he was sitting at a table by himself, everybody else had two or 

three people. 
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COLLINGS 

Yes. Do you remember how you developed that sketch? 

CAESAR 

Well, we were going out to lunch-- You take it from life. We went out to lunch 

one time and I got a seat by the kitchen. They said, "Well, you want to wait and 

we'll get you--"I said, "No, I just want to sit down." And every five seconds the 

door was opened and this, so I went through it, I know what it is. And a lot of 

people have been put next to the kitchen if it's a very popular restaurant and 

they sit there, you know, because they want to-- The food is great and the 

service is supposed to be good. 

COLLINGS 

Okay. [recording interrupted] [end of interview] 

1.4. Session Four-A (April 11, 2006) 

COLLINGS 

Let's see, I'll ID the tape. Jane Collings interviewing Sid Caesar in his home in 

Beverly Hills on April 11th 2006. 

CAESAR 

Don't give the address. 

COLLINGS 

No. 

CAESAR 

Because I thought you were going to give everything, I was sitting here with 

my legs crossed and I had my fingers-- 

COLLINGS 

You know, I wanted to ask you a follow-up question that isn't about your show 

or anything and maybe you're not even interested in talking about this, but you 

used to work, when you were young, at a theater, at an MGM theater, as an 

usher and a doorman, isn't that right? 

CAESAR 

It was the Capitol Theatre in New York. 

COLLINGS 

The Capitol Theatre. And I just wondered if you would care to describe 

something about what the theater was like, what the people were like-- 

CAESAR 

Well, I'd been to the theaters before as I-- I went down to New York to get into 

the union, 802. I belonged to 402, which was in Yonkers, Yonkers, New York, 

and then when I--it was just across the line, you know. It takes about thirty 

minutes to get to New York downtown, because we take the trolley and the 

subway. We didn't have a car. 
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COLLINGS 

Right. Much better. 

CAESAR 

Yes, in those days, hey, listen, everything was a gift and we appreciated 

everything. You appreciated everything. If you got two cents, that was enough 

to buy—“give me two of those, three of those, two of these, and two of those.” 

I mean, you had buying power with two cents. I mean, you went to the candy 

store and if the guy took in ten, twenty, thirty dollars a day, that was like, 

“Whoopee!” If you made thirty, thirty-five dollars a week you got married. 

COLLINGS 

Even if you were already married. 

CAESAR 

Rent in those days for an apartment, twenty, thirty dollars. If it was a big 

apartment, like half a house, would be almost forty dollars, which was a lot of 

money in those days. It's amazing how a dollar used to go--I went downtown, 

when I moved down to New York I went down there and it cost me five dollars 

a week for a room on 50th Street and Eighth Avenue, right across the street 

from Madison Square Garden. It was for musicians, you know. We got a 

certain time that we could practice so we didn't interfere with the other guy. It 

was like a boarding house: she made breakfast, she made lunch, she made 

dinner. No, she didn't make lunch, she made breakfast and dinner. 

COLLINGS 

And these were union musicians, right? 

CAESAR 

No, I was just going down to transfer in, and until you got into 802, it took you 

six months to transfer and you couldn't take a job. You couldn't take a steady 

job, because that would be taking it away from the union man. So you could 

take club dates and things like that, but you couldn't take a steady job. 

COLLINGS 

Yes, yes. So what was it like working at the theater? 

CAESAR 

Well, as I said, I've got to make a living, so I said, "Well, I'll be an usher." It 

paid $15 a week, which was okay, because my rent for my room was $5 a 

week, $5 for the week. And then to eat-- Breakfast was--she used to serve 

breakfast. You'd get orange juice, coffee, bread or rolls, whatever you wanted, 

and cereal, and two fried eggs, any style, two eggs. Two eggs and bread. And if 

you wanted coffee-- Or you could have milk. That was it, twenty-five cents. 

That was a good breakfast, you know, you got cereal, you got eggs, you get 

breakfast, you know, and that's it. And if you got a tomato in there, that was 

like, “Whoopee!” You know, that was it. It cost me a dollar a day to eat. A 
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dollar a day. Lunch cost me about twenty cents. That was a sandwich and a 

drink. A sandwich was like ten, fifteen cents. 

COLLINGS 

And that was around the corner from the theater, was it? 

CAESAR 

Yes. I mean, wherever you want to eat, I mean, there are places all around 

there. 

COLLINGS 

So was the theater beautiful inside, was it ornate? 

CAESAR 

Oh, the Capitol Theatre? 

COLLINGS 

Yes. 

CAESAR 

It's like a palace. I mean, really, it's beautifully lighted, really thick rugs. And I 

filled out the uniform so well that they made me an usher on a top thing, 

[unclear] to the left, [unclear] to the right. 

COLLINGS 

And people were dressed up to come to the theater? 

CAESAR 

Oh, when you came to the theater-- I mean, it was just a movie theater, but you 

didn't see guys walking in there with shirts. I mean, maybe in the summer time, 

but it would be a nice colored shirt. You got dressed when you went out. I 

mean, they had shoes polished-- I mean, they were out with their girl. Of 

course, at night it cost almost seventy, seventy-five cents. 

COLLINGS 

That was a lot. 

CAESAR 

Oh, sure. Well, they got a whole team of ushers and they have captains and 

they have inspections and uniforms. 

COLLINGS 

Did people throw their snacks and food on the floor the way they do today? 

CAESAR 

No. They didn't eat. You could get a piece of candy, but that's all, or a Coke or 

whatever, or root beer, whatever they were serving. That's it. There was no big 

candy store or popcorn. No, that was it. I used to go and I used to get, what was 

it, Raisinettes, chocolate-covered Raisinettes. Oh, boy, a nickel. 

COLLINGS 

Do you happen to remember how people would respond to the newsreels that 

were shown? 

CAESAR 
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Oh, they took them very seriously, because that was the only news they saw. 

That was it. And they used to listen to the radio, the radio was-- Oh, I 

remember when radio first came in. 

CAESAR 

Oh, yes, they used to have-- There was a chimpanzee that, you know, Monkeys 

are the Craziest People, you know. And they used to have the shorts. I used to 

like the shorts. They were very, very good, excellent, well thought out. And in 

those days when you sat down to write and you had a code, you could not use 

any kind of language. You couldn't show-- You could show a woman's shape 

and this and that, but you had to be a little careful when it came to the-- 

COLLINGS 

The Production Code. 

CAESAR 

Yes. It was-- What the hell did they call it? The Hays office? 

COLLINGS 

The Hays office, that's right. 

CAESAR 

The Hays office, yes. And it was easy to follow, you know. 

COLLINGS 

Yes, [Be Careful’s] and Don’ts. 

CAESAR 

And they had great pictures in those days. I remember A Tale of Two 

Cities with Ronald Colman, wow. 

COLLINGS 

Well, being an usher it gave you a lot of material for your takeoffs in the 

Caesar's Hour. 

CAESAR 

Well, we used to do a satire on the movie, but we didn't do a satire on the 

coming-- You know, you did a satire of a movie and it had to be a hit movie. 

COLLINGS 

Right. 

CAESAR 

Because you don't want to do a picture that failed, you know, then you're doing 

bad material. [laughs] 

COLLINGS 

Right. Also people need to have seen the movie? 

CAESAR 

A lot of them saw it afterwards, because after they saw the-- That's what 

happened, that actually happened. I wanted to do-- I saw Marlon Brando in On 

the Waterfront, which was a great picture and really great acting. I liked it very 

much and when I came back I took the guys in to see the movie, all the writers. 
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COLLINGS 

You took them into the theater to see the movie? 

CAESAR 

No, we had a private showing. 

COLLINGS 

I see, okay. 

CAESAR 

Yes. We saw it, you know, and "Anybody want to see it again?" "No, that's 

okay, we've got it." And they all had ideas already while they were watching it, 

you know, they were-- And it turned out to be a very, very good satire. So 

much so that Brando called me up after and said, "I really enjoyed that. Thank 

you." Very nice. 

COLLINGS 

Very nice, yes. Do you think that was your favorite of the movie satires? 

CAESAR 

No, no, no, no, no. We did hundreds of movies. Sure. You know you forget 

each show, Your Show of Shows was an hour and a half long. It was an hour 

and a half, and it wasn't just twenty weeks or twenty-two or twenty-five, this 

was thirty-nine. Almost double what they're putting on now and it's an hour and 

a half. And it's every week. 

COLLINGS 

And it's live. 

CAESAR 

And it's done live. Did I ever tell you about the story about I was giving a 

lecture at Columbia University and all the people in the audience were from 

television, you know, the directors and producers and actors and writers and 

whatever, the whole shebang. So I talked for an hour about what the routine is 

of putting on a show, because you must get into a routine otherwise you'll drive 

yourself nuts. But once you settle into a routine you know what you're going to 

do, at least you have an idea, because you got to come in with new ideas all the 

time, because it's not a-- Well, we did put in a couple, so it would be almost 

like a sit com. And instead of being six or seven minutes long, which is a long 

time in those days for a sketch, what we did with this was go ten, fifteen, 

sometimes twenty minutes, which is okay because we can break in the middle 

of it and get a commercial. And in those days there were only three 

commercials in a half hour, that's it. Each commercial was one minute and ten 

seconds. So in a half hour you had three and a half minutes worth of advertising 

in a half hour, which means you had twenty-seven minutes of show. 

COLLINGS 

Right, that's more than today. 

CAESAR 
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More. So you had to fill it up. But the commercials never interfered because if 

a minute and ten seconds-- You know, you run too long and that was it because 

[unclear]. You remember if we had a break, you know, then we had to change 

the scenery and this and that. We used to change scenery, full stage to full 

stage, in a minute and ten seconds. 

COLLINGS 

I'll bet that took some practice. 

CAESAR 

Oh, stage hands were phenomenal. The people that worked in early television 

were just-- I mean, they-- A soundman, if you wanted a certain sound effect or 

this or that, he wouldn't come in with two or three, he'd come in with ten, he'd 

come in with twenty, and give you all kinds of different choices and that, you 

know. And they really pushed, because everybody who worked that Show of 

Shows was considered the top. 

COLLINGS 

Right. Now, did you have the same sound guys and the same set guys for the 

whole show? 

CAESAR 

Sound, you got [unclear] cameras. Then we had six cameras. We had five for 

the show and if we did a silent movie we had to have a camera just for the 

cards, because you couldn't go-- The traffic wouldn't allow it. You had too 

many cameras on the stage. But when we did the-- What were we doing in the 

theater? It was the sister theater to the center. It was the sister theater to the 

Radio City Music Hall. It was the exact same thing, but it was a different set 

up, and this is where we went. We were working in Radio City and the stage 

was huge and they had different revolving stages within the stage, which would 

go this way and they went that way, it'd go up and it'd go down. It was like a 

battleship down there. I mean, really. The machinery and the this and that, and 

the power, oh, my God. It was a great experience. But then I got my own 

theater. I got my own theater and I got my own show and I got my own theater. 

And what I did immediately was take out al l the orchestra seats, just leave two 

or three rows, you know, if you wanted to use-- And the rest you could shoot, 

and I had a big screen put up, because the whole audience was upstairs, in the 

loge and the balcony. I got a whole new concept and it just came natural, 

because I said, "This is the way it's got to be, because we can't go from stage to 

stage to stage, it makes it too--it's too furious," and I mean furious, because 

guys are coming with the scenery and they're coming twenty miles an hour. 

They're coming, because they all want to get it done and they all know how to 

do it, how to unfold it and where the marks are, because each scene had a 

different color. And that way we could work like a studio, you go from stage to 
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stage, you know? That did very well for us when we did a satire of Aggravation 

Boulevard. 

COLLINGS 

Oh, right, okay. Sunset Boulevard. 

CAESAR 

Yes. You know, we did a satire of it, but we didn't-- You know, we never take 

it word-for-word or don't go doing scenes exactly, because you can't do that. 

That's when you run into trouble. If you leave them alone then you can use-- 

Nobody can patent the story, you know. You know, we went to a grocery store. 

Everybody went to the grocery store, so what? But you can pattern it after, you 

know-- It's like almost, not the same atmosphere exactly, but you're can take 

the sort of characters and you do this and you do that and you make it funny. 

And you didn't have to see the picture, it was funny in and of itself. If you saw 

the picture it would be that much funnier.And people, people used to-- I mean, 

like S.P. Eagle-- S.P. Eagle was the name of the producer and he called me up 

and he said, "Mr. Caesar, I hear you're doing something on Waterfront."I said, 

"Well, it's like it, but I'm not using any of your scenes or anything.""Well, I 

want to tell you, if you do that, I just opened on Broadway and we're not doing 

too bad. I mean, we could do a little better, but if you do this and make fun of it 

and this and that, I'm going to sue you."I said, "Well, Mr. Eagle, I guess you're 

going to have to sue me, because I got to do this. It's too good of a piece to 

throw away."What can I do? You write it off. 

COLLINGS 

Now, did people often hear that you were going to be doing a satire on a 

specific movie? 

CAESAR 

No, we had no publicity. There was no such--Not what they do now. I mean, 

now it's all hyper, hyper, hyper. 

COLLINGS 

Right, right. Coming soon, next episode. 

CAESAR 

Yes, “Here we go. Let's go,” whatever, “watch out, here it is, hold your ears.” 

But what we did was what we do, you know, we take any of the-- We didn't use 

the priest at all, we just used the situation. You can't copyright a situation, 

because people are going to get together and there may be three girls and two 

guys, or two guys and three girls. So we did it. I said, what the hell, if he sues, 

he sues, what can I do? We did it and it was very, very big and his business 

picked up. 

COLLINGS 

Just picked up. 

CAESAR 
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Went right through the ceiling. He was doing standing room only. 

COLLINGS 

Wow. So did he call you back? 

CAESAR 

Oh, yes, he called me right back, "Mr. Caesar--" 

COLLINGS 

Thank you. 

CAESAR 

No, no, no “thank you.” "It was very nice of you to do that. I really appreciate 

it. And I'll tell you, I have another picture, if you want I'll send you the script 

and I'll bring in the actors, Alec Guinness and all the guys." It was The Bridge 

on the River Kwai. [end of session 4 A] 

1.5. Session Four-B (April 11, 2006) 

COLLINGS 

So did you do The Bridge on the River Kwai? 

CAESAR 

Yes. Sure. If you've got the script, I mean, what the hell. 

COLLINGS 

Yes, why not? Yes. 

CAESAR 

But it's better to see the picture. 

COLLINGS 

Now did you often take suggestions from people outside the show like that? 

You know, somebody coming to you and saying, "I've got this movie coming 

out"? 

CAESAR 

No, no, no, no. That didn't happen. 

COLLINGS 

Very unusual. 

CAESAR 

Yes. No, we did what we wanted. You know, there was nobody coming and 

telling us what to do, because that they can't tell you. Great censorship, though, 

wow. We used to put in stuff to be thrown out, stuff that we could bargain for. 

“If you do this and let us say that, then we'll take out this, all right? “ And that 

was out before-- You know, we put it in so that they'd have-- Because the guy 

has to have something to show. So you make it easy on them. They understand. 

Yes, because we didn't fight too hard for the other stuff. 

COLLINGS 
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Was there anything that you would have liked to have done with the show that 

you never got a chance to do? 

CAESAR 

Not really, no. We did as much as we could, you know. When you've got to do 

something new every week and it's-- Well, when I got my show it was only an 

hour, so that was a [sighs]. 

COLLINGS 

Yes, much better, huh? 

CAESAR 

Yes, it was better, because it gave you more time to concentrate on what you 

were doing, instead of spreading it out. My God. 

COLLINGS 

Now, toward the end the show started to lose ratings to Lawrence Welk? 

CAESAR 

Yes. You know, people, especially in the Midwest. But around the seaports, all 

along the coast, it was very, very big. He was in there [the Midwest]. That's 

what they're used to. That is entertainment for them. That is it. 

COLLINGS 

Yes. Did you think of trying to do something to try to grab that Midwestern 

audience? 

CAESAR 

No, because then this audience would be, you know, “What's he doing?” 

There's a certain caliber that you reach and you don't want to turn it down. You 

know, what for? Why play down to the people? Let them think, let me get-- 

You know, they never held a shot more than two seconds. 

COLLINGS 

Lawrence Welk. 

CAESAR 

And that's everything, you know, bing, bang, boom, boom. Unless somebody's 

singing, then they go longer. And then they go around the room, you know.But 

no, you don't change your style, because that's what you do. If I tried to change 

and do this or that, it don't work. 

COLLINGS 

So when the show was cancelled did you know it was coming? 

CAESAR 

Oh, sure. And I said, "I don't do the other stuff. I'm sorry. If this stuff went out, 

then okay." But once tape came in, which is what did it. Once they had tape and 

they could edit the tape. See, before that we were the boss, you did what you 

did and you timed it. You didn't want to go over, because you didn't want to be 

thrown out, so you timed yourself. And if you found something that wasn't 

going too good you'd make a cut, you know, but you've got to tell people that 
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you're making the cut so they know what you're doing. You don't just jump and 

go, you know, no surprises. A couple of times we had to ad lib because of 

sometimes a piece of scenery didn't work or a prop didn't work or this or that, 

then you've got to make a couple of remarks and try to save yourself. 

Sometimes you do and sometimes you make it worse. So I tried to be as-- And 

I didn't allow breaking up. 

COLLINGS 

Laughing. 

CAESAR 

Breaking up and laughing. That's because they want to stretch it, so they 

haven't got a sketch here. 

COLLINGS 

So how did tape affect your show? 

CAESAR 

Well, see the main thing this was done live and you did it for an audience right 

there and you worked with them, because they were the laugh track. We didn't 

have a laugh track. If it didn't work there was silence. Yes. So you went a little 

faster. So you always had to keep the audience in balance for what was going 

on. We had to learn, they had to learn, and that was good, because it was like a 

regular audience. There wasn't the audience-- Say, “all right, now, cheer now, 

let's hear a couple of cheers. All right, laugh, laugh. Can you laugh a little 

more?” 

COLLINGS 

So there was nobody to help stir the audience up? 

CAESAR 

Oh, yes, they got people to get up. Today we have people to tell jokes to get 

them in the mood. That's allowed, you know, you want to do that. But you don't 

want to do a show before. See a lot of guys, a lot of people, let guys get on, 

whatever, not guys, people get on, and they start to do stuff that's a little off-

color, which gets a little more laughs than you could get, because you're not 

allowed to-- 

COLLINGS 

And that's before the show starts? 

CAESAR 

Yes. And if they get used to that they're going to look for it. 

COLLINGS 

Yes, right. 

CAESAR 

If it doesn't come then they go, “Well.” 

COLLINGS 

Yes. And that's going to determine who comes to the next show, too. 
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CAESAR 

That's exactly right. You know, the running of a show is just as important as the 

writing of it, because you never follow up a big sketch with a big sketch. You 

do something different, you do a pantomime or you do something to music, you 

know. 

COLLINGS 

You've got to pace it. 

CAESAR 

Yes, and also you got to have different, a different pace, the different-- See, if 

you do another sketch right behind it-- So we used to do a pantomime or we'd 

do--make a funny production number or this or that, you know, get some 

humor in there, but do something altogether different to what you just did, 

because they're used to that and they just laughed themselves out. Now you're 

going to bring the same stuff? 

COLLINGS 

No, no. Yes. 

CAESAR 

So you have to change the mood. [recording interrupted] 

COLLINGS 

Okay. So what were you planning-- Oh, go ahead, have a drink. So what were 

you planning to do once the show was cancelled, once you were going to move 

on to another venture? 

CAESAR 

Well, first I took a rest. 

COLLINGS 

Oh, good idea. 

CAESAR 

I mean, that's nine years of every day. You know, I mean, and every week 

there's a crisis because you're writing a whole show, an hour show. I had six 

minutes of music in the whole show. I said the production number can take 

three minutes and that's enough, that's enough to sing three choruses. That's 

enough, because when Max-- There used to be ten, fifteen choruses, two 

choruses for dancing, two choruses sang this, and then that couple comes in and 

sings it and then another couple comes in and sings, and they tap dance and 

they do this. So there wasn't too much time for comedy. Comedy always had to 

be cut, because we could cut. See, they have to-- And the music has to be cut 

and the steps have to be cut out. So the one thing that's cut when you get into 

dress rehearsal is the comedy. So this time I reversed it, I said, the production 

number, three minutes, that's enough for a song. Three minutes for a song, 

that's enough. You can play it three times. And we had room so we could have 

sketches done there. A couple of them, one was called "The Dancing Towers." 
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COLLINGS 

I know, I love The Dancing Towers. 

CAESAR 

Yes. And it was a take off on The Lost Weekend. Instead of drinking, I ate, 

which I got fatter and fatter and fatter. 

COLLINGS 

I see. Okay, but didn't The Dancing Towers continue throughout many episodes 

of the show? 

CAESAR 

Oh, no, that was one show. It was a whole hour. 

COLLINGS 

Oh, the whole hour. I see. Okay. 

CAESAR 

It was a whole hour. We did it like a movie. And it did very well, you know. 

We did another one, I forget what it was. My Little Girl or something. It was 

about a girl, you know, who lived on a farm and she comes to Broadway, she's 

going to make it, and her mother is in back of her, you know. And the father 

says, "You come out here and you're going to go into show business? You'll 

never leave my house." You know, she was ostracized. The producer is, you 

know-- And the star sings a couple of notes and bang, she faints. That's opening 

night. Then she-- The Kid in the Chorus, we called it. Then, "The kid in the 

chorus, you know the songs?" "Yes." "Good. Okay, you're the star." 

COLLINGS 

So after the show you did something called Sid Caesar Invites You. 

CAESAR 

Yes, I did a half hour for ABC . Sid Caesar Invites You. 

COLLINGS 

1958. 

CAESAR 

And that was hard for me to come down to a half hour, because I was used to 

the full hour and I couldn't do anything, you know. 

COLLINGS 

A half an hour is short. 

CAESAR 

It's too short, you know. The radio show, it's okay, but when you're doing 

physical comedy and you're doing sight comedy it's hard, you know, because if 

you don't have a-- What they have today is the sit com, you know, your set and 

[unclear]. “She did? Oh, she wasn't here with the car. Did she have the car? I 

see, then she brought the car back and [unclear]. Then before she took it to the 

garage and returned it.” That's what you've got. And I didn't want to do that, I 

wanted to do, you know, sketches, different things all the time. And people 
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didn't catch on, they wanted to sit there with-- They wanted the sit com and 

revues were out. 

COLLINGS 

Yes, the revues were out? 

CAESAR 

Yes. The revues were out, no comedy sketches and no-- Except for Saturday 

Night Live, which has been on for about forty years. 

COLLINGS 

Isn't that amazing to realize? 

CAESAR 

I don't know, whatever it is. 

COLLINGS 

Yes. Did you ever think of doing radio? 

CAESAR 

No way. 

COLLINGS 

I was just wondering. You said-- Nothing, just wondering. 

CAESAR 

No, radio was going out. Because when I was coming into television I was 

twenty-six years old. I didn't have time to do radio. 

COLLINGS 

Yes. Now then you did a performance, Neil Simon wrote some parts for you 

in Little Me. 

CAESAR 

Oh, yes. Yes. I started out in Broadway, Make Mine Manhattan, and before that 

I was doing theaters and nightclubs. When I got into this Make Mine 

Manhattan, I met Davey Burns there and he taught me a whole lot about it, 

because I'd never been on the stage. I mean, upstage, downstage, I didn't know 

what the hell that meant, but he taught me. He said, "If I walk past you facing 

the audience you go in back to me, because that's called upstaging. You make 

the other person look at you." While you have your back to the audience--it's a 

way of--you don't do that. You work with a person, you don't make enemies, 

because in those days, you know, in the old days, you used to get, "I do this 

part this way and that's the only way I do the part, and that's the way we'll do 

the part, and that's it. That's what you're going to get." So I said, "No, let's make 

friends. Let's all work together, then we can help each other," and we did, 

because I didn't allow any cards. There were no cards in the show. There was 

no Teleprompter and there were no cards. I said, "You get the part, you learn it, 

and you got to learn the other guy's lines also. And don't just stand there and 

wait for your cue to come up, listen to what they're saying. Listen to what 

they're saying, then you'll know how to answer, because it's not what you say 
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it's the way you say it." So you sound like you're answering them, otherwise it's 

just lines read. And also there's no eye contact, because if I'm talking to you 

and I'm saying, "I'll tell you what I'm going to do, we're going come to--we're 

going to do it together and we'll--" [unclear] nothing. It's the eyes, because you 

not only hear it but you see it together, which makes an attitude. You can say it 

a certain way and look another way, which doesn't fit. 

COLLINGS 

Yes. Yes. Now wasn't there a British version of Sid Caesar [Invites You] in 

England? 

CAESAR 

I went over there for thirteen weeks. 

COLLINGS 

Okay. How did that go? 

CAESAR 

That was right after ABC. 

COLLINGS 

'63, '64, yes. 

CAESAR 

Yes. And I got the reviews the next morning-- And English television was like 

doing television in King Arthur's Court. 

COLLINGS 

Oh, why is that? 

CAESAR 

They're very, very good, very good comedians. I mean, really good, and you 

had some good writers and they had-- You know, they did very well, but there's 

an English way to humor. They have their own style and you have to study it 

for a while before you-- And I went over and the only good review I got was 

from the-- What's that English guy? 

COLLINGS 

[From] The Guardian? 

CAESAR 

No, no. I think it's a magazine. A very prestigious-- They liked the show. They 

were crazy about it and they said England has to get used to it. And they told 

me, though, "Don't bring anything that's off-color or anything." And I said, "I 

don't do anything off-color." "Well, no, we're telling you now." And I went 

over to see a couple of their shows, you know, and they were, like, filthy, dirty, 

Jesus Christ. I said, "No, I won't do any of that stuff, believe me, I will not do 

that." But I had a great time there. Oh, even-- Yes. I took the whole family. 

COLLINGS 

Oh, that's nice. 

CAESAR 
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Yes, we all flew over. Yes. 

COLLINGS 

Would you like to break now and we can resume another time? 

CAESAR 

Okay, sure. 

COLLINGS 

Would you like to do--you seem like--maybe we've talked for an hour, would 

you like me to come back another time? 

CAESAR 

Yes, sure. 

COLLINGS 

Okay. All right. [End of interview] 

1.6. Session Five (April 21, 2006) 

CAESAR 

I never saw this. 

COLLINGS 

Oh, you never saw that? 

CAESAR 

No. 

COLLINGS 

Oh, my goodness. 

CAESAR 

No, I never saw so many pictures. My God. 

COLLINGS 

I'll leave it with you. 

CAESAR 

Wow. 

COLLINGS 

Would you like me to leave it with you and you can borrow it? 

CAESAR 

No, no, this is fine. I know all the pictures. 

COLLINGS 

Oh, yes, I'm sure you do. Yes. 

CAESAR 

Oh, yes. 

COLLINGS 

So just for the record you're looking at that book of Your Show of Shows. 

CAESAR 

Yes, I know. 
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COLLINGS 

Yes, I'm putting it on the tape. Is there anything in particular in there that you'd 

like to, you know, now that you've--since you haven't seen the book before, that 

you want to add? Are there any particular pictures in there that you'd like to 

talk about? 

CAESAR 

Oh, I see. Oh, the scenery. That's the scenery. Boy, we were young, huh? 

COLLINGS 

You were. You were, indeed very young. 

CAESAR 

Wow. Yes. This was so ahead of its time. 

COLLINGS 

It certainly was, yes. 

CAESAR 

It's the whole show. Good. Good. Imogene was a wonderful, wonderful person 

to work with. I mean, she had an acceptance on Broadway, because she had a 

record, but then we brought her to television and everybody there had been in a 

Broadway show, so they knew what memorizing one line or more or 

memorizing a show--the first of a show, an hour and a half, an hour and half, 

which is the first act of a show in Broadway. And we had six sketches we had 

to write every week. Not just twenty weeks out of the year, every week for 

thirty-nine weeks. That to me--and this is an hour and a half show, to write this 

new every week. 

COLLINGS 

Yes, and it had to be funny. 

CAESAR 

Oh, that was the main thing. If it's not funny, don't bother. Sure. You don't 

realize-- I realize now how much energy I put into that. Whew. First, there's the 

sitting around and writing and then you got to write it, you got to write it, it's 

got to be in by Wednesday night. If it's in my Wednesday night, okay, but after 

that-- 

COLLINGS 

Yes. 

CAESAR 

Because nine o'clock they, whenever they can get it, they get the orchestrations 

and this and that, so they can orchestrate it. You know, all this is hummed and 

this and that [demonstrating]. Yes, do that. And all that humming and [unclear] 

is all put into a big orchestration and the orchestrator arranges. They were 

unbelievable. They would do a score in a week. And everybody was pushing 

everybody, because they wanted to be, you know--and everybody worked for 

that. 
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COLLINGS 

Would you have any kind of wrap-up party at the end of each week? Something 

that everybody went to? 

CAESAR 

Oh, sure, that's right. Yes. When you get into this, you know, and try to get 

some sort of balance in your life, you know-- Because you've got to write 

things new every week. So what we did, we got a character, now will he wear? 

Which was the professor. We've got the professor and we've got him and he 

was wonderful. I mean, he really was. He allowed me to do things that I-- You 

know, that you could only go crazy, you know, but it was good. It was a 

tremendous outlet. I wouldn't say it was casual comedy, it was comedy, you 

know, where you can laugh, ha-ha-ha, out loud, not just a smile, and that's what 

we were looking for, laughs, which seems to be almost all but forgotten. 

COLLINGS 

Now? 

CAESAR 

Well, it's a different type of comedy altogether. It's a different world. No, they 

had their world, and hey, listen, I don't even interfere, and I have my world. I 

mean, that's it. 

COLLINGS 

So was there a time when you felt like the comedy that you were doing was not 

suited for the new times? 

CAESAR 

Oh, I knew that right away. 

COLLINGS 

When was that? 

CAESAR 

I knew that in the middle sixties. Yes, when the Beatles came along it was-- 

The whole entertainment changed. Everything. And it's sort of damped down 

humor, you know, and it started to get [unclear]. 

COLLINGS 

What do you mean? 

CAESAR 

Dirty. 

COLLINGS 

Oh, yes. 

CAESAR 

You don't know what [unclear] is? 

COLLINGS 

Yes, yes, I just wasn't-- I was thinking of something else, yes. 

CAESAR 
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And then I left, because I don't want to do that. 

COLLINGS 

Well, when the Beatles came things started-- Is it fair to say that entertainment 

became more youth-oriented? 

CAESAR 

See, all youth wants their own music, you know? So that was theirs. That's 

okay. That's the development of the world. That's why we have trade and 

commerce, because we not only just trade goods, we can trade ideas, and that's 

good. 

COLLINGS 

Yes. When the Beatles came, how old were-- You would have been thirty-

eight, maybe? 

CAESAR 

No. Let's see. '65? 

COLLINGS 

Yes. 

CAESAR 

Oh, gee, that's a long time ago. 

COLLINGS 

And the Beatles are gone now. 

CAESAR 

Well, there's another type on top of them. That's old hat. They all went their 

own kind of music, you know. Every couple of years, that's it. 

COLLINGS 

Yes, that's right. 

CAESAR 

And to me that's theirs and that's all, and they don't care about anything else. 

They don't care about Mozart, they don't care about Beethoven. I mean, how 

can you not? That's the best part of your life and you got it to work from. That's 

a base, work from that. 

COLLINGS 

Right. So do you remember what you were thinking when you saw the Beatles 

coming and-- 

CAESAR 

Oh, I said, here's come a whole new thing. When Elvis [Presley] came in, I 

knew it was, “Forget it.” 

COLLINGS 

Yes. You knew that your show was on the way-- 

CAESAR 

It wasn't that it was old hat already or anything. Not that. But NBC in those 

days was very cavalier with talent. 
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COLLINGS 

Yes, of course. 

CAESAR 

And they didn't know how to protect talent. They had no idea. I said, "It's your 

studio, you mean you wouldn't want to develop something, invest a couple of 

bucks?" "No, that's not it." It has to be proven, re-proven, and approved and 

approved. That's why nothing gets done. 

COLLINGS 

Yes. Now, when Caesar's Hour went off the air, what was it replaced with? 

What came into that time slot, do you remember? 

CAESAR 

Oh, I don't know. I guess another revue show or something. I don't know. I 

have no idea. 

COLLINGS 

So you went over to England. 

CAESAR 

I did thirteen weeks over in England. 

COLLINGS 

Yes, and what was that like? The comedy over in England is so different. 

CAESAR 

Yes. Yes, they have their idioms, they have their certain sayings and how they 

say things. It's a whole other language. But you don't have to pick it all up, 

because then you lose the frame of being American. You know, you don't want 

to turn completely British, take the accent on, too. 

COLLINGS 

Yes. 

CAESAR 

No, but I mean, you retain part of yourself where you are. 

COLLINGS 

Was the show supposed to be an American show in England? 

CAESAR 

No. 

COLLINGS 

No. Okay. 

CAESAR 

It was for here, we did it here for here. If there was a movie that was playing 

here, we did it. We did a satire, but it had to be a good picture. 

COLLINGS 

Yes. And you did this when you were over in England, as well? 

CAESAR 
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No, you couldn't do much there. It was like doing television in King Arthur's 

Court, all stone floors, and boy, whew. They tried to make the radio studios 

into television, so they took theaters, you know. I said, that's a lousy set-up 

right away, because you're doing a remote. You know what I mean? 

COLLINGS 

Yes. 

CAESAR 

That's what you're doing. 

COLLINGS 

And the other cast members, were they English actors? 

CAESAR 

Yes. They had to be. 

COLLINGS 

And what was it like working with them? 

CAESAR 

Oh, very nice. Very, very helpful. You know, they weren't [unclear]. I have no 

complaints. 

COLLINGS 

Yes. And the writers were English? 

COLLINGS 

No, I took my own material over. 

COLLINGS 

You took your own, okay. 

CAESAR 

Why am I going to get writers, when I had the best? 

COLLINGS 

Yes. So you took material from Caesar's Hour? 

CAESAR 

From all of them, from [Your] Show of Shows and Caesar's Hour, yes. 

COLLINGS 

Some of your favorite sketches? 

CAESAR 

Yes, you know, it was only thirteen weeks and really--but you see, when you 

have the sketches already written and the pieces, all you've got to do is rehearse 

them, you know. 

COLLINGS 

Right, right. So which sketches did you take over? Which ones are your 

favorite? 

CAESAR 
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I took over almost--not the whole library, but I picked certain shows, I figured 

how many shows I need, and how many I should take, that's all. You don't take 

the whole thing and ship it over. 

COLLINGS 

No. No. Okay, and then you were in a play called Little Me that was written-- 

CAESAR 

By Neil Simon. 

COLLINGS 

Right. Right. You played seven parts in the play? 

CAESAR 

Yes. 

COLLINGS 

What was that like? 

CAESAR 

That was like a nightmare. [laughs] No, really. But you had to have an awful-- 

And all the parts I did were extremely physical and you had to do a lot of 

physical work. When the summertime came I was, boy-- I mean, you had to do 

a matinee and that. 

COLLINGS 

Now, what is the story of the play? What is it about? 

CAESAR 

It's about a woman who meets eight different men in her life. One comes back 

and she marries him again. But she goes through eight different men and they 

all meet a certain kind of death or this or that. And then I play all the villains, I 

play all the men. I played a-- There was a tour-de-force and Neil had written it 

for me that way, and I said, "If we can get the costumes together that fast, so 

that they're easy to put on and take off, and I can overdress them and not look 

overdressed." There are all kinds of things, you know. But some of the changes 

that I had to make in, oh, ten, fifteen seconds. That's it. I said goodbye to 

myself going off. [laughs] 

COLLINGS 

So why did he-- 

CAESAR 

Yes, I played a captain and a colonel, at the same time. 

COLLINGS 

And what were the other parts? 

CAESAR 

No, it was just another part. There was a French officer. A French officer and 

an American officer. But it was funny. 

COLLINGS 

Yes, it sounds like fun. 
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CAESAR 

Yes. 

COLLINGS 

And then after that you did the Sid Caesar Show, which was 1963 to 1964. 

CAESAR 

Yes. That was Dutch Masters. Very good sponsor. We did pretty good with 

them. It wasn't bad. 

COLLINGS 

Was that show different in any way from Caesar's Hour? 

CAESAR 

No, it was basically the same things, a few production numbers and we would 

do some sketches, you know. This kind I could afford to sit down and work a 

couple of weeks with it, you know, instead of doing it every week, boom, 

boom, boom. 

COLLINGS 

Because it was all taped? 

CAESAR 

It takes time. 

COLLINGS 

Was it all taped? It was not live, is that what-- 

CAESAR 

Oh, sure, it was live. I never did anything that wasn't live. 

COLLINGS 

I see. Okay. 

CAESAR 

Because you see, when it's live you're the boss, nobody's going to tell you how 

to cut it and this and put it that way and this way and do that. You do it the way 

you want to do it without any pushing, any shoving, and you tell me if I'm 

there, if the time is up and I'll end it. And that way you don't have anybody 

coming in and going, "Well, we could chop fourteen seconds out of this." It 

ruins the whole timing. 

COLLINGS 

So when you did that show that was around the time that you were noticing that 

the Beatles were changing everything. 

CAESAR 

Oh, yes. 

COLLINGS 

Are there ways that this show was responding to those changes? 

CAESAR 

No, I didn't have to do a news show, you know what I mean, because that's not 

what you want to do. You want to make a statement saying something that's 
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masked by something, don't just say it out, that's crazy. It's like selling a 

product. You don't come in, "Hey, eat that and it's good for you and 

everything." 

COLLINGS 

So was that show a good experience, enjoyable, as enjoyable as the others? 

CAESAR 

Oh, yes, because they were for U.S. Steel, they were for Chevrolet. I mean, 

very nice sponsors. 

COLLINGS 

And how did who the sponsor was affect the experience of making the show? 

CAESAR 

Good. 

COLLINGS 

You were saying that they were really good sponsors for the Sid Caesar Show. 

CAESAR 

Oh, yes, Chevrolet. I mean, U.S. Steel, you couldn't get too much better than 

that. And they were very, very kind, very nice, and we worked very well 

together. 

COLLINGS 

So what kinds of things would you do with the sponsors? 

CAESAR 

Well, if I had something like that I would do a cavalcade of a family, and the 

whole thing would be about me coming over here as an immigrant and getting 

off, you know, and working with my wife, and we're going to make 

automobiles and I'm hand-making them. It's called the Polka Dot Car 

Company. And it was very good because we had polka dots all over the car, it 

looked beautiful. Really it did. And we built a car, we had a car that we could 

put a fender on, and that made us comic. Then here comes my son and we have 

a big operation and the cars and then all of a sudden the Depression hits and 

everything goes. So I take a job as a waiter. And he goes away to college and I 

take a job as a waiter and then he comes back from college and he's a lawyer. 

He was there a few years. He's now a lawyer and we're having a big party and 

this and that with the alumni and this, and he's one of the head guys in the 

Varsity or whatever. One thing that I did was I grew a moustache and because I 

have a moustache he doesn't recognize me. [laughs] We had a lot of fun. 

COLLINGS 

So this particular sketch had something to do with the sponsorship? 

CAESAR 

No, not at all. No. 

COLLINGS 

Okay. 
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CAESAR 

No, we didn't try to parody them or whatever, you know, it's just a story of a 

man who wanted to make automobiles and he made them by hand. 

COLLINGS 

I see. Yes. [laughs] 

CAESAR 

And we'd get ideas like that and we'd make it a whole hour and it was good. 

We got other people in it. And I always wanted to make people laugh and 

enjoy. That to me was so important, because laughter is the best medicine. 

COLLINGS 

Yes, for sure. 

CAESAR 

It is. 

COLLINGS 

It is, yes. 

CAESAR 

Yes. 

COLLINGS 

Can you think of other sketches, like in your previous shows where you tied the 

theme of the sketch to the sponsorship of the show? 

CAESAR 

No, we never did that. 

COLLINGS 

Okay. 

CAESAR 

We didn't do a sponsor sketch. If they wanted us, you know, we would have 

done a little piece of saying this is the soap or this or that, whatever it is. I 

mean, it's going to take twenty seconds of a bit time of ten minutes, whatever it 

is, and you do it. What's bad? No, these are the people who are paying for it, 

they're putting their money where their mouth is. They think you're good and 

they're going to put some money in back of you. Can't fight them on that. 

COLLINGS 

No. Okay, so 1963 you were in the film Mad, Mad, Mad, Mad World. 

CAESAR 

That year I did a movie, a television show, every other week, and I was doing a 

Broadway show. 

COLLINGS 

Wow, that's busy. 

CAESAR 

A Broadway show, a television show, and a movie. That's something, you 

know, to throw all that to you at once. You physically have to work through it. 
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They never look at that, “That's okay, Sid, you're lucky to be busy.” [laughs] 

Yes, when do you sleep? 

COLLINGS 

Yes. So that was a pretty busy year then. 

CAESAR 

Oh, yes. 

COLLINGS 

Well, let's talk about the film. Buster Keaton was in it, one of your-- 

CAESAR 

Yes. Oh, he was--I saw him do, nothing, it was a car backing out of a garage, 

right? No dialogue, no nothing. He made a ballet out of ushering this car out. I 

mean, it was beautiful. I mean, absolutely. And I said, that's--there it is. You 

talk about it, you think about it, there it is. 

COLLINGS 

So what was it like working with somebody that you had really admired when 

you were young? 

CAESAR 

Oh, I didn't actually work with him, you know, I didn't do exactly that. I was in 

the garage when he did it. [laughs] 

COLLINGS 

You didn't share some scenes together in the film? 

CAESAR 

Me to go on and go next to Buster Keaton? 

COLLINGS 

Yes. 

CAESAR 

No. You don't do that. Too much respect. Oh, sure. I'm going to say, "Hey, you 

going to work with me?" He's a star. He's one of the-- He developed a whole 

style of movie comedy. No, he was an innovator. He had so much courage. I 

mean, when you have a house fall on you and you see it coming and you don't 

get out of the way. 

COLLINGS 

He was a child acrobat, wasn't he? 

CAESAR 

Well, I don't care what he was, it took something to stand there. And I saw that 

come down, whew. The slightest little breeze. It was only a window. 

COLLINGS 

So how would you describe your style of comedy? 

CAESAR 

I beg your pardon? 

COLLINGS 
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I said, you said Buster Keaton developed his own style. 

CAESAR 

Oh, sure. 

COLLINGS 

What would you describe, how would you describe your style? 

CAESAR 

My style is more down and realistic. It's something that you've done, something 

that you've seen, something that you've heard, something that you know about, 

because if you don't know about it you're not going to understand it. So I try to 

do things that are broadly understood. Not just basic things, and you can get a 

little, you know, if you explain yourself. You had to explain, you can't just go 

off, boom. 

COLLINGS 

So what was it like just walking into something like Mad, Mad World where 

it's written for you and you just have to play the part? 

CAESAR 

No, no, no, you could do it, you can play with it a little bit. Oh, sure. Yes, you 

can put it in your own mouth, you know, doing the same idea, and then maybe 

you want to use a little different language, a little different this, a little different 

that. It's not what you're saying, it's the way that you say it. That's the whole 

thing. When you're performing--that's why I never let cards be used. You learn 

it, you understand it, I'll go over it with you, whatever you want, but learn it, 

and you know his part, too. So there are no surprises. And listen to him, don't 

just stand there and wait for your cue, listen to the way he's saying it, because 

that's the way you're going to answer him. You answer him in a whole different 

key it can mean anything. 

COLLINGS 

It's like colors that don't go together. 

CAESAR 

That's right. You know, if you have cards, I'll be saying, "Now, I'll tell you 

what we're going to do, Sweetheart, we're going to go down there, we're going 

to get them, and then you'll come back to me and I'll say that you--" You know, 

you're not working with anybody, because you're going to read the cards when 

you look at me. 

COLLINGS 

So what did you do with your part in that film that you felt was you? 

CAESAR 

Nothing. I put in my language and I put in this or if I had a little idea I'd talk to 

them about it. That's all. Or if it came on or this or that, or if the situation called 

for it. There were a whole different slew of ideas, you know, and they're all 

going by you at the same time. But you let a lot of them go by, because no good 
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to do that all the time. Once in a while you may have a little fun or this or that, 

but at anybody's expense. 

COLLINGS 

Yes, right. Just very briefly what is the story of the film, Mad, Mad, Mad, Mad, 

World? 

CAESAR 

It's about people, we're all on vacation, we're going here, we're going there, and 

all of a sudden this one guy, we all go into a park-- 

COLLINGS 

Well, there's a car accident, right, and somebody goes off the road? [recording 

interrupted] 

COLLINGS 

Yes, somebody--there's a car accident and somebody goes off the road and as 

he's dying he tells everybody-- 

CAESAR 

Oh, yes, sure, sure, that's Jimmy Durante. 

COLLINGS 

Yes. 

CAESAR 

What happened was we went after the accident. We saw the cars going off the 

cliffs and this and that, I mean, whew, brand-new cars, whoop. Yes. Drive them 

up there and then goodbye. Anyway, the story of it is about-- What's his name, 

the guy that's going to get hit by the car? What's the name? 

COLLINGS 

There's so many people in the film. 

CAESAR 

Oh, Jimmy Durante. 

COLLINGS 

Oh, Jimmy Durante, yes. Okay, yes. 

CAESAR 

Jimmy Durante and they put him on my lap and then everybody gathered 

around, you know, this and that, and they try to-- And he kicked the bucket. He 

kicks the bucket and we lay him down. Now, he left $300,000, which in those 

days, in 1960, was a lot of money. Today it's change. 

COLLINGS 

It's still a lot of money. 

CAESAR 

It's a lot of money, but it's change.It's unbelievable some people have-- The guy 

gets a four hundred million pension. Four hundred million dollar pension. 

Jesus. And the guy he got upset, people got four hundred million for one guy, 

and he said, "Yes, I deserve it, what I put into--" Yes. That's what these guys 
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are-- These are the corporations and once in a while they let their colors show. 

And this guy, it was coming to him. We are the riffraff, you know, and it's 

starting to be that. 

COLLINGS 

Oh, absolutely. Two class society. 

CAESAR 

Oh, yes. Pretty soon if Bush-- I don't know how he gets away with it. 

COLLINGS 

I think people are too busy watching TV. [laughs] 

CAESAR 

It's a mystery. I mean, Clinton got caught, I mean, he was it. What the hell 

they're doing. Nobody got killed, nobody got murdered, nobody got hurt, what's 

the big deal? 

COLLINGS 

Well, it sounds like you need to write a sketch about it. 

CAESAR 

Oh, I could do that easy. That's easy. 

COLLINGS 

So you were talking about being in the film. 

CAESAR 

Oh, that was fun, it really was. Stanley Kramer is really a tremendous director. 

COLLINGS 

Oh, and Harry Ritz--oh, Harry Ritz was in a film with you a little bit later. 

CAESAR 

Harry Ritz? 

COLLINGS 

Harry Ritz, wasn't he in Silent Movie? 

CAESAR 

Was he in Silent Movie? 

COLLINGS 

Yes, he was in Silent Movie. 

CAESAR 

Jeez. 

COLLINGS 

Yes, and Harry Ritz was one of your childhood idols. 

CAESAR 

Oh, he was. He never got the recognition, he was the first modern comedian, I 

mean, modern in our day. He was the first modern comedian. 

COLLINGS 

So what made him modern in your opinion? 

CAESAR 
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Well, the way he handled his body, the way he handled himself. Again, it's not 

what you say, it's the way that you say it. That's it. Very important. You may 

have nice words to say something, but the way you present them is like you're 

looking down on them and it doesn't mean anything. 

COLLINGS 

I've never seen Harry Ritz. How would he present his body? 

CAESAR 

Very, very funny. Oh, he walks funny, different ways, and unbelievable. 

COLLINGS 

How would you compare him to Charlie Chaplin? 

CAESAR 

Oh, it's a different type of humor altogether. Chaplin is among the classic, 

among the pantomime, and I mean, excellent. And W.C. Fields-- And you take 

somebody like Laurel and Hardy, that was funny, funny stuff. 

COLLINGS 

But would you say that Laurel and Hardy, the comedy of Laurel and Hardy was 

a different type of thing than what you were doing in your show? 

CAESAR 

Not really. 

COLLINGS 

Okay, because you were talking about different periods of comedy. 

CAESAR 

Yes, but you take from some periods. That's the whole thing of looking up 

something, you know, and reading your history and knowing what comedy is 

all about. You use certain types of situations or this or that. It's only in the 

situation you put them in, but it's the same situation. 

COLLINGS 

Now, if you were writing comedy today what kind of situations would you use? 

CAESAR 

I really wouldn't know, I truly wouldn't. I have no idea, because for me to make 

fun of them, they could make fun of me, you know? So you don't, you don't go 

into the youth and into there with it, they got what they got, and that's it. 

Nothing's going to stop it. Going to come out? That's the way. 

COLLINGS 

So let's talk a little bit about being in-- Mel Brooks asked you to be in Silent 

Movie, right, in 1976? 

CAESAR 

Yes. 

COLLINGS 

And what is the part that you play? 

CAESAR 
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I played the producer. 

COLLINGS 

And how was the experience of being in that film? 

CAESAR 

Well, I was playing the big producer, smoking two cigars at once, you know, 

ostentatious, you know, a fur coat and this. And it was silent, it was a silent 

movie, no dialogue. 

COLLINGS 

Had you seen much of Mel Brooks since the end of Caesar's Hour? 

CAESAR 

No, no, I haven't seen too much of him. No. Nope, I haven't seen too much of 

him. 

COLLINGS 

But he asked you to be in the film? 

CAESAR 

He directed the film. 

COLLINGS 

You had kept in contact with him a little bit, I guess? 

CAESAR 

Not really. Mel is a good writer, very nice, you know. 

COLLINGS 

Would you like to break for today? 

CAESAR 

Okay. [end of session five] 

1.7. Session Six (August 8, 2006) 

COLLINGS 

Okay. Let me just say that it's August 1st, 2006. Jane Collings interviewing Sid 

Caesar. Good afternoon. 

CAESAR 

Good afternoon. 

COLLINGS 

Yes, were you going to say something? 

CAESAR 

No. 

COLLINGS 

Sorry, I thought you were-- 

CAESAR 

Show me which way to go. 

COLLINGS 
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I thought you were about to say something. Okay, last time when we were 

talking we were talking about you were in Mel Brooks' Silent Movie. 

CAESAR 

Oh, yes. 

COLLINGS 

That's what we were talking about last time and you said that he was a good 

writer and I wondered what did you like about his writing? 

CAESAR 

Well, you see, all the writers that I had, I mean, Neil Simon, he wrote in a 

different style, he wrote differently. Larry Gelbart he wrote differently. Woody 

Allen, he wrote altogether differently, and Mel Brooks. And you marry all 

those styles, I mean, they're all-- You want dialogue, you want story, you want 

this, you want that. They all had it all. I mean, they were good writers, they 

were polished. And you hear all the ideas, because we used to write in concert. 

Everybody was on and we had Joe Stein, we had Carl Reiner, Tony Webster. 

[Michael Stewart] He wrote Bye Bye Birdie, he wrote Hello, Dolly, he wrote--

what the hell is that thing? 

COLLINGS 

Well, what did you use from each of these different writers? 

CAESAR 

Whatever you wanted. It was a smorgasbord. I mean, if you didn't like this, and 

I'd say so, I'd say, "Well, that's it, it's not funny," you know, and they'd try to 

talk me into it, and sometimes they would and sometimes they wouldn't. But 

the main thing, as I said, I'm the one that has to do it. I'm the one that has to feel 

it. And sometimes it's just the language or something wrong in the sentence, or 

whatever it is, something doesn't feel right. Maybe it's the timing, maybe it's 

this or maybe that, and you take a little time and you figure it out, and that's 

what I don't see today. Nobody takes their time. You got to get a laugh every 

three and one-quarter seconds. 

COLLINGS 

Yes, your sketches would go for long periods of time without--yes. 

CAESAR 

Yes, because you built to something. You don't have to go boom, bang, boom, 

boom, boom, bing, bang, boom. There's something in programs that are good 

and written very well and directed and acted very well. 

COLLINGS 

What comedy shows do you watch today? 

CAESAR 

I watch--what comedy shows? 

COLLINGS 

Yes. 
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CAESAR 

I don't watch much comedy. 

COLLINGS 

Okay. Why is that? 

CAESAR 

I watch--I love history, The History Channel, and I love Discovery, and I like 

the National Geographic. It's a lot of documentaries, but also very interesting 

and entertaining and knowledgeable. You learn something. I mean, I do. You 

know, late at night, I have a hard time sleeping, so I watch late into the night. 

COLLINGS 

What do you watch, what you were just mentioning? 

CAESAR 

There's a Nova program on. 

COLLINGS 

Nova? 

COLLINGS 

Nova. Oh, PBS has got some grand programs. I mean, really beautiful. And you 

don't hear any music today, none. There's nobody writing any melodies and 

nobody writing any--I mean, it's-- 

COLLINGS 

So do you watch anything besides documentaries? Do you watch any movies? 

CAESAR 

Yes, I watch movies. I'll pull out a movie once in a while, sure. Oh, there are 

some grand movies, good movies. 

COLLINGS 

Do you watch many comedies? 

CAESAR 

Yes, if there's one on I watch it, sure. 

COLLINGS 

Can you think of anything in particular, you know, since the days of your show 

that you have-- 

CAESAR 

Well, that's the whole thing, it's a different style. 

COLLINGS 

It's a very different style, yes. 

CAESAR 

And it's in a different era and they use language that's pretty rough. Mine was 

more of a gentle style. You know, you made fun of yourself, you didn't make 

fun of the person, you didn't put them down, you know, “in your face.” I don't 

know, I enjoy that much better. Being clever and being, “Oh, I never thought of 

it, that's a good one,” but you don't see that. 
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COLLINGS 

Did you feel comfortable when you were in some of the other things that you 

did after your show, like Mad, Mad, Mad, Mad World or Grease? 

CAESAR 

Oh, sure. Yes, you have a chance to think about the character, at least you've 

got some time. Now you have to do it, boom. [unclear]. And it took a little 

more thought. I don't know, maybe I'm old-fashioned, I don't like to hear that 

language. Anybody can get a laugh by dropping their pants, you know, and 

that's what it is. There are some good comedians coming along, but they don't-- 

Well, I don't know. 

COLLINGS 

Well, you said that Your Show of Shows was ahead of its time. 

CAESAR 

It really was. 

COLLINGS 

Yes, it was. 

CAESAR 

And it still is. 

COLLINGS 

It is. Did you know that at the time? 

CAESAR 

No. We were too busy writing a show. We're not looking for posterity, you 

know, we're looking to get that week’s show on. You only have five days to do 

it. You've got to get it written in five days, an hour and a half show, every 

week. Not for twenty, twenty-two, thirty-nine, thirty-nine live hour and a 

halves. 

COLLINGS 

Yes. When you were doing Show of Shows and Caesar's Hour were you 

watching any other TV shows that were on? 

CAESAR 

Oh, sure, I watched. 

COLLINGS 

What were you watching? 

CAESAR 

I'd watch [Jackie] Gleason, I'd watch Red Buttons, I'd watch Jack Carter, I'd 

watch all the guys, because it was a camaraderie. You know, we ate together, 

you know, talked about each other's programs. Today I don't see that, 

everybody goes to their own mansion, and you know, $20 million a picture. 

COLLINGS 

Yes. 

CAESAR 
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$20 million, one picture. That used to be--twenty million, oh, that was the 

whole production costs for the whole year for MGM. That's right. 

COLLINGS 

Yes. So when would you see Jackie Gleason and Red Buttons? 

CAESAR 

On television. He wasn't on when I was on. 

COLLINGS 

Yes. But I mean, you said that you would get together sometimes. 

CAESAR 

Yes, some of the comedians, sure. 

COLLINGS 

And would you talk about your shows or just personal stuff? 

CAESAR 

Oh, well, you talk about the material that you've seen. You wouldn't talk about 

yourself so much as you talk about what you've seen and what you thought was 

good. And you discussed it, you know. It wasn't just an art, you had to discuss 

it, you had to learn, and through discussion you learn. And it's all a matter of 

learning and you do it this way for a while, then you say, “Oh, yes, yes, this 

way. And it comes in chunks. Something will hit you and you go, “Yes,” 

because you were always looking for material, always. When you drove in, in 

the car, you looked at things, and we got a lot of stuff. 

COLLINGS 

Can you think of a time when you were driving in the car and you saw 

something? 

CAESAR 

Oh, sure. You know when telephones in the car was a big, big thing. I mean, 

that was huge. I saw this guy on the phone and he's driving with his knees and 

he's got this [unclear] this style was very complicated, now you just press a 

button. And you got this guy talking. They talked amongst each other, coming 

to work, going back from work, and sometimes we'd leave each other alone, 

you know, this time. But we'd go out, like, see, if you were going to see a 

movie like Ben Hur and we'd have an Italian dinner. We'd go and see foreign 

movies together. That was, oh, a lot of material from that. That's where I got 

the idea of doing foreign movies in double-talk. 

COLLINGS 

And double-talk also? Double-talk, you got the idea of that from going to 

foreign films? 

CAESAR 

No, I always did it as a kid. 

COLLINGS 

Oh, yes, that's what I thought, yes. 
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CAESAR 

Then I found out that Carl [Reiner] could do it, and then Howie could do it. 

Imogene, we'd give her words to say, you know. Yes, and then German movies, 

she'd be Marlene Dietrich, and she was good. She was good. 

COLLINGS 

Yes, she was. 

CAESAR 

Had a style all of her own, she blended it in. 

COLLINGS 

Yes, you and she had a very special chemistry. 

CAESAR 

Oh, yes. I would never rehearse it too much with her. I'd go over it, we'd read it 

two or three times and then we'd—“Anything you don't like, this or that, 

anything holding you up?” We'd find a lot of things during the show, and if I 

saw her go off, it didn't matter if she went off on her own thing, got the laugh, 

and then she came back, because, you know, she had to give me the cue. 

COLLINGS 

Yes. Now, would she work in the writing room with you all week? 

CAESAR 

No. 

COLLINGS 

You were in there, but she was not? 

CAESAR 

No. 

COLLINGS 

What would she be doing during the rest of the week? 

CAESAR 

Oh, she was doing her-- She had to do-- See, in the first act it was a home 

sketch and there were two sketches in the second act. So there were six 

sketches every week, six. But then, see, Max used to take up, he did the 

production numbers, and he wanted the production numbers, you know. So he 

used to go ten, fifteen choruses, and then the sketch would come on, and we'd 

have to limit it to about anywhere between five and eight minutes. But the 

sketches were growing. 

COLLINGS 

Yes, becoming more developed. 

CAESAR 

That's right. There's a difference between [Your] Show of Shows and Caesar's 

Hour. 

COLLINGS 

Okay, what's the difference? 
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CAESAR 

Show of Shows was the preparation. There were some great sketches done in 

Show of Shows, great. Then it went to another level, because I used to do 

movies almost, you know, fifteen, eighteen-minute, twenty-minute movies, you 

know. Because in those days you could do it because you could only have three 

commercials, each one was a minute and ten seconds, that was it. That was the 

commercial. So if you wanted to split something, it wouldn't go for five, six 

minutes, like it does now. Five, six minutes, a commercial. Now you've got to 

come back to what was in the sketch, you don't know what the hell it was. 

COLLINGS 

Yes. Yes. 

CAESAR 

So the timing is off on that. 

COLLINGS 

That's right. 

CAESAR 

That's why I never went commercial with the star. 

COLLINGS 

Yes. That's why you never put your episodes into commercial release, because 

they chop it up. 

CAESAR 

Yes, they chop it up. You know, “Hey, what do you want, an inch and a half, 

two inches? You want thirty seconds?” And they don't know what they're 

cutting and they don't care. 

COLLINGS 

No, they don't care. Yes, that's right. So you appeared in the film Grease. 

CAESAR 

Yes. 

COLLINGS 

What was that experience like for you? 

CAESAR 

That was fun. 

COLLINGS 

Yes, it looked like it was fun. 

CAESAR 

It was fun. Good people and then, you know, all the good-looking young kids, 

boy, oh, boy, and a lot of spirit. 

COLLINGS 

Right, right. And very funny, it was a very funny-- 

CAESAR 

Yes, it had fun in it, sure. 
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COLLINGS 

Yes, and lots of music. 

CAESAR 

Music. You know, we started with the drum, we went through orchestras 

[unclear] and then you went to Mozart and Beethoven. Whew, that was music. 

Wow. 

COLLINGS 

Yes. 

CAESAR 

Then you come into Gershwin and you come into Rodgers and Hart. 

COLLINGS 

You're talking about your show, again, right? 

CAESAR 

My show? 

COLLINGS 

Yes. 

CAESAR 

Well, I'll tell you one thing that happened. I wanted to do operas, but to learn a 

whole aria, I mean, that's tough. 

COLLINGS 

Yes, it is. 

CAESAR 

And you've got to sing the aria, that's crazy. I said, "That's the only thing 

stopping me," because the rest of the routine I can do, even [unclear]. I had all 

the trimmings, but it has to come to an aria. Bernie Green [phonetic] brought 

up--Bernie Green was my conductor on Caesar's Hour, and he knew I was 

going after this and he said, "Let me bring up a-- There's a pianist at ABC."I 

said, "Sure, bring him in."And he came up and there was Earl Wild, pianist at 

ABC. And I told him what I'm trying to do. I want to do operas, you know, sing 

them and all that, but to learn an aria is too much, you know. I'm only going to 

do it once, you know. So he said, "How about this?" [demonstrating]I said, 

"That's it." "Pop Goes the Weasel,” as simple as that. And that led to, when I 

sang the aria Gallapacci, we called it Gallapacci, and when we sang Gallapacci, 

I picked out just one of those things, [singing], that was the aria. Just one of 

those things. 

COLLINGS 

Just one of those things. [laughs] 

CAESAR 

Yes. 

COLLINGS 

That's funny. 
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CAESAR 

Cole Porter. 

COLLINGS 

Yes. 

CAESAR 

And you know we had to get permission to use that stuff. 

COLLINGS 

Yes. Was Cole Porter willing? 

CAESAR 

Cole Porter, he opened his whole library. He said, "Take whatever you want." 

He said, "It's fine. Enjoy it." 

COLLINGS 

Did he like the show? 

CAESAR 

Oh, he loved the show.And then I wanted to do something from Gershwin and I 

contacted the family personally, I said, "Would you mind, we'd like to use-- 

But we're not making fun of the song, we're just going to use it as an aria." “Oh, 

opera. Take it, take it. Very good." It was so wonderful, you know, to go 

around to these great composers and talk to them. 

COLLINGS 

Yes. Was there ever a time when somebody didn't let you take their material? 

CAESAR 

No. I had someone would--but one, and we never got to talk to him, Irving 

Berlin. I'd always talk to somebody and they'd say, "Well, we don't know." I 

said, "May I talk to Mr. Berlin?" I couldn't talk to him. But I said, "May I send 

him a paper and send him a tape or a kinescope and let him run it and see what 

it's all about?" When he saw it he called back personally. He said, "Sid, go right 

ahead, you can have my entire--" once he knew what it was.And that was such 

a pleasure to talk to these great composers. Like Gershwin I couldn't talk to, but 

I could talk to-- I don't know if I talked to Irving. But I was always lucky, I had 

somebody from the musical world with me all the time. When I first started in 

the Coast Guard, now I went in an apprentice seamen, that's the lowest rank 

you can have, and I got to meet Vernon Duke, Vladimir Alexander Dukelski, 

from a very big family in Russia. And I sat and I talked with him, and I talked 

about routines with him, I talked about music with him, and it was such an 

education to be able to talk to a man who was written-- I once went to his 

apartment, it was on Lenox Avenue, yes, along Lenox Avenue. He had a 

beautiful apartment. I went up there with him, you know, because he wanted 

me to meet somebody, Piatigorsky. I said, "Who?""Piatigorsky," the top cellist 

in the world. Top. He was bigger than Yo-Yo Ma, he was-- Him and the 
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director. He and Piatigorsky. The first one, the big conductor. I can't think of a 

thing. Biggest conductor there is. Toscanini. Toscanini. I met him. 

COLLINGS 

Oh, you met him? 

CAESAR 

He was giving a rehearsal, he was having a rehearsal at Carnegie Hall and 

Carnegie Hall was right across the street from me and I went across to sneak in 

to see a rehearsal. And it was something that was-- He had a huge 

orchestration. 

COLLINGS 

All up in his head, huh? 

CAESAR 

No, it was on the table, but he never looked at it, just turned the page. Never 

looked at it. Boy, he got you ready. When a certain section had to come in, that 

was-- It couldn't be before or after: now! [laughs] Pretty frightening man, but 

you respected him, because he knew the music. 

COLLINGS 

What did he look like? 

CAESAR 

Like he looked. Very gray hair and black and you respected him, because he 

knew the music. He was a cellist at first and he used to play everything. He was 

the head of the opera, that opera in Italy, in Rome. 

COLLINGS 

Did you continue to play music yourself after Caesar's Hour? 

CAESAR 

No, I had other things to do. No, when you give up-- You know, if you're going 

to do music you've got to do it every day and there was no time. It took all my 

attention to do the show. If you've got to write a show every week, you're 

always thinking of ideas, “Maybe this, maybe that.” 

COLLINGS 

Did you work with Lucille Ball at one time? 

CAESAR 

I did a program for her. 

COLLINGS 

Oh, you did. And what was that like? 

CAESAR 

I played a double role. She was very, oh, she was a businesswoman and she 

was a good comedian, very good. She caught on right away. And a very lovely 

woman. I mean, I saw her chew guys out, but she didn't bump it around too 

much, it was just right, you know, didn't act like the boss, and she respected 

you, because that's what you had for your fellow artists, you gave them respect. 
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Now they don't respect, they don't give a--I don't know. And you knew the 

history of the business. I almost met Chaplin twice. I was up at a party right 

after he did the movie, it was [singing], Limelight. Limelight. And he wouldn't 

recognize me. 

COLLINGS 

He wouldn't recognize you? Why is that? 

CAESAR 

You know, I looked at him and I says, "I wanted to say hello." 

COLLINGS 

Had you spoofed him in your show? 

CAESAR 

No, what are you going to spoof? 

COLLINGS 

Oh. 

CAESAR 

No. 

COLLINGS 

Hmm, funny. 

CAESAR 

Yes. And I met him again in the Riviera. I was having dinner and he came in, I 

saw him coming in, walked right past my table and that was it. 

COLLINGS 

Maybe he didn't watch TV. [laughs] 

CAESAR 

Whatever. I wanted to meet him, I really did. 

COLLINGS 

Sure. 

CAESAR 

Sure. 

COLLINGS 

Was he known for that kind of thing? 

CAESAR 

I don't know. 

COLLINGS 

Oh, okay. 

CAESAR 

But I met the other fellows. Oh, W.C. Fields, wow. Laurel and Hardy. 

COLLINGS 

What were they like in person? 

CAESAR 
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Well, when I met them they were-- I was a young kid and they were on their 

way, but I respected them, boy, because they were the ones who made it. I 

mean, Buster Keaton stood in one place at a house, the side of a house fell 

down on him and he-- that little window, that takes guts. 

COLLINGS 

It sure does, yes. 

CAESAR 

And it was a funny joke. But look what he went through for the fun of it. 

COLLINGS 

Yes. 

CAESAR 

And then they had--I don't know. 

COLLINGS 

Well, what would you do, pretend you had to make a program today, you 

know, just you had to, what do you think that-- How do you think you would 

handle it today? 

CAESAR 

Well, today everything is very political, but it's not. It's very political, but it's 

not, because nothing is allowed. That's the truth, nothing is allowed. You can 

make fun--make fun of that. 

COLLINGS 

Yes. But you didn't touch politics in Your Show of Shows or Caesar's Hour, but 

today you would, is that what you're saying? 

CAESAR 

No, I wouldn't. What for? You can't win. I would do something like a guy was 

getting married for the second time, you know, and he wants to get his wife the 

best dress she wants and she doesn't want to go with him. Why spend the 

money on this? We can spend it on our [unclear].I said, "We don't have to, 

we've got the money for this and we've got the money for that, that's why we 

work so hard. That's what all the work was for so you can enjoy it now. That's 

it. That's why we saved, that's why we didn't go on too many vacations, and 

that's why we took care of the kids, we paid for college." You know, that 

generation is gone. They're not in business anymore. And what you've got 

today, nobody really cares. I mean, the families are far and few between, you 

know. And the families that are this myth, that's a plague, that is the plague. It's 

cheap, you can buy, you can get it, and it's gone through the Midwest first. 

COLLINGS 

Yes, so much of your-- Well, your home segment really depended on this 

notion of the couple in their home and the relationship there. 

CAESAR 

Right, that's what it was all about. 
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COLLINGS 

Yes. 

CAESAR 

That's who you live with, not who you work with. That's who you live with. 

And on July 17th I was married sixty-three years. 

COLLINGS 

Sixty-three. 

CAESAR 

Sixty-three years. 

COLLINGS 

Wow. 

CAESAR 

And still today wonderful. 

COLLINGS 

Yes. So it sounds like if you had to do a show today you would probably still 

do it about-- 

CAESAR 

I'd do it about what goes on every day, not the big things, it's the small things, 

the little tiny things that you go, "What the hell did I do that for? Why did I-- 

Should'a, could'a,” you know. But that's what people go through every day, 

COLLINGS 

Well, it makes a lot of sense that you're interested in these documentaries and 

Nova and so forth, because-- 

CAESAR 

I mean, you learn so much. 

COLLINGS 

Yes. 

CAESAR 

I, when I was younger, I used to--my two hobbies, and they still are, science 

and history. I love it. I love science because you get to find out what things are 

all about. Like I saw this program, they wanted to measure how fast and what 

would happen at the end of the universe. They had to find out if the universe 

was speeding up or slowing down. How do you do that? Well, you have to 

catch a nova, a supernova every night, and then you measure the speed of the 

light, the power, the explosion, how fast it's going. I said, what the hell--and 

they did it. They had things from all over the world. You know, in different 

spots you can see different things happening. On the other side of the world, 

they're seeing what you're looking at, they're seeing the back of-- And 

underneath is a whole new, you know, southern sky. They found out that once 

you go past a certain barrier a new barrier happens. Where they thought what's 

going to happen is that, you know, gravity is the most powerful thing there is, 
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but it's very slow. Speed of light goes [unclear]. And they found out that it was 

slowing down, but when you passed that barrier it speeded up again. And 

[Albert] Einstein had a cosmological constant. He put that in one of his 

equations and called it the--the constant. What the hell, what'd I say? 

COLLINGS 

[Cosmological] constant. 

CAESAR 

It was in one of his equations. He wanted-- See, in those-- He didn't know, he 

thought in those days it was a static universe, you know, because that was the 

natural thing. Nobody thought about red ships and blue ships. And this was an 

interesting subject to go to find out what was the university going towards. Is it 

slowing down or is it speeding up? And they got an answer, and I don't know if 

that is the cosmological constant. 

COLLINGS 

Cosmological constant, okay. 

CAESAR 

The cosmological constant. And that was to make the earth stand still, all the 

universe, but it does, there's something up there that changes the speed of the 

universe. [End of tape] 
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