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PREFACE

SINCE the beginning of commercial broadcasting,

it has seemed that greater emphasis, all too
often, has been placed upon sales than upon pro-
gramming.

Whether or not these Television Program Clinics
were the first of their kind, as many claim, it is
sure that it will not be the last time that television
broadcasters get together to study programming.
All who participated in the clinics, the speakers
and the more than 500 men and women who at-
tended, have contributed greatly to the growing
conviction that programming is indeed as impor-
tant as sales.

The question as to which is the most important
may never, and need never, be fully answered.
But, as with the age-old problem of which came
first, the chicken or the egg, one answer is certain—
they had to get together.

Carr HAVERLIN
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FOREWORD
By
PAUL A. WALKER

Chairman, Federal Communications Commission

MERICA is moving rapidly toward the goal of a nationwide
system of television destined to bring service to virtually
the entire population.

The scientists and technicians back of the development of this
national system of television have done their work brilliantly.
Now, the nation looks to management for the realization of the
full potentialities of what will soon become an unparalleled
medium of mass communications.

It is a heavy responsibility, a responsibility being emphasized
with increasing concern as the general public observes the un-
paralleled impact of this new medium on almost every aspect of
our life.

In a truly democratic fashion and in a spirit of mutual helpful-
ness experts in various phases of television operation have helped
to meet this challenge by volunteering the benefit of their ex-
perience in the series of clinics conducted this year by Broadcast
Music, Inc.

Television is to a great extent a new adventure for America—
not only for the public but for the operators. New trails are to
be blazed. New patterns are to be developed. No one of us
knows all the answers. If we are to speed the development of
television in the public interest in the shortest possible time we
must avail ourselves of the benefits of this type of industry-wide
pooling of knowledge.

I congratulate BMI on its vision and initiative in sponsoring
these clinics and commend also the industry leaders who have
contributed so signally to the advance of television by sharing
their experience and permitting their talks to be reprinted in
this volume so that they may have a wider field of usefulness.
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Milwaukee’s WTM]J radio and television pioneer, Walter
Damm took part in the Chicago Clinic conducting what he
termed “THE TV QUESTION BOX.” Although Walter mod-
estly considers his participation inappropriate for inclusion in
this volume, we feel sure that all those in attendance at the
Chicago Clinic will join us in thanks to Walter Damm for his
excellent Clinic contribution.

We also wish to give full credit to the following men, who
acted as Clinic Chairmen and so capably handled all sessions and
discussions.

Theodore C. Streibert Jules Herbuveaux
WOR, New York NBC, Chicago
Philip Lasky Donn Tatum
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Robert D. Swezey Don Norman
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Speakers from the widely separated markets of New Orleans,
San Francisco, Philadelphia, Pittsburgh and New York traveled
the circuit and made talks at all three Clinics. Speakers from
within each Clinic area were selected to augment the traveling
troupe.

In fairness to all speakers, you will understand that their talks
were given from notes (ad libbed for the most part) and appear
in this volume as digested and transcribed from tape recordings.

GLENN DOLBERG
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“FILM BUYING-FILM COSTS AND
PROBLEMS OF FILM OPERATION”

By

G. BENNETT LARSON
Vice-President and General Manager, WPIX, New York

HANK vyou, Ted,* that's rather a rare distinction we share,

it's certainly not one we seem to be able to do too much
about, at least for the present. One of our problems seems to be
the high cost of film programming. I realize this each month
when we sign checks and pay for the programs we run and we
have very little to show for it.

Let’s first consider the present potential market in features and
Westerns. There are presently about 2,500 pictures available to
television. Of that number 500 are British-made, and the re-
maining number were made in studios in this country. Five
hundred of this latter total are Westerns. Now here is something
to take into consideration. More than half the American fea-
tures in today’s market were produced prior to 1952. So, your
working potential, particularly on recent films, is not very
encouraging.

Hollywood’s film production, vast as it may be in any one year,
would fill only about two weesk of film programming for markets
as large as New York or Los Angeles. Just to give you an idea
how fast they go, the first week in April, 136 features were tele-
cast in the New York area over the seven outlets. At WPIX,
particularly in the summer, we use a lot of films. We used fifty
hours of film programming in the first week of April. That was
thirty feature pictures.

When you start to program a station with film and particularly
independent operations, it amounts to a great deal of time and
care. When you show thirty pictures that means they all have
to be screened every week—you have to have someone sit down
and look at those pictures and cut them. Cutting amounts not
only to the length you wish to use that picture, but also the

® Theodore C. Streibert, Chairman of the session.
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insertion of commercials. You need to check the quality of the
sound track, in fact some of these pictures you might be sur-
prxsed to learn don’t even have a sound track. You had better

look into that before you buy them because frequently that has__’—

happened. The quality of the picture, of course, is important as
to video quality, audio quality, etc., and frequently you don't
have much to choose from—especially. if you're buying pictures
from a New York, Hollywood or Chicago distributor and you
live two or three days out of town, they’re going to have trouble
replacing that picture if you're not satisfied with your print.
You could very easily be stuck and you better plan if you can,
to make sure your pictures arrive in plenty of time to give them
a thorough going over.

In New York City, and I presume it's the same in other cities,
we have a new law to contend with. The Civil Defense Authority
requests you to eliminate all sirens or sound of sirens on the
sound track. Now this is a problem because practically every
good thriller has at least one ambulance or police car in it, or
some noise of some sort that Civil Defense authorities object to.
It's a pretty delicate problem as you go down the list of don’ts.
And, particularly when you realize that film is not flexible and
you still may have to cut it down to an hour or whatever you
intend to run. Also, don’t be surprised if one reel of one picture
arrives and a reel of another picture with it—the story just won't
blend.

Then, there’s the problem of clearance, music, rights, etc.
About the only thing you can do here is to be sure you are
properly identified by a responsible distributor. The question of
whether you show sixteen millimeter or thirty-five millimeter is
also very important because the quality of thirty-five millimeter
is considerably better particularly as it pertains to the sound
tracks.

For independent stations it is highly advantageous to purchase
films on a catalog basis and for a number of runs within a year
or two. The big disadvantage, however, in this type of buying
is that the buyer is obligated to take almost as many second-rate
pictures as the really good ones. Obviously, the single station
markets have the advantage of being able to hand pick films at
their own price. Film rental prices have risen almost 100%, over
a year ago and there is no indication of relief. It seems almost
a certainty that the major studios will not release any products
for some time to come, or until the number of outlets increases
considerably.

One of the things that I've been particularly interested in of
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late is the way our advertisers, God bless them, are deciding to
buy their own properties, put them on television for the first time
under their own brand name, and then resell them to television.
I think we’ve all learned that in radio there is a terrific waste of
material because we'd broadcast a show and never bother to
replay it again. It’s even worse in television because our expenses
are much greater, advertising costs a lot more and if the adver-
tiser can’t get some replays or encore dates or residual value, I
think we're all headed for a very extensive, wasteful business and
under those conditions certainly uneconomical.

I thought that the Lever Bros. approach with the Big Town
is a healthy one. I'm glad to see that they're going to buy their
own properties and then release them to us.

Thank you.



“EVERY TOWN A SHOW TOWN
U. S. A.—YEAH?”

By
ROBERT D. SWEZEY
Executive Vice-President, WDSU-TV, New Orleans

THANK you very much, Ted. ... You amended my title—
it wasn’t “Oh Yeah"; it was “Yeah?” and actually it wasn’t
intended to be just a flippant remark, but an honest question.
I'm riding a hobby horse. Ever since I've been in radio I've been
wondering how far a person who is running a radio station in a
relatively small community can program that station out of the
resources of the community itself. I've talked to those operators
for years in the ivory towers of the networks, and never had any
really good answers; at least none that satisfied me. Generally
the answer would be, “Well, we don’t have very much local
programming—we've got a couple of disc jockeys, we put on news
once in a while during the day—but there is just no real talent
and program material in our town.” Now I don’t know; maybe
that's right about most towns. I never have had a chance to find
out. I do know that some of our friends, like Gene O’Fallon in
Denver, have always found it possible to do quite a little local
programming in radio.

I was about to find out how far it could be done radio-wise
in New Orleans, but all of a sudden I was faced with the same
problem in television, and this time it was no idle academic
question. It was the big question of the hour; we had to decide
that question before we knew how we were going to build, how
big our studios ought to be, how many people we had to hire.
I submit that that’s true in every new application, We're filing
one now for a smaller community than New Orleans, and the
first thing we've started out with is our program schedule. What's
it going to be? In other words, you have to know your product
before you know your plans.

Frankly, I think most of the people in radio haven't really

* Mr. Swezey, as one of the traveling speakers, delivered this talk in Chicago
and Los Angeles and it is not reprinted in these respective sections.
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taken advantage of the full potentialities of their communities.
Maybe I'm wrong in that, and certainly I haven’t had experi-
ence enough on the ground floor to make a firm statement to
that effect. However, I think television is somewhat different.

I think television offers a much better opportunity for local
programs. I say that from my own limited experience, and this
time, by golly, it has been experience. It's been shirtsleeves experi-
ence in the studio itself. One of my first radio production direc-
tors is sitting in the back of the room (he is now much better
connected with a prosperous advertising agency), and he knows
what we went through in the early days of our programming
when we had a room about as big as a small office, with one
camera in it. You couldn’t get more than one camera in it, and
besides, we didn’t have one to spare. We dollied in and out to
get different shots. We had decided in the beginning that while
we had that temporary arrangement we weren’t going to do any
live programs, but after the first couple of months we found
ourselves with twenty to thirty people at a time in the studio.
We were putting on kid shows and doing all kinds of things just
because it was fun to do them, and also because we were more
or less forced to it. Clients wanted to do new things and we
wanted to do them, and even with our limited facilities we felt
obliged to get in and do some real television. It wasn’t fun just
cranking a film deal.

As I say, we had to decide the question of how much local
programming we were going to do, very early in the game, be-
cause we were in temporary quarters and we had to build, and
we wanted to build right. We looked at the thing this way: first
we decided television was good, it was big, and it was going to
get better and bigger. Then we looked at our own opportunity
as the first licensee in a market of over 600,000 people and we
decided we too could be big, that we could be just as good, just
as important to the whole life of the community as any other
institution in it, including a couple of newspapers that are about
one hundred years old and fairly prosperous. But we didn't
think we could do that if we were just putting on locally the
video equivalent of disc-jockey shows. We believed we had to do
a well-rounded, vigorous local program job. So we built on that
premise and right now we are committed to it. If we are wrong—
and we might possibly be wrong, though I insist we're not—
then my children may well go without shoes. It’s that important
to us. We've got a big studio. We're splitting it now; we’re trying
to get a second studio because twenty per cent of our program-
ming is live, and I hope we may have more. I'd like to get
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twenty-five or thirty per cent. I hope I'll never have to go to sixty,
the way Ben Larson apparently does.

We believe there are a number of things that can be done
locally more cheaply and convincingly than they can be pro-

-cured—through film or network sources. There are some things
that just can’t be found anywhere else. It seems to me that in
general local live programming breaks down into two categories.
First you have what I refer to as the “standards.” I don’t suppose
there is a television station in the country that doesn’t have a
cooking show and doesn’t have it pretty well sold out. If there
is, I just haven’t heard of it. We've got an excellent one. We're
very proud of it. It features a Southern colored cook who does
a terrific job, and its sold out all the time. It’s only a half-hour
across the board five days 2 week, but we can make it an hour
any time we want to and I think sell it completely. There are
other types of shows that fall in that same category of “stand-
ards.” I think our most popular local show at the moment is a
weather strip. It sounds silly, but a little five-minute weather
strip five days a week at 6:55 P.M. is now very near top rating
with us. We found the right man who can do it in a fine, casual,
personable way. He just gets on with his charts and diagrams and
does a terrific job. It's been consistently sold and there are sev-
eral clients waiting to pick it up if it is ever dropped. Local
news, local sports, “Mr. Fixit” shows, women’s club programs;
exercise, fashion, charm programs; children’s participation pro-
grams—they all fall in this same general category of standards.
They are good in Keokuk, they're good in Philadelphia, they're
good anywhere. As I look over the program schedules of other
stations, I note that these standards generally appear, and gen-
erally they seem to be well sold.

The second category of local programs is the show that is
tailored to fit your community. We have one, for example, in
New Orleans called “Outdoors in Louisiana.” It has been on
the station ever since we opened. Our people, of course, are
very avid hunters and fishermen. They like to get away, like to
get out on the water and in the woods. Ours is a specially de-
signed show to meet a special local interest. The program is
sold and it’s always had the same sponsor. I think if it ever lost
him, we could find another one for it within a week. We have
had several programs built around our local jazz music that have
been very successful. Those are just examples. In every commu-
nity there are certain things the community is proud of; things
it stands for; and things it and its people alone can do.

We found, as I mentioned before, that a number of our spon-
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sors just insist on having their own shows, and that has been a
saving grace for us. They don’t want to be just another partici-
pant in another feature film. They want to do their own shows
and do them well. We've got a very involved show now, for a
local dairy products concern, called “Around the Town with Mr.
Brown.” Mr. Brown owns the company, and every week they
go out on remote and pick up a new spot of interest in the town.
It's a terrific job; every week they have to do a new production.
Sometimes we're in the zoo and sometimes we're in the Blue
Room of the Roosevelt; sometimes in the dog kennels of the
S.P.C.A. But it's a good show and a sound one, and it's selling
Mr. Brown's products.

We've been fortunate, I suppose, to a certain extent in having
what I refer to as “stranded” professional talent in New Orleans.
It's almost a truism that all really top talent goes to the top
production centers. I know when I first went to New Orleans
1 did a lot of blowing about how we could produce any type
of show—shows of network calibre. I did it with my tongue in
my cheek, because I didn't know. But I just wasn't willing to
admit at that time that it couldn’t be done. I now say that it
cannot be done with any regularity or for any number of shows.
The talent just isn't there and I don't think it's there in most
pretty good-sized towns around the country.

You do find what I refer to as “stranded” professional talent.
It's there because of some reason of health or climate or marital
situation. We've had a motion picture company down in New
Orleans recently doing some shorts. I talked with the head
production man the other day and asked him how he found
the local talent. He said it was excellent. That surprised me a
little. We went over some of his talent by name, and I found
in each case that it was there for peculiar, personal reasons. Again
I say stranded—it would not ordinarily have been there; it's too
professional to stay in New Orleans, and I think that by the
same token it's too good to be in Denver, Spokane, or Atlanta.
But when you do find such people, and you can, they are dying
to do something. They really want to get in show business again.
A girl may have traveled with top bands for years, and now she’s
got three kids and a husband who is an associate professor in
psychology or something. She’s dying to get away from the kids
and the old man for a while, and you can put her on a weekly
show that will be a knockout. We've done it in two or three cases.

Time is too short for me to describe in detail any number of
program formats. I'm not here, incidentally, for questions. I
want some answers, and in turn, I'd like to kick around some of
our local program experiences, but I'd also like very much to
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hear some of yours. I can review quickly some of the things
we've been doing and sponsoring successfully. We've had several
quarter-hour shows built around professional girl singers, and
they've been good. I'll never forget the first one we had in that
little office studio I mentioned to you. The girl in question is a
fine vocalist, and she can extemporize. But we couldn’t get any
video changes, any visual variations, because there she was, and
we had only the one camera, moving backward and forward.
Ray Rich, our Production Director at that time, and I talked
about it, and Ray had a scheme. We put the gal and the piano
on a round table—T've forgotten what we had under it; I think
it was the kind of rollers that you have on the bottom of heavy
furniture—and then we had two colored men push that thing
around; they were down on their hands and knees below
camera level, so that way we got a rotating stage. That's pretty
crude; that goes right back to the wheel almost. Nevertheless it's
the sort of thing you can do when you have to, and I say to
you fellows who are starting out for the first time in this business,
that you can do many things and you can do them simply and
you can do them effectively. The more things you "gotta” do, the
more things you can get done and do effectively.

I have already mentioned shows featuring local musicians and
jazz bands. The people in New Orleans never get tired of .that
old Basin Street business; they love it, and it keeps on selling.
We have a fifteen-minute show across the board featuring a top-
name hillbilly, and a similar show starring a professional male
vocalist and pianist. The hillbilly drives a canary-yellow Cadillac
about as long as this room, and when he gets itchy feet he tacks
a trailer on behind it and starts off for greener fields. I wouldn’t
call him stranded: professional talent because he's there because
he likes it; how long he'll like it, I don’t know. But that's
top professional talent of its kind.

We've had a few disc-jockey shows, and I hope later we can
discuss the various formats of the disc-jockey show. We started
out with one that was a turkey. It took me quite a while to find.
it out. It did serve a temporary dual purpose. We have a reason-
ably large studio and we wanted the people to see what we had,
so our disc jockey just wandered around with a traveling mike
and he’d talk to anybody who was putting up a set, or he'd
go up and talk with the engineers, or he'd go out into the street
and stop a truck, or he'd interrupt a rehearsal. At intervals, of
course, he’d play records. We have one now which I think is
pretty good. We've got an excellent pianist, an old Brooklyn
boy who has been playing for the Roosevelt Hotel for the last
fifteen years, and he's terrific. We line him up with a specially
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built playback machine, a celeste, and a piano, and he can ac-
company the record as it spins—one hand on the celeste and the
other on the piano, in perfect synchronizaton. How he does it,
I .don’t know. He also knows records, he knows music, and he has
occassional guests. He's only on twice a week now in the after-
noon, but it'’s sold and doing all right. I think we could expand
that, but it's just a little fresh approach to the disc-jockey format.

Now I'd just like to tell you, before I stop, what we have
found out are the primary rules for local live programming.
Maybe some of you will agree; probably some of you won't.
First of all, do the natural thing—the type of format that lends
itself readily to your technical facilities, your program talent
and material. Don’t go overboard on expenses, because it just
isn’t necessary, and it’s soundness, not elaborateness, that counts.
Try to get a fresh angle, a new technique. If you're going to
have a cooking show, don’t have just another cooking show—
make it your show. I mentioned this colored cook we have. The
first one we used died one morning at five o’clock, just after
we'd sold the show to a big salt company. I got into the office
and there was the regional sales manager of the salt company
with all of his characters in the next room, and thousands of
dollars in pictures and everything of this girl who had unfor-
tunately died that morning. So he said, “What are you going
to do about this?” I said, “I don’t know; I didn’t kill her.” That
day we auditioned four other negro cooks. Any one of them could
have had the job, and we got one beauty. We renamed her—
we call her Mandy Lee. Mandy, conservatively, weighs 375
pounds. We can hardly get her all in the camera at one time, but
she’s terrific.

That's what I mean by a new angle; keep it local, make it
fresh. Make the best possible uses of the distinctive features of
your market. I've covered that. Don’t be afraid to experiment,
take some chances. You will get turkeys; toss "em out. Every once
in a while something that started out to be a turkey turns out,
to your surprise, to be a thing that you can keep on forever.
Don’t let your schedule get stale. A lot of these service shows
I'say can stay with you, but keep a little latitude, some flexibility
in the schedule for things you can play with. Don’t forget that
talent wears out pretty fast, most of it. Be prepared to change
it and be prepared to keep each show as fresh as you can. If you
are relying wholly on entertainment, get in some new angles,
some new effects. Don’'t let your staff get stale, either, They are
strongly inclined—I'm sure it's particularly true in a single-
station market—to just lie back there and say, “Well, we're pretty
good kids; we've got a beautiful schedule here, and it's pretty

—




well sold out. Let's take a ride; if these people want to see any
television they've got to look at us anyway, so what's all the
screaming about?” Well, we keep them on their toes, and I'm
sure every live and awake management in the country is doing
that. Keep them thinking, and bawl them out when things go
wrong. When you get tired of looking at a show, you can be
pretty sure that most of your viewing audience is tired of it, too.

I think my conclusion on the question is that most any town
that's economically capable of supporting one or more television
stations is also capable of providing a substantial part of its pro-
gram schedule with live local programs. I think I can assure you
of that.

QUESTIONS & ANSWERS

Q: When many of us who are in television at the present time
were forced to fill out applications for the Commission, we were
instructed to put down what our typical programming will be.
What should we do? Shall we just say the same as our prede-
cessors?

SWEZEY: I mentioned to you that we are attempting to go
into another market. In preparing our application, we started
out with a consideration of the program schedule. We are for-
tunate because we have had a little experience and we do know
the type of shows that have gone in our present market. We
know what our initial hours of operation were, etc. First we said,
““What do we have to allege, in a competitive application, to do
a well-rounded program job?” We covered women, we covered
children, farmers, etc.; we covered all the special interests in
the community. We drafted what we thought was an ideal
schedule. That's the way we started. Our typical program sched-
ule is, we say in the application, the schedule we hope to achieve
at the end of the first year of operation. You really have to do
that, because no one knows exactly what he’s going to be able to
put on the first month or so.

Then, after we prepared that ideal schedule, we got our pro-
duction people together and said, “How much of this is possible?”
We took a careful look at the market; we looked at all the
organizations and groups which might help us to do some of the
live programming. A lot of the proposed material had to be
eliminated as unrealistic and impractical within the community
limitations. The solid, live material, we kept in. Then, we also
had some experience with film. We know the type of film which
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had general appeal and which was saleable, and we made a place
for that in our schedule.

Then we examined the schedule from the sales point of view.
We said, “How many sets do we expect to have in the market at
the end of the first year? What rates can we charge? How much
can we expect to.get from the networks?” We asked the network,
“If we should become affiliated with you, how much traffic do
you think you could give us within the first year?” and we got
an answer on that,

In short, we decided to work from an ideal schedule of com-
plete service to the community. Then we weeded out the im-
possible, decided on how much and what types of network
traffic we could rely on, decided what was sound programming
and within our price range, and checked it all against probable
income,

Q: You have, in your town, something which I cannot give
my people because of the cost of the radio lines. We have, in our
town, the South Carolina Steeplechase which we could give
our people when we got on the air. Now, how could such a pro-
gram be carried out? Should we go ahead and give the show on
live sets to our people and also film it at the same time and
make it available to other TV stations? Actually, we hope that by
doing this, that once or twice a year we could present to our
stockholders a ‘cost receipt which would be a thing of joy and
possible through such cooperation.

SWEZEY: I think that’s feasible, but don’t forget—you're
getting into another business, too, and film business is very
expensive. Just the cost of raw film is expensive. We made a
sort of trial film featuring a top name local band, and hoped to
syndicate it. I've been working on it; editing and re-editing it,
and I'm still not too happy with it. This whole film deal is a
little out of our field, and in order to syndicate film or even to
exchange it, it's got to be pretty good.

Last year we sent our sports director and a cameraman out to
cover all of the baseball training camps. It was a sort of a gamble,

. but they went out and took an awful lot of footage, and got some
excellent stuff. When we got it back we sold it within a half-hour
to a local sponsor, which more than covered the expenses of
the whole two-week trip; and then, of course, we had the film
for the library afterwards.

Q: Will you discuss the cost of producing your film time shows
as against the cost of producing local service shows ?

SWEZEY: Local service shows are less expensive to us than
really good film. Our talent charges are now pretty reasonable;
they won’t stay that way for too long, but there are still a lot of
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people interested in getting into television. In general, we can
do the live programming cheaper than we can supplant it with

really good film. The film people frequently want as much as’

$450 for a one-time release in our market. We have to tell them
—"We're not going to pay $450; there's not a chance of our
getting it back.” Again, we're very fortunate right now in having
too much material. Temporarily, all four networks are feeding us.

Q: Have you looked ahead to the point when competition
will come into New Orleans, when certain things, such as union
problems, will upset your local budget? When this time comes
do you think you can produce your local programming and
still make a money profit from it?

SWEZEY: I think so. What we are trying to do now is make all
kinds of affiliations which are going to be helpful to us later.
We've tried to get in first, and build up good working relation-
ships which will continue over the years. We're doing the same
thing with local talent. We try to find out where it is, and to
develop the best of it. I think our efforts will continue to pay off.

Q: Getting back to the first question, Bob, this is not the
answer, but might be a starting point for his thinking. Our films
cost an average of approximately $100 per hour on the basis
of 30 hours of the program on film a week. One musician, a
pianist, to play an hour program will cost between $38 to $50
for one hour, depending upon the amount of rehearsal. You
add to that the cost of an announcer and the rest of your talent,
and you've pretty well figured out the cost difference between
the film and live one market.

SWEZEY: I was thinking more in terms of the service shows
than entertainment shows. We have the same problem. Our rates
aren’t quite as high, but New Orleans is almost completely
unionized.

INTERJECT: We had a similar experience to Mr. Swezey’s
in public service. The seekers of public service time didn’t often
have the type of things we thought really would interest. We
solved this matter by appointing an educational director, We
spent several months looking for the kind of a guy who could talk
to—particularly educators—on their own level. We found a man
with a Ph.D. in Education, with some radio experience. What
he had to do was to first develop educational and religious
programs. The first thing we did was to set up a forum for dis-
cussion as to what would be done on these programs. Out of
this came an advisory committee and it is they key to all our pub-
lic service. We have serious educational programs all provided on
a guaranteed time basis.

Q: I noticed several television stations running films which have
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been prepared by commercial concerns, such as Ford Motor Co.,
and others, and as you are talking about the cost of films, I
wonder if you are running such films gratis?

SWEZEY: We have a form letter on that. We tell the people
who offer such films that we'd like to have their programs, but
that we'd like to choose our own sustaining material; that we
don’t have free time available and a copy of our rates is en-
closed. I am against the theory of giving away time to potential
advertisers.

Q: What is the structure and function of your program staff?

SWEZEY: It's just now beginning to take shape. When I
first got to New Orleans the TV outfit had been on the air a
month. That was three-and-a-half years ago. We started with
one production man who did everything. Then he took two men
and trained them as assistant production men. I was scared to
death we'd get sort of ingrown, so I stole a man from Roger
Clipp. We now have five on our production staff. We try to keep
all the mechanics of the operation—all of the scheduling, an-
nouncements, etc.—distinct from creative work. We put that over
in the office of the Program Operations Manager, and try to
keep the production men on the floor watching what goes on
the air.

Q: How many cameramen do you have? And what do you use
on a TV show?

SWEZEY: We're using two cameras on practically everything.
We have a third studio camera that we can use. Every production
is assigned to one producer, but occasionally we have an agency
producer.

Q: Do your musical shorts compete successfully with their
parallels in radio, which are, of course, the disc jockey shows?

A: Do you mean the live musicals or the film? The film?
Yes, if it's skillfully used. Are you familiar with the Snader
Library? We haven’t used that as well as I think we could. We've
tried to blend it with live talent, but that has to be cleverly
done; I think it can be successful if the two elements are blended
properly.

Q: What do you estimate are your average production and
talent costs on a half-hour show of variety?

SWEZEY: They vary, but they're very cheap. We started out
with no union regulations of any kind with respect to our talent,
except for announcers, and we were paying talent five and ten
dollars for a quarter-hour. Then it went up until now it’s about
$25. We have no really expensive shows.

Q: About how much rehearsal time do you feel is necessary
on camera on your inexpensive live shows, such as cooking,
fashions, participations, etc.?
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SWEZEY: One good thing about the service shows is that
once you get them grooved you need very little rehearsal. And,
of course, you can use the same sets day after day with some
variations.

Q: Your hunting and fishing show—is that filmed with sound,
or silent?

SWEZEY: It's silent, because most of the show is live. Our
hunting and fishing expert takes along his own 16mm. equipment
and shoots the stuff. Then he brings in all of the people who
were on the hunting or fishing expedition, and they discuss
the film. The film is only about three minutes of the fifteen
minutes.

Q: What importance do you give the news, and what has your
experience been in television news?

SWEZEY: Our experience has been difficult. We have a loose
affiliation with a newspaper—a time-space exchange agreement—
and we started out on our news shows using newspaper personnel.
We took the associate editors, etc., and put them on behind a
table; then we tried to gimmick them up, and we've been rea-
sonably successful, but I think news is a field where there's
much experimentation yet to be undertaken. I'm sure that it's
going to have an important place in television. We have used
the Telenews service of INS, we now have the UP film series,
and we also use local commentators, guests, stills, and supple-
mental film. We haven't our own news filming facilities, although
we have people on our staff who are experienced motion pic-
ture cameramen,

Q: How do you handle weather news?

SWEZEY: We have a little five-minute strip across the board,
and the man who does it really knows the weather. He works for
the off-shore navigation companies. He puts on a very simple,
routine weather show, and it’s one of the most successful things
we do. It was sold when it came to us, and there were five ot
six sponsors standing in line for the whole deal. This is some-
thing that cannot be done by the network or the film company;
something you can do, and do very successfully.

Q: How unionized are you?

SWEZEY: Rather fully. We've got the musicians’, AFRA,
IBEW. All of our set-up work and scenery moving, etc., is done
by boys who do an excellent job; we’ve hand-picked them for
ability and alertness. They belong to no union, but other than
that, we're pretty well organized and we've been able to function
with the unions so far. I guess it’s just because television is so
new and they want to get their members into it as fully as they
can, but we've had no union trouble. Ted Cott told me that
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such is not the case in New York. Ted said they were now deal-
ing in television with over 100 unions.

Q: Can you give us some examples of what you do in your
participating children’s programs?

SWEZEY: Yes; for example, we have one called “Mrs. Muffin’s
Birthday Party,” for very young children. It's on twice a week
in the afternoon. Mrs. Muffin is a woman dressed in an old-time
costume; she invites the children in to celebrate the birthday of
one of the youngsters, and reads stories to them, etc. There'’s
nothing particularly ingenious about it—it’s just a new and
pleasant format for the kids. Another program is “The Magic
Tree,” in which children’s stories are read and dramatized. Still
another is “Children’s Panel,” in which the children answer each
other's questions about habits, pleasures, etc. We've also had a
children’s variety show called “Telekids.”
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“BRASS TACKS IN TV
PRODUCTION*

By
CHARLES F. HOLDEN

National Executive Producer, American Broadcasting Company

TELEVISION represents one of the most astounding mani-
festations of modern man’s desire to extend his natural fac-
ulties. He found he could not run fast enough so he invented
the automobile. He decided he wanted to fly so he made himself
an airplane. His voice did not carry far enough to suit him so
he produced the telephone and radio. And being dissatisfied
with his ability to see great distances he has now provided himself
with television.

Those of us who have grown up with television have seen it
spring from a sickly youngster to a potential giant in the space
of a very few years. To make us realize the full potential of its
wonders, television was discovered much too late. If we could
have had television before the general public had accepted
motion pictures, its impact would have been increased a hun-
dred fold. As it is we are all very much used to the idea of a
picture that moves and talks. We are used also to the phenome-
non of having entertainment brought into our home via radio
at a trifling cost to us.

We have likewise accepted the newsreel with its concentrated
coverage of recent interesting events. So the only new feature
of television that can surprise and satisfy us is that it brings the
excitement of an event to us in the comfort of our home at
precisely the split moment when it occurs. These then are the
advantages of television over the other forms of entertainment
and communication: (1) That we visually witness the event as
it happens, (2) That it offers the privacy and comfort of sur-
roundings that we all normally enjoy. It is too bad in a way that
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television did not precede the motion picture. For as we all
know, the movies sustained themselves for several years on the
mere novelty of seeing motion so perfectly portrayed. It is too
bad that television didn’t precede radio. Having had radio for
better than twenty years we have become used to this four star
miracle of having entertainment enter our homes available to
us at the turn of a button, 24 hours a day and at no cost. Tele-
vision can never compete quality wise with films; it cannot com-
pete price wise with radio. My feeling is, that it should declare
itself out of competition with both of these and stress the in-
herent strength of television—that it is a visual presentation
instantly conveyed to our senses from the point of origination.

After having witnessed some 16,000 television shows I can
say I have never seen a perfect one. Sadly enough, the quality of
a television show bears a direct relation to the amount of money
spent on it. There have been many demands to substitute imagi-
nation, unusual direction, fancy acting or writing, for a high
budget, but in my experience, there is very little leeway in trying
to use these things as a substitute for money.

The problem I would like to take up today therefore, is
how you can get the most out of every dollar you invest in
production costs.

First, let us turn our attention to physical facilities. It has
been well established in the building of 108 different television
stations throughout the country that the most necessary require-
ment for good operation is horizontal space. The studio should
consist of two general areas. One for the performance of the
television show, the other for the handling, storing, preparation,
and maintenance of all of the elements that go into that show.
Some production men advise as high as an eight to one ratio.
That is to say eight times as much space off stage as you have
on stage. I can tell you from experience that you will be fairly
safe with a three to one ratio and very happy with five to one
not one to one or one to one-quarter. As a commentary I would
like to point out however that in some instances the lack of
space in itself can keep your production budgets low. If you
have a studio so small that it will not hold more than two
cameras, three engineers, and five performers; so small that
the only scenic possibilities are neutral colored drapes and
sparse furnishings, you have automatically ruled out the pos-
sibility of expenditures on fancy sets, fancy props, and large crews.
But everr though the studio itself is small the working area
around it should be at least three times its size,

There are many workable approaches to the whole idea of
scenic backgrounds in small studios. One station owner deco-
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rated one end of his studio with walnut paneling suitable for
news shows, interviews, quizzes and the like. The other end was
decorated in simple gray tones, which by various dressings could
simulate any type of living room, dining room, kitchen or other
location as needed. This, of course, is the simplest operation
possible. Another idea which is just as good and almost as cheap
is the purchase of a set of light flats including various doors,
windows, fireplaces, stairways, and so forth, all of uniform height
that can be rearranged to simulate any type of interior setting.
We use such a set in our studio No. 5. It has not been taken from
the studio in two years. It is shuffled and reshuffled each day;
even during the broadcast time to produce for us and endless
variety of kitchens, musical backgrounds, interview areas, and
commercial displays. I can recommend to you very highly, sev-
eral devices recently developed for producing the effect of scenery
without actually having it. One operation is called rear projec-
tion, which consists of a slide image thrown against a translucent
screen from the rear. The actor stands in front of the screen and
the television camera is focussed on the actor and the screen
giving the appearance of the actor being at the location depicted.
In other words, you can photograph the facade of a building, have
it made into a slide, put the slide in the projector, throw it on
the screen, stand the actor in front of the screen, and focus
your television camera on it. What the television camera then
shows is the actor seemingly standing in front of the facade of
the building. .

This particular process has been developed by several enter-
prising companies to the point of perfection. They can furnish
equipment that will even give you a scene in motion behind the
actor (cars moving, crowds milling, fires burning, water flowing) .
However, this particular operation is not protected by patents,
and you can get the same effect with your own equipment and
save yourself many thousands of dollars in rental charges. I
have seen rear projection successfully done with a simple child’s
“Magic Lantern.” Instead of a photographed slide, a simple
drawing on a piece of glass was made with india ink; for a
screen, a large bed sheet served the purpose, and the effect was
quite acceptable. Perhaps I should now warn you against sub-
scribing to any new gadget until you have had a talk with some
production man who is already using it and who can tell you,
without prejudice, what it is worth.

Another new device now in use on our “Space Cadet” program,
and in the final stages of perfection, is called the “gismo.” This
is an electronic blanking device capable of placing a live actor
into a tiny model set. In other words, a model is built of a set—
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a park, a jungle, or whatever the action calls for. The actor is
placed against a black velour drop and then, electronically, the
actor is made to appear actually walking within the model set.
Much publicity has attended the invention of this “gismo” and
I'm sure that within a year or so it will become available to you
at a reasonable charge.

In the outfitting of your studio, I cannot stress too much the
purchase of standard equipment. You will be contacted by many
salesmen offering you fancy lights, especially built cameras, and
radical departures in other audio, video and production gear.
Do not be mislead! Nobody has ever offered a better light system
than the old reliable incandescent type used in stage and movies.
Nobody has made any better gear than the large American
Manufacturers do.

In selecting your studio space choose an outlying area where
your taxes will be low for the foreseeable future, that is easily
accessable for talent and other personnel and that you can
control absolutely for twenty-four hours of every day. In the
planning of the studio make a lot of adjacent space available
to the production units. Put your scenery storage, your prop
storage, your engineering maintenance shop as close to the studio
as you can. If you have lounges, office areas, conference rooms,
film storage vaults, or smaller buildings, they can very well be
placed yards—even miles away. You will find the functions of
administration can be handled outside. You will also find that
the performers will go anywhere under their own power to per-
form, but you will also find that trucking charges on heavy
booms, dollies, prop furniture, scenery, can run to a staggering
amount, if the distance they have to travel is too great.

There is considerable saving in the elimination of all stairways
so that production units can be rolled on dollies instead of lifted.
It also saves man power to have each unit small enough to be
handled by one man. In other words, if you buy a sofa as a
standard prop, buy a sectional one so that one man can move it
in three trips instead of your needing two men to move it in
one trip. Studio planning should bring into consideration the
fact that many people will be interested in witnessing the opera-
tion. There should be a glass enclosed room near or behind the
control room for these spectators. The control room should be
well planned for at least eight people, and if possible, afford
a clear view of the studio floor. And above all, please remember
that no matter how much space you think you will need when
you start, within a year you will be wishing you had five times
as much. So much for facilities.

You will be faced, of course, with the problem of assembling
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your staff of television personnel. This can be an area of trouble.
If you have radio staffs a lateral transfer into television is not
only recommended, but proves to work out the best. Most station
owners have found that by employing one key man who has
had actual television operating experience and building around
him the necessary compliment, he has produced the best organi-
zation possible. One competent engineer who understands tele-
vision can quickly transform radio engineers into video men.
Youngsters who have had interest in amateur movie making have
become excellent camera men. Little theatre devotees have been
transformed into expert programmers and the functions of
sales, sales service, routining, announcing and audio engineering
are basically the same in television as they are in radio.

I have advocated in many quarters that the station owners
start from scratch in the matter of talent and programming.
It is considerably cheaper and often much better to develop your
own personalities for local programs on the spot. For instance,
if you are tempted to hire “Uncle Ned” who has had many years
of success telling children’s stories on radio, you have no assur-
ance that he will “wow” them in television. His in-hiring rate
for television will be considerably higher than you should want
to pay and you have very little assurance that he will sustain
on television his record in radio, no matter how good. It’s better
to start with some unproven piece of talent that you intend to
build than to take a chance on somebody who will cost you
more and who guarantees you no real television potential.

In the first months when your capital expenditures mount
and your revenues are not yet strong, you will want to explore
all the possibilities of free programming you can get. I disregard
arbitrarily, the amount of network feed and film that you will
want to use because these topics are being treated by other
speakers. I do want to assure you that many local statons have
struck gold by building shows around some strong local person-
ality and also by making use of the material furnished them by
schools, manufacturing units, and local civic organizations. The
magic word “television” should bring to your cameras for many
months free interviews, demonstrations, amateur musicians, and
other entertainment that will not cost you a nickel. The old idea
of The Contest will set hordes of people working for you with-
out much of a cash outlay and you can get some indication of
what might possibly be acceptable in the way of creative talent
in your area. You run a program idea contest. If you get three
thousand replies, seven of which are good, you have obtained
the nucleus for seven shows that might possibly be developed.
I have never yet seen anybody who could read without moving
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his lips, that did not have some idea for a television show. i
you feel you want dramatic shows, flatter the local amateur
theatres by inviting them into your studio, give them coffee and
donuts and they will produce for you an hour long show that
you could not otherwise obtain for less than several hundred
dollars. Run an evening of “reverse camera.” Let the salesmen,
producers, and engineers—the personnel that is normally behind
the cameras—act out in front of them for an evening’s fun. We
are all hams at heart. Make a great deal of the “Man on the
Street” idea. Play up local rivalries between the Women’s Aux-
iliary and St. Luke’s Sopranos. Make it a contest of parlor games,
if nothing better occurs, in which the prize can be your contribu-
tion of new uniforms to the fire department or some other civic
service. In other words, any effort on your part to do something
on your station that is connected with the life of the community
is an effort in the right direction. The people will watch your
station over all others if they are about to see their own mayor
lose the potato race. ABC had considerable success in Detroit
showing two personable people in an office answering their mail,
playing records, interviewing local celebrities and being gen-
erally friendly and interesting. We even went to the lengths of
focusing a camera on some playful hamsters with appropriate
background music being played.

The success of the Garroway Show in New York proves that
even a large network can successfully use this formula. Remem-
ber always in your programming, that the most important thing
to one human being is another human being. If the general
public can turn on their television sets and see something—
anything—happening that is more interesting or exciting than
what is at that moment happening to them, they will usually
leave the set on! There are only two things that we have been
able to do on television, to entertain or to instruct, make the
most of both.

Basically, what I have suggested today is to plan your facilities
intelligently, to build your operating personnel and talent from
existing sources, and to make available to yourself program
material that is intrinsic or peculiar to your particular area.
My hope is that after you find yourself in television, after you
have had your growing pains, and by the time you have developed
your ulcers that you also will be just a wee bit glad that you got
into this rat race in the first place.

Q: In planning production schedules, is it better to have your
live shows grouped, or is it better to have them spread out?

HOLDEN: Well, if you can have them spread out, it’s much
better. It relieves studio traffic and relieves personnel, too. Ob-
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viously, if you have a show back to back with another show, you
have the congestion that you could avoid if one show came an
hour or an hour and a half after its predecessor. I would say,
spread out.

Q: Do you advise buying scenery, having it made and buying
it as is, or having it built by staff?

HOLDEN: If you're in an outlying district, I think the best
thing you can do is to go to the local manual training teacher
and build your own. Very often you will find some lad who lives
and breathes drama, who wants to build scenery. We have a
lot of them along the East Coast every summer at the summer
theatres. This is the cheapest way because you're paying only
for your raw materials plus a very small salary. These kids work
hard, and you get a product that is just as fine as any, and you
get it a lot faster, of course, than you could get it sent out from
New York. There are many books on this particular subject. I've
avoided it today because there are so many texts about scenery for
television. I do want to tell you that the whole type of production
used on the legitimate stage lends itself much better to television
than that of motion pictures. We've found that the old standards
in scenery work the best. We also found that, if you cut the size
of your flats down from five feet nine to four feet, one man can
handle one flat. I also want to call your attention to several
workable devices to supplant scenery. There’s what you call
“rear projection” where the actor stands in front of a translucent
screen and slides are shown behind him. Many studios find this
quite workable. One objection is that you have to have the pro-
jector quite a ways back. This can be overcome by putting a
mirror behind it and having the projector throw it onto the
mirror, then let the mirror bounce it onto the screen. In that
way you can use the thing in a very small studio.

Q: Have many of your large studios evolved a moving stage
which can be used to a great extent?

HOLDEN: If you look at the logic of the thing, moving stages
are a little silly. You've got an actor who can walk, a camera
that's on wheels; the largest element of the three that go to
make up your picture is the scenery. We've had many people
bring ideas for sliding stages, revolving stages, plans for them in
the studio; all based on the concept in the legitimate theatre
where you have a captive audience. You see, by punching a but-
ton you cannot change your sets in the theatre. The audience
is in the seats, anchored there; you have to use the area in front
of them. You would be taking the heaviest element of your
physical production and moving that when your other two
elements, the camera and the actor, are both mobile.
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“NEWSREEL OPERATION”*

(LOCAL NEWS AND SPECIAL EVENTS)
By
ROGER CLIPP
Manager, WFIL-TV, Philadelphia, Pa.

THERE is little room for argument that television has made
its strongest impact in its coverage of current events. On
prefabricated news, television has figuratively moved the world
into a glass house. It has shown the United Nations at work.
It has made household names of such divergent personalities as
Frank Costello, the Senator from Tennessee and the Weatherman
from Chicago. Television news coverage has shown us all we
ever want to see of the atom bomb exploding. In fact, on April
22 in Nevada, television might well have topped itself because,
after all, an atomic explosion is a tough act to follow.

With advance knowledge of where and when the news is
happening, television out-performs all other means of commu-
nication in bringing it to the public. Through the actuality of
sight and sound, television eliminates the middleman—the re-
porter or professional observer—and provides the immediate pub-
lic information.

Yet coverage of the news—as it happens day by day is still a
major challenge to television. And it's a challenge that can be
met most effectively by the individual television stations.

For whatever interest or help it might be to you, I'd like to
describe the system for news coverage which we have adopted
at WFIL-TV. Now, if in doing, I am guilty of over-simplification,
I ask your forbearance. In trying to give a complete picture of
our operation I shall include many details—some of which are
bound to be quite obvious.

To start at the beginning, our newsreel unit was planned in
advance as a definite part of our station operation. About six
months before WFIL-TV went on the air, we went about hiring
a basic staff to build the department and have a newsreel tech-
nique in smooth working order by air time. We made the dead-

* Also delivered in Chicago and Los Angeles.
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line and our TV Newsreel went on the air September 13, 1947—
the station’s first day of operation. It has been presented without
interruption ever since.

From the beginning, our newsreel has been sponsored by RCA
Victor. It is shown Monday through Friday at 7:15 P.M. with a re-
peat run just before station sign-off. This means, usually, around
midnight. A half hour round-up of the week’s news is presented
Sundays at 6:00 P.M. and is currently unsponsored. Our daily
newsreel is a 10-minute program, followed by a complete 5-
minute weather analysis by a professional weather observer.

In this order, I'd like to outline the working routine of, as
well as the equipment needed by, a TV Newsreel unit. The
main points are these: 1)—Sources of program material. 2)—the
working staff. 3)—the revenue possibilities of a newsreel unit.
4)—the space and equipment requirements. 5)—the basic costs
involved.

First let’s take the sources of program material. For national
and international items, the sources are good. Daily film coverage
is provided now by the three main wire services—AP, UP, INS.
INS, operating under the name of Tele-News Productions, is the
most experienced of the three, having been servicing TV stations
with motion news pictures for more than 5 years. As of April of
this year, INS was serving some 52 stations, AP about 8, UP
around 17 or 18.

I'm not on the INS sales staff, but since that’s the service we've
been using, I'm better acquanted with its contents—so here’s
the story of what’s available from INS. They are now supplying
a minimum of 8 minutes of film daily to subscribers and are pre-
pared to increase this to 12 minutes daily upon request. INS
film footage is supplied in two parts. The “A” package con-
tains usually about 3 items, is processed in New York City at
nine in the morning and arrives in Philadelphia around 4:30
in the afternoon. Our messenger calls for it at the railroad station.
“A" package news items are all fresh in that they haven't been
pre-released.

The INS “B” package is divided into two parts. It contains
from 3 to 5 items, 2 of which come from Washington, arriving
in Philadelphia on the 5:30 P.M. plane. Our messenger calls for
this at the airport. The second half of the “B"” package is proc-
essed in New York, shipped by air express and arrives at our
newsreel headquarters daily around noon. Some items of the
“B” package are pre-released to CBS for its 7:30 P.M. Oldsmobile
news. INS says, however, that CBS currently is only using 40
per cent of the material supplied so the remainder is usable by
other stations in the same CBS cities without fear of duplication.
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Obviously, syndicated film coverage cannot include last min-
ute news, but this does not imply that all such coverage is out-
dated news. Audiences have been conditioned to movie newsreel
showings of events that are a week old—sometimes older. TV
Newsreel items seldom lag more than a day or two. In most cases,
the local editor can add latest developments to the script pro-
vided by INS and the film takes on the effect of an immediate
report.

In many cases it is possible to obtain emergency service on
late news breaks, depending of course on the location of the news
and the station. A good example is the recent crash of an airplane
on a Long Island street. The accident happened Saturday morn-
ing around ten o’clock. Films were carried on our Newsreel that
night at 7:15. So much for the source of supply for filmed cover-
age of national and world news. Of equal—or perhaps even
greater importance— is the need for motion picture coverage
of local news.

To digress for just a minute—still pictures are widely used by
some stations in presenting the news. I am by-passing this tech-
nique for the moment because it does not actually utilize the
abilities of the television medium to fullest extent. This is worthy
of discussion, however, and I hope we will get to it before the
meeting is adjourned.,

Local news coverage in motion pictures can be obtained in
two ways. First by the maintenance of a staff Newsreel Unit by
the station or through the services of a commercial photographer.
The former is by all odds the more practical.

Through a staff newsreel unit it is possible to obtain virtually
equal footing with the local newspaper on covering local events.
Your staff editor keeps a close contact with the newspaper city
desk and assigns his cameramen accordingly. He has access also
to other active sources such as the police, fire and other municipal
departments.

I'll go into the working routine of the staff newsreel unit in
just a minute. Before leaving the subject of program material
sources I want to stress the importance of the station’s own film
library or morgue. This, of course, is built through continuous
filing and careful indexing. Its value increases with time and the
purposes a film morgue will serve are many and varied. For
example, clips from the morgue can be used to provide back-
ground data for many late news breaks where incidentally, no
other film coverage is yet available. They are invaluable for
obituary or memorial stories on well-known personalities. Film
clips from the morgue can be spliced to produce an entire docu-
mentary program on topics of high current interest. Our film
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morgue has been building for five years. It contains clips on
virtually all Philadelphia leaders and on hundreds of other
well-known public figures who have visited the city, as well as
all the major news happenings. The morgue is compiled from
both local and syndicated film material.

Now to the working staff of the newsreel unit. Ours comprises
four photographers, all of whom are skilled processors, one
stenographic and general assistant, and one news editor who
serves as director of the department. The news editor controls
cameramen assignments on the basis of his information from
the City Desk of the Philadelphia Inquirer, the various city
departments or other substantial news leads.

From that point on, it is the responsibility of the cameraman
to catch the essence of the event and to record it accurately on
film. The experience, discretion -and talent of the cameraman
are important factors. They are reflected both in the quality of
the station’s news coverage and in the expense or economy of its
operation.

A photographer with good news sense can capture the sig-
nificant highlights of an event on a minimum of film footage
and thus cut down waste and eliminate complicated, time-con-
suming editing. The average ratio of film shot to film used on
the air is 5 to 1. Our cameramen have achieved the almost phe-
nomenal ratio of 3 to 1. The measurement is in feet.

Once the film is shot, it is brought back to our laboratory for
processing, editing and final preparation for broadcast. I have
no accurate information on the average time of this operation,
but our boys boast their ability to wrap it up in two hours, much
sooner for extra special news, and I'm inclined to feel that this
is a good record.

Now comes the task of putting the daily newsreel together.
Gathering all material at hand—the INS clips and the local
footage—the news editor goes to work to meet an established
deadline. In our case this is approximately 6 P.M. He evaluates
the items, sets them up in appropriate order and prepares a final
script to accompany. Some portions of the script are supplied by
INS, the remainder is original copy, sychronized on a basis of
3 feet of film to 5 seconds of copy.

The news editor must also keep in mind the overall timing of
the show and ours tells me he works toward this format: 45 sec-
onds of late flashes delivered by the commentator . . . approxi-
mately two-and-a-half minutes of film news, national and inter-
national . . . a one-and-a-half minute pause for a live commercial
... back to 3 minutes of film, mostly local . . . then approximately
20 seconds of headline bulletins from the Inquirer, delivered live
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by the commentator. Filmed material used is approximately 50
per cent local, 50 per cent INS. All items are spliced to provide
a continuously running film.

Once the news-editor completes preparation of the newsreel
it then goes to the program production staff. The problems here
are typical of those encountered in the production of any tele-
vision program, involving fast coordination of technical elements
and quick decisions on the part of the director for smooth
integration of program elements.

Because of the nature of the newsreel program, there is seldom
time for a complete dress rehearsal. In lieu of this, however, it
is important that the commentator become familiar with the
material by viewing it on a projector and reading his copy
against the film.

The director, meanwhile, selects musical background for the
film drawing from the station’s ET library. There are not set
rules on this except to avoid too familiar selections as these dis-
tract audience attention from the news.

Whether or not the commentator should participate actively
in the program commercial is a moot point but it leads us directly
to phase number three—the revenue possibilities of a newsreel
unit.

If the commentator handles the program commercial—as ours
does—it becomes then another phase of production and, most
times, requires an additional set. Our Frank Hall, for example,
leaves the news desk in the middle of the program to deliver
the RCA sales message from a set in another part of the studio.
To provide a smooth transition for his getting there and back,
the news editor tries always to precede and follow the commercial
with sound-on-film news, which might be either INS or local.
If this is not available, then other arrangements must be worked
out on the spot—either through the use of slides, or audio in
transit or whatever idea the director can come up with,

Sponsorship of the newsreel program is, of course, the primary
revenue possibility but there are other ways which cumulately,
can provide even greater income.

Basically, the facilities required for newsreel operation are the
same as those required for the production of films of any other
nature.

It is both practical and profitable for your newsreel staff to
handle, in addition, such items as filmed commercial announce-
ments, documentary films for sponsorship, training films for
showing at meetings or conventions or other non-broadcast activi-
ties, and other educational or public service films on a com-
mercial fee basis. In addition, a film morgue can provide income
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through leasing of clips for integration into various types of
commercial programs.

Another factor, which might be viewed from the standpoint
of money saved being money earned is this. Your staff Newsreel
Unit doubles as a TV special events staff with an important sav-
ing in costs. ,

Just to give you an idea of the special events activities of our
Newsreel Unit, I have selected at random some recent assign-
ments that demonstrate their versatility: They covered a special
exhibit of Vienna Art Treasures at the Philadelphia Art Mu-
seum . . . Army maneuvers at Fort Dix . . . a Civil Defense Ex-
hibit . . . the christening of a new trans-ocean airplane . .. a
suburban Dog Show . . . the opening of a public housing develop-
ment. These are just a few of the features possible but they serve
to illustrate this practical advantage of the newsreel staff.

Now we come to point four—which I have labeled space and
equipment requirements. Our Newsreel Unit is housed in the
Inquirer building but actually it can be integrated with the
remainder of the station operation which is our plan for our
new studio building now under construction,

Some of the space required must be for the exclusive use of
the Newsreel Unit, some may be shared with other station activi-
ties. I'm going to include here some practical measurements in
square feet. Roughly the exclusive spaces would be: darkroom
88 feet, processing lab 195 feet and office. Those that can be shared
are: screening and cutting room, 128 square feet—film storage
about 170 square feet—preview room 170 square feet with facili-
ties . . . and studio, to be used for indoor sound film such as
interviews or other personality items. Incidentally, our staff tries
to hold the use of sound film to a minimum in shooting local
news.

For one reason, sound equipment complicates news coverage,
for another reason, sound film dates an item because it leaves
little opportunity for bringing the script up to date to include
later developments.

The physical equipment for newsreel operation can be as
elaborate as the budget will stand or it can be streamlined for
adequate, efficient service.

Our staff operates with 7 cameras, one of which is Auricon
Sound. They use Eastman 16-millimeter film. For lighting they
have developed a portable unit to operate on 110 volts, the ordi-
nary power encountered. Where battery power is necessary they
use Frezzo-lite, a unit which is available commercially. This
equipment is rounded out by a processing machine—Houston
11-B and 1 Bell and Howe splicer.
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Now a word about the relative merits of 16 and 35 millimeter
film might be appropriate here. 35-mm film is generally con-
sidered to produce a better picture but the quality is not suffi-
ciently superior to justify 35’s prohibitive cost. The price of
raw 35 stock is almost twice that of 16. Materials for reversal
processing are not available on 35 film so this necessitates proc-
essing positive and negative and, in the end, hampers fast news-
reel service. Moreover, the law requires the installation of fire-
proof facilities for handling of 35-mm film.

A fair estimate of the overall cost of newsreel operation would
be approximately $1,100 per week, a figure which includes per-
sonnel, newsreel service and miscellaneous operating expense.
Capital investment would run in the neighborhood of $26,000
with depreciation estimated at 10 per cent annually.
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“YOU MAY BE SEEN—BUT YOU'VE
GOT TO BE HEARD”

By

TED COTT
Vice-President and General Manager, Station WNBT, New York

IND you, I'm only giving you a side-saddle opinion, but one

of our more distinguished cliches of ad alley is—“Let’s kick
it around!” And so when Carl Haverlin proposed that we kick
television around in this precedent setting clinic, I knew that
as one of our superior clichephobes he was probably being more
literal than literary. And so taking him seriously I would like to
take on the role of Paul Revere today and try to awaken the
countryside with the thought that perhaps this corner of the
meeting ought to be devoted not to kicking television around,
but rather to kicking ourselves. As one who spent a good deal
of time in the radio business before developing a split per-
sonality handling both an AM and TV station, I realize—and
I'm sure most you do also—that there are great morals and lessons
to be learned from some of the things that happened in the
radio industry.

For instance, there is a peculiar way of thinking that I've
noticed in all salesmen. When they come back after concluding
a successful sale and you ask them: “What have you sold,” they
say: “9:00 to 9:30.” The fact is, as we all know, they haven’t sold
9:00 to 9:30 at all. They have sold the program that’s on the
air at that time or specifically, they have sold the audience
reached by that program.

Now this kind of creative sterility is becoming an aspirin age
of distress. Today we find in television a situation that is un-
paralleled with the single exception of the diaper days of radio.
It was possible in those early days, just as it is now in TV's infant
years, to create impact and excitement by the very word—radiol
Take the local newspapers for example. In the old days, you
could say that Major Bowes will present 18 amateurs on his pro-
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gram, and they'd write whole columns about it. Today you put
on a program starring a big name personality like Douglas Fair-
banks, and the New York Times will give you three lines. On
the other hand, move a Western film from 10:00 in the morning
to 10:15 and it's good for nine lines in any newspaper in New
York. There’s no question that television today is riding on a
jet propelled emotional airplane. It's an exciting medium, and
it's new and so it's making news.

Generally, most television stations in America are pretty suc-
cessful. But I think that this is one place where we've let success
go to our feet. I also think that it may very well be that we're
going to drag 'em before too much time has passed.

We must realize that the holiday isn’t going to last forever;
Christmas still arrives only once a year. Competition is going to
increase and we've got to stop and work on our problems from
the ground up in order to be in shape to meet this competitive
future.

Now when you stop and face the situation rationally, you must
realize that competition is the best incentive any communications
media can possibly have. All the talk about radio in the old days
killing off the newspapers was a lot of malarkey. What it did
kill off was a lot of bad newspapers. The good ones kept on. To-
day’s talk about television killing off movies is also a lot of
baloney. Just try to get into any of the good movies currently
being shown without waiting in a line a block long. What TV
has done is hurt bad movies. Competition wipes out mediocrity
but rewards imagination.

Now let's project our thoughts a little into the future. A lot
of people will be facing the problem that Ted Streibert and
Craig Lawrence—just to mention a few of our New York station
managers—face in the toughest competitive market in the world.
Right now we're being helped by the emotional stimulus that
television has given to the critics and the fact that there's a lot
of TV advertising in the newspapers and other media. But this
day is going to pass. As multiple station markets develop else-
where as they have in New York, the amount of space that an
individual station gets is going to be cut down and spread over
the whole field. And we've got to prepare ourselves for that day.
A great many of us have an unfortunate tendency to say: “Well,
our medium is the best in the world.” Now this is fine, but the
trouble is that we say it to ourselves or to an already sold
audience.

This is what I call incestuous promotion. Now we must
broaden the base. We still don’t have 1009, coverage at this
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time and what we've got to do is to tell the people who aren’t
watching what they're missing. This is where imagination and
creativity come into play. Newspaper ads are fine; but they're
not enough. As more stations come into town, the amount of
representation you're going to get and the amount of exhibition
space you receive will be less and less.

For example, CBS has a movie at 11:00 p.m. called *“The Late
Show.” We have an “11th Hour Theatre.” On many a day, I've
seen these two ads standing side by side, about the same size.
Before, when CBS had the late movie audience all to themselves,
their ad stood out, now they're sharing attention. Thus com-
petition has neutralized the advantage of just being first, we
must find new ways of telling people about our programs.

Let me tell you about some of our WNBT methods. For ex-
ample, we use a public address system.

We have a trade deal with Rockaways Playland, a popular
amusement park at Rockaway, Long Island. They have 43 loud
speakers that flank the avenue leading to the beach. Forty mil-
lion people listen to these speakers over a five-month span during
their peak summer season. We helped promote increased at-
tendance at the park and in return, we have the right to program
their public address system. We air announcements over that
system, telling people as they are going home what there is on
television for them to watch that night. We tell 'em the movie
that is being played, the stars, what shows are scheduled.

We also use a laundry—which is the biggest laundry in New
York. With 500,000 bundles they deliver each week, we include
a list of the features that will be presented on our “l11th Hour
Theatre.” We also have billboards on all their trucks.

We have also developed a new kind of promotion using per-
sonal phone calls. Basically, what we've done is to develop a
technique of tape recording whereby a personality records a
personal message urging people to listen to his or her program.
By using a simple device which the phone company makes
available to anyone, we place approximately 3,000 calls a week
inviting the listener to hold on while Robert Montgomery,
Milton Berle or Jinx McCrary talks to them. This has proven to
be extremely effective and is one of the lowest unit cost promo-
tions we've ever had.

Now this kind of promotion gets down to the basic topic of
my speech . . . that you may be seen, but you've also got to be
heard. What I really mean is that you’ve also got to be heard
about. I'm always ending sentences with prepositions and I know
that's incorrect. (That reminds me of the time Winston Churchill
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wrote a speech which he ended with a preposition. One of the
censors of the B.B.C. looked at it and politely but chidingly put
an exclamation point in the margin. Churchill was really burned
up and said: “Such arrant pedantry I cannot up with put!”)

Getting back to the subject of competition. Another wonderful
thing about it is that the market expands to meet and absorb the
competitive offerings. I believe WNBT was the first New York
station to program Sunday mornings. We started in the morning
with the Horn and Hardart “Children’s Hour” which proceeded
to get a nifty 10. rating. Everyone thought this was just dandy
until the next station decided to come in and compete. Up went
the cry . . . “My gosh, they'll cut our audience in half!” That
isn’t what happened at all. Horn and Hardart started out with
a 10.; the new program on the competitive station pulled a 4.
Then Horn and Hardart proceeded to come up with a 15. Peo-
ple, we discovered, will not really respond to any ingredient or
presentation whether it’s soap, cigarettes, beer, candidates or TV
programs, where they have a choice of only one. It's too much
of a monopolistic concept for the American public to take. It
may be okay for the B.B.C.; although even they had a big drive
to establish a second network and give themselves some competi-
tion. In France, radio doesn’t rate at all. You never find a car
radio, or a portable, or a radio in a hotel as we have here. That’s
primarily because there is only one unit of broadcasting in
France.

Getting back to the local level again, we see that the “Chil-
dren’s Hour” has now gone up to a rating of 23. and most of the
other stations are now showing more respectable ratings in that
same time period. You will note—and I direct this to the one-
station markets—that the rate of increase in TV set purchasing
is in direct proportion to the growth of competition.

Speaking of increased set ownership, I feel that this is a field
that deserves more promotion by the television stations. Two
years ago, we banded together in New York and got the mayor
to declare Television Week. We got the manufacturers involved
which proved good for business because they spent money. We
got the retailers involved because they agreed to put up posters.
We got the City involved and the newspapers. It was a spring-
board, a way of making news, a jumping off point for some ex-
citement. The crux of this was that all the stations benefited
and there was a tremendous increase in the purchase of sets.

When a market reaches a point of near saturation, as I suspect
New York may be, we have to do this sort of thing to activate
the sale of sets. Now that we are big, we ought to do some crow-
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ing about it. Our big promotion should be this: “Let’s make
New York a three million town.” This is one way to dramatize
the size of your market to an advertiser. “Who's watching your
show,” he asks. “See this, 3 million!” He says, “My God, I
didn't realize it was so many.” It's up to us to make him
realize it.

Getting down to dollars and cents, I think we all pretty much
agree that there’s no really grave trouble in selling your Class A
availabilities. Admittedly when new stations set up shop, com-
petition for availabilities gets less keen and the waiting list gets
much smaller. Even so, Class A time has the rosy glow of health.
Where we face our big problem is in marginal time. The basic
cost of television is so high that when a man is spending that
much money, he’s inclined to think: “For a couple of extra bucks,
I might as well get the very best there is. It doesn’t cost that
much more.” However, if the psychological position of the ad-
vertiser with his agency is: “Why should I accept second best—
at high cost?”, we have to do some heavy promotion to counter-
act this idea.

And in multiple station areas, it's even more severe a problem.
There are whole new vistas still to be explored. I was interested
to see what happens in Pittsburgh, with the all-night television
operations. Maybe seven stations can’t run all night and do well,
maybe one can or two can. Maybe the technique of doing it
hasn’t been discovered yet. But, by God, we have to do some
experimenting, right now. And we have to start feeling our
way, trying new ideas, new concepts. Maybe we'll fall flat on
our rear ends a good deal of the time—as we have many times.
In the final analysis, however, I think it is a contribution that
we are absolutely obligated to make.

I think that particularly in the areas of marginal time, we
must start getting active and start promoting. We've tried to do
that with our daytime. We spent a lot of money over and be-
yond what the income for the period warranted. I'm referring
to the sort of thing Pat Weaver did when he booked Sid Caesar
and Imogene Coca because he felt that Saturday night should
be a helluva television night! He had no sponsors to begin with
but his investment in showmanship paid off.

This is precisely the sort of thing we're attempting to do at
WNBT with our marginal time. We spent a lot of money to
hire a big-name personality like Morey Amsterdam for a morn-
ing TV series. We put him on at 9:00 a.m. Well, we started out
with a .7 rating. I looked up the show before coming over here
today. The rating is now 5.8 . . . it's three and a half months
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since Amsterdam started. This tremendous hike is not coinci-
dence . . . it's because we gave our viewers some quality. We
gave them something that had substance. We also gave our
salesmen something to go out and talk to advertisers about. Not
just a service program, not just a spot availability, not just the
miracle of television] We made an investment and it’s beginning
to pay off. The spot announcements around that 5.8 rating mean
something now. And 5.8%, of close to three million homes adds
up to a lot of people. And at daytime rates . . . if this is marginal
time, I'm going to eat it.

When you can get a 23. rating—that’s close to 23%, of three
million homes—in Class C time Sunday morning with a program
like the Horn and Hardart “Children’s Hour,” that clearly is
the sort of programming that should be done. I don’t think
that the proper attitude is to put on cheap shows just because the
returns are going to be lower than the cost. I think we’ve got to
go out and do some slugging. I also think we've got to marry
the service shows to the entertainment shows. Neither do I
believe that the sole and simple answer is in films. We've had
to use film on many occasions and it plays a useful part in any
program schedule. But I think that there’s a limiting factor in
the investment you make in films. You play them over and over
again and they seem to do well. But as you reach saturation and
keep repeating, a good many of the dollars are no longer there
for us to recapture.

I think that the greater accent on live programming in mar-
ginal time, not just film programming, is terribly important.
Now don’t misunderstand what I'm saying about film. I think
it’s a most important programming tool in the present stage of
television today. But I say that in multiple station markets, as
competition increases, it is absolutely imperative that a station
program live features, with live talent, programs that are de-
signed for a long range run. Then when the competition gets
stiff, we're prepared. Admittedly, it takes some guts to go out and
spend money—but I hope that we in television will not lack
what a lot of people in our sister business of radio lack—bo
guts and imagination. :

This business of repeat movies reminds me of an incident
concerning Oscar Hammerstein 1. A man came to Hammerstein
and claimed he had a great act for the opera house. He said:
“It's an act such as you've never seen before in your life.” Ham-
merstein said: “Sounds interesting—what is it and how much will
it cost?” “All you have to do is take $10,000 and put it in the
bank for my wife,” the man answered, “then I go out on the
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" stage and, in full view of everybody, I commit suicide.” Ham-
merstein looked up and said, “That’s fine—but what are you
going to do for an encore?” '

This is the kind of problem we face with too great a use of
television films, and not enough building for the future with
good live presentations.

One of my greatest concerns with the television business is a
certain sense of satisfaction that we see all too often. Sure, we
are in a field that is new and fresh and exciting and everybody
wants in. But I'm afraid that a lot of us who are in now are
going to find ourselves out when the day of judgment comes
around. This business is growing so quickly that it is expanding
without taking much form. That’s because we keep doing things
without really thinking about the long range implications of
some of the things we do. I believe that we must come to the
realization that BMI Clinics forty years from now are going to
be talking about what we’re doing today. Let’s hope that they
don’t have to say: “Goddamit, if those guys at the beginning
hadn’t started it this way, we'd be in much better shape.” They
won’t have to say this if we wake up to the fact that television
calls for creativity, guts, new thinking, and most important of
all—getting rid of this inbred idea of coasting along and saying,
“Oh, boy, we're television, and we're great!”

QUESTIONS & ANSWERS

Q: On your tour throughout the country, what did you find
that disturbed you so much in the operation among the various
108 TV outlets on the air?

A: I had the feeling as I watched—and I saw some pretty good
TV operations. . . . I saw Bob Swezey’s operation (WDSU, New
Orleans), which is a single station market. I just had the feeling
that people are doing the things that they had to do for today
without too much thinking about what the programming was
which would go for tomorrow.

For example, I know a lot of single station markets that are
putting in repeat kinescopes, from various networks, in the
11 o’clock period. We have, WNBT for example, a network
program—*'Broadway Open House” in the 11 to 12 period. Now,
positionally—based on the experience that CBS and ourselves
have had—that 11 o’clock time is a most important listening
habit time for the development of news program. Many pro-
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gram men came to me and said they just couldn’t convince their
management that it was time to go ahead and program and
build a news period which would have local community identi-
fication and validity on a long range basis.

I'm talking now about staff, not so much the people on the air.
When you set out to do anything you just can’t march 6 feet
ahead without a bunch of fellows behind you who really do the
job. You can send an airplane out to bomb but you need the
infantry to come up and really take' the position. I was very
concerned not to see too many staffs being developed who were
being told to go ahead and create and think. To my mind this
is a dangerous situation to the industry as a whole.

Q: Ted, I'd like to ask you a question about your promotion.
Your comment about newspaper advertisements interests me. I'd
like to hear you comment on how important you think that is
in trying to project your thinking into the “sticks.”

A: I don’t think of other cities as being the sticks—I don’t
think of San Francisco as a suburb of New York. Of course your
problems are different in each town.

We use a good deal of newspaper and magazine space. For
instance, we have a magazine that is most important to the
growth of television in New York called “TV Guide.” We got
behind that magazine, as did the other stations in town, and we're
glad we did. There are 400,000 television homes which are get-
ting this magazine. This magazine does a fine job and it’s really
a useful medium in getting people acquainted with what's going
on the air. They needed our help in the beginning and all sta-
tions were able to affect trade deals with this magazine.

The same is true with many newspapers in New York City.
At the present time—with one exception—we pay for no news-
paper advertising and we do $600,000 worth of advertising a year
at our station. We had something to offer and the newspapers
and magazines needed something from us. In all cases it hasn’t
been all straight commercial swapping either. We have 4 or 5
magazines with whom we get space and the basis of the arrange-
ment we have with them is the presentation of material from
the magazines which we are very anxious to do, special articles
are written, special photographs are printed, which our pro-
ducers would ordinarily have to go out and ask for in order to
be able to show. We found out that they were very anxious to
have this material displayed because they too did not want to
just talk to their own readers that they had. They didn’t want
this form of inbred promotion, they wanted to go out and tell
everybody else about it. So, without giving them commercial
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announcements we have offers on the air and in return they’d
give us “X” number of pages.

~ The basic thing to remember is that there are two kinds of
programs: 1) —the program that you have on every day in which
you are basically out to get listening habits and, 2) —the feature
presentations—by this I mean a one time a week program. . . .
When Kate Smith has Gregory Peck on her program a lot of
people want to know that he’s on and then you need both your
air time plus the newspapers to let them know about the appear-
ance of that specific on a show that is on every week. I would
say that this is a very important thing because, if you miss it,
and if you're not used to listening to it, you've lost the whole
basis of which you went out and spent the money, or the sponsor,
doing the show, went out and spent the extra money—to get this
added feature for the show to attract new listenership, or viewer-
ship, for that program. I think it is the most urgent thing in
the world for us to capitalize on every single piece of excitement
that comes in—in order to bring people to watch any specific
time.

Q: I'd like to ask two questions: The first is regarding your
special promotions, the telephone calls you make, the cost and
anything you’d care to say on this and also your park promotion,
what type of announcements do you use, etc.

A: Let’s take the easiest one first, the special mentions. We key
the television announcements, we use this park for two purposes.
One, we use it for an overall promotion. We will have “Tex and
Jinx Day” at Rockaway's Playland and have a gathering place
where people can come and we have contests with prizes. We
also use it as the place to run a “Miss WNBT” contest in rela-
tionship with some papers so that we get some additional space.
Mostly we're using the PA system at those peak hours when peo-
ple are going home, getting into their cars, getting into trains,
to go back home. We say that “when you go home,” or “as you
leave Rockaway—you may not want to miss Milton Berle tonight
because he’s having Kate Smith on his show with him.” That’s
a specific thing so that, as they go home, they are reminded as
close to the point of the use of their television set of the thing we
want them to use the set for. We have also found out that the
personalization of these announcements, not merely through a
guy at Rockaway, who happens to talk over the public address
system, we actually get Berle to record the announcements and
he says: “This is Milton Berle talking” to which people stop and
listen. Strai%ilt up and down the line, on all these personalities,
it accomplishes personalization of talking to people through
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voices that they know instead of using what I call “AA”"—An-
nouncers Anonymous. It is a much more effective technique.

Now, as far as the phone gimmick is concerned, what.we
basically do is this: We get the talent to make a tape recording.
Our chief engineer, Tom Phalen, conceived the device of piping
this into the telephone systems. So, when you are listening, it
actually sounds as if the person is talking directly to you. What
we do is call up and say “Miss Jones?”. She says “yes,” this is
NBC calling, and she says “Oh” (she thinks she’s just won a re-
frigerator) and we say “will you hold on for just a minute?”
and the tape of Kate Smith comes on and says “hello, this 1s Kate
Smith. I just want to tell you about my program next Wednesday
night.” She goes right on talking to Miss Jones and when she
gets through a voice comes through and says “thank you very
much Miss Jones, we do hope you'll listen.” Now when we first
did this, and it started a hit with the newspapers, the phone
company got a little alarmed about it and they came to see us.
They stated they just didn’t understand it. Having had some
tutelage under the direction of Judge Justin Miller I was able
to quote the first and second amendments to the Constitution of
the United States and, at the same time, pointing out the fact
that we were customers of theirs and they shouldn’t stop progress.
After a while they were enthused by the idea and they said it
was alright to do providing they could put the attachment on. We
said “o.k.” and we showed them how the attachment worked and
they came back and gave us the attachment.

The cost is whatever your telephone service charges. The com-
pany charges us about 8 dollars a month for the gadget. Now
that’s the total cost, then each phone call costs exactly what a
phone call costs, based on the number of calls you 'make . . . the
more you make you get a cut on them. If you make a thousand
calls you just multiply by 414. We hire these people (who make
the calls) at about a dollar an hour and we find they can make
about 30 calls in an hour, depending upon how many “don’t”
answers they get.

This is really Hooper in reverse—instead of calling up and
asking what you are watching, we call up and tell them what to
watch. When it comes down to getting impact I think the im-
pact comes by the thousand personalized phone calls and these
people tell at least another 5 thousand people about it. If you
do this over and over again it has much more impact than the
same amount of space we could afford to buy in the papers.

I say to you that there is no medium in the world that does
as much public service as television does . . . yet no medium in
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the world, because of its dramatic quality has so many brick bats
thrown at it and the reason for it is that we, as individuals, but
mostly as an industry, have not gone out as we should and pre-
sented the positive point of view of what it is we're doing.
Somebody, some place, and I wish this clinic could be the force
that started it, could go and go-to the NARTB or some other
industry organization to put out a weekly, monthly or semi-
annual report that is the biggest, fattest, most exciting volume—
showing what television has done. We don’t have any Blue Books
in television. I think we ought to be a little more negative about
our positives—just as we should be very positive about steps in-
volving our negatives.

Q: Did you ever consider—or did you ever use your competition
for promotion?

A: You mean did we ever buy time on their stationss When
I was in the radio business I tried to do it all the time with a
great lack of success. I used to call up all the stations and ask
them to sell us a closing announcement when they went off.
This was when I was at WNEW. They didn’t take too kindly to
this idea. I know there have been stations in the country who
have done this and I like this because I think that anything that’s
good for one station is good for all stations. I think it's pretty
sad when, in either radio or television, we or our competitors
do bad programming because they chase people away from the
use of the medium. We can’t even steal the audience from them
and this isn't good for the industry as a whole. I have no ideas
at the moment as to how to use the competition to promote us.
There are times 1 have felt that we have helped men and they
have helped us—unwittingly. But, if I do get an idea I'll save it
and use it—then tell the clinic about it next year.



“LOW COST MUSIC AND
PARTICIPATION SHOWS
VERSUS FILM”

By
RALPH BURGIN

Program Director, WNBW, Washington, D. C.

FTER this morning’s session when television programming

was pretty well plowed, I felt like throwing my script away, but
then I thought if I tried to get up here and dodge all the issues
that we have raised, I'd lose myself and you in such a labyrinth
that we’d probably never extricate ourselves. So I'm going to stick
to what I planned to say, hoping that it will serve as a spring board
for further discussion. I doubt that any of my observations will be
spectacularly new to operators already in the field. We have all
faced the same problems; and I imagine that our solutions have
been generally similar, although differing perhaps in certain
- specifics. The basic problem is simply stated. To produce pro-
grams with high rating potential—and therefore, with high sales
potential—as economically as possible. In the doing this is a tough
and many-sided nut. It has as many sides as there are factors bear-
ing on audience appeal. There are a thousand ways to begin, but
there is only one end. Either the program results in a profit, or
it takes a permanent vacation.

The development of radio programming was parallel, I am
sure, in television. Our first efforts a few years ago were viewed
and applauded by people amazed to see a picture, The technical
quality of that picture, its composition and the calibre of enter-
tainment, while of deep concern to us, were of negligible conse-
quence to our viewers. Perhaps cheap programming was possible
then, It is not possible now unless we place the correct connota-
tion on the word. Today “cheap” must mean economical with a
fair relation between out-go and income based on quality, because
we are imposing constantly higher standards on ourselves, and
our audiences are becoming more critical and more selective.
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My station has run the historical gamut. We had one of the first
daily hour-long, live, departmentalized magazine type programs
on the air. It was one of the first principally because WNBW was
one of the first stations on the air, but it was a logical program-
ming beginning. With the smallest nucleus of talent, plus a great
variety of amateur guests, a sizable block of time could be filled,
a maximum number of participating availabilities could be ac-
commodated. It couldn’t miss on paper and it didn’t miss in prac-
tice for a while.

But changing times caught up with us. To satisfy our own
creative urges, to hold an audience educated to constantly im-
proving programs, we found ourselves pouring more and more
money into this adventure. We woke up one day to the fact that
no longer was this a simple little program with a couple of song-
bards, a pianist and assorted guests that added up to a lot of
casual charm and appealing entertainment. We had a full scale
production on our hands with a sizeable talent roster and a
healthy producing staff. And while a raft of participation could be
crammed into five hours of airtime, and the income was fine, the
outgo was just about equal. We were getting costs back, and
that was all.

Another type of lengthy programming with which we allied
ourselves early was the feature film. Features will usually get a
decent rating, but supply is down; cost is up. Like the long live
show the feature film as a participating vehicle is providing léss
and less a satisfactory bookkeeping result.

Film is a great deal less fluid than live programming, and there’s
a limit to the number of spots an hour’s feature can carry. Our
limit is five, one before, one after and three along the way. Five
spots give you a fair profit on the cost of film, but not necessarily
on the total cost of an hour's operation, particularly in other than
“A” time.

Of course there are times when the amount of profit is relatively
unimportant. We ran into that situation with our magazine type
extravaganza. Because we were realizing no profit from it we
switched to feature films the cost of which was less, and were
happy to measure a small profit.

But there are plenty of hours in the broadcast day in which you
can schedule low costs, high-profiting programs—the programs
could give you the strength to build the community service, the
religious, the educational program with which we must all con-
cern ourselves.

To find the right program is admittedly not easy, but I think
we have found some of the answers both in principle and practice.
First, the principle: The program should be specialized in char-
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acter but broad appeal. It should be short. No more than thirty
minutes—often fifteen preferably. It should be straight-forward
and simple in presentation. It should require a minimum number
of performers with emphasis on personality. It should not make
inordinate demands on the time of your producing staff to the
exclusion of other programs. And finally it should be a strip, if
at all possible. In television, just as in the grocery store they’re
cheaper by the dozen.

All of these principles are closely allied. One of the biggest
hurdles in a long show is maintenance of pace. That’s true of
radio and it's true in television. You can’t keep it moving without
an array of talent. That's true at the network level too, and it’s
true at our local level where we have to do a pretty good job of
matching the network in quality if not in ambition. So, specializa-
tion of purpose, compactness of airtime, a minimum of perform-
ers, go hand in hand.

We have on the air at the moment a series of half hour women'’s
programs. We started it at three-a-week, intending to expand as
the need arose. It might be classed as typical, covering as it does
a variety of interests from child care to golf lessons at this time of
year. One program a week is devoted to an audience quiz when
a succession of community clubs are invited to participate in the
studio. The time came, fairly early, to enlarge the series, and this
question was raised: Shall we go to four-a-week or blow one of the
shows to 45 minutes? In my opinion, 45 minutes was too long for
one personality to sustain, even though she was supported by
three or four guests. We now have four crisply-paced half-hours a
week, carried in the main by one capable person, producing
results in ratings and profits,

Incidentally, this series started out in the afternoon, and moved
back as we enlarged our daily schedule. It came into its own at its
present time—9 in the morning. As you are able to achieve a
full broadcast day, you will also be able to place your local pro-
grams in their logical times according to audience appeal.

Also in the field of women’s programming, we have a two-a-
week series of half-hours which is a course in self-improvement for
homemakers. Conducted by a beauty and fashion consultant who
is a former fashion model, this series has obvious appeal to a vari-
ety of participating clients. It gives us a modified audience-parti-
cipation, too, through the 16 students of improvement who go to
class on the air in each 13-week cycle; and the interest those young
ladies can whip up among our viewers as each strives to show
the most improvement is little short of fantastic. That’s a special-
ized show, the appeal of which is not quite so broad as you might
wish, but it is doing a wonderful job for us.
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The same personality who carries that show is doing another—a
daily quarter-hour strip of morning exercises—that fools you at
first glance. You might think that only women are interested in
exercises, and maybe not too many of them. Actually, women by
the droves are doing their daily dozen with us, as well as a con-
siderable number of children, and a small but constantly growing
army of men. On the sales side of the ledger, the program is ap-
proaching a sold-out status. An appliance dealer recently took 84
inquiries about a refrigerator from one announcement.

This is low-cost, high-profit programming at its best. First, it is
a service. Second, it requires one simple set and three performers:
One to conduct the exercises, one to demonstrate them, and our
staff pianist beats the rhythm. You could do it with two if you
wanted to consolidate the conductor and demonstrator. You could
do it with one performer if you wanted to use records for musical
rhythm. The talent is on staff; the series falls into a definite pat-
tern so that preparation time is down to a minimum. It is the
tightest programming operation I have been able to devise—I only
wish I had more of them.

Over two years ago, armed with a pretty girl who had a good
gift of gab and an intriguing vocal style, I began to blue-print a
television disc-jockey series. I saw a combination live-and film
show, and optioned a group of silent films designed to be syn-
chronized with pop records. When their guaranteed production
fell through I was stuck with a starting date and decided to go
ahead with an all-live show. My only concession was that with one
singer, backed by a combination pianist-organist, we cut back to
a quarter-hour across the board. We took stock pieces of modular
settings, combined them with rearscreen projection and effective
use of fixed lighting, and came up with a Class-A forerunner of
today’s “Dinah Shore Show.”

Since this series was slotted in cream night time, we let it get
its sea-legs and then blew it to a half-hour with an instrumental
trio built around the organ and piano, and one guest from the
vocal or dance field. It made one of the slickest shows in town.

Even with three musicians, all of whom we had on relatively
economical staff rates, and a couple of hours of rehearsal, (one on
camera,) the shows’ cost-to-income ratio was very satisfactory.

Of course, today with film counterparts either silent or sound
to records, I would not recommend your doing without such a
library, if you can afford it. We do have such a library—the sound
variety—which is bringing us income from both commercial and
participating programs—and in addition is used, just as a tran-
scription library in radio, as a constant source for fills, emergen-
cies, and other schedule needs. I would like to make it quite clear,
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though, that you can build eminently successful low-cost musical
shows with your own good local performers.

Cost is obviously a relative factor. If you have a good night time
which is saleable almost in itself because of adjacencies, you may
still figure to spend a little extra on programming it. Certainly
you should not figure on a “cheap” show which couldn’t hold an
audience even if Red Skelton delivered it a saturated rating. We
had a half-hour such as this not long ago—good time, good rating
delivered—and decided to program it musically. We took three
vocalists of different types, a dance team and four musicians who
doubled on a total of seven instruments, and poured them into a
highly stylized production, again falling back heavily in the
visual field on lighting. In an average operation without a big
scene shop, lighting is, incidentally, one of your most cffective
tools, even though it may have to be pre-fixed.

We brought this show in for about $175 out-of-pocket, which
was a little expensive for us but, we thought, worth it. We
turned out to be better than 50 per cent right. It was selected
by critics as the best local production of the year, had an
excellent rating, and while no sponsor ever picked it up, it sus-
tained itself as a participator until we lost the time.

This points to another of our programming premises. We do
not schedule a program which will not sustain itself as a partici-
pator if we are unable to find a sponsor. We have gone into new
blocks of time, just as every other television operator has, with the
acknowledged necessity of underwriting the expense while edu-
cating viewers to an expanded service, and we have pulled out of
some of those blocks when it appeared that we had over-antici-
pated ourselves. But in established time, our programs are built
to pay their own way. This has dictated low-cost programming,
but has resulted in schedule stability.

This approach has been possible because we have a small but
versatile group of performers on staff. And that, I think, is the real
key to low cost. If you have to hire a free-lance every time you
turn to something new, you can’t keep your costs down. Faces in
television wear out faster than voices in radio—and there’s a
limit to how many times a given face can turn up on camera in
a given week. But the saturation point is certainly more than one-
show-a-day, and the more shows the members of your staff do,
the less the cost per program.

We still have that magazine type of program I mentioned in
the beginning. It still has a staff pianist—the same one who shows
up in several other shows—and an Editor, but it’s only a quarter-
hour a day now, and it concentrates on the few most interesting
things that are happening in our town today. It’s a tighter show
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than the old hour-long one was; it has to be. It's a better show,
I think. And I know it's more profitable.

QUESTIONS & ANSWERS

Q: Mr. Burgin, what technique do you employ with shorts
and film music? From what sources do you get your shorts and
film music? Do you use Snader and Official?

BURGIN: We've used them both: Official, as you may know,
is the old juke box library put together recently for TV use.
We're using currently the newer Snader package exclusively.
That was offered to us as a replacement for live programming
in the form of Pops and Specialties. I went at it in a different
way. I thought that these were counterparts of records, that they
took the place of your record-transcription library and should
be treated in that way. I found myself a disc jockey from the
radio field, who was known in our locality as an authorty on
modern music. He had a great teen-age following particularly,
and I programmed him just as we would have in radio in a
disc jockey format. That’s the way we're using him currently and
we're having a great success.

Q: At what time of day is this program on and what is your
rating?

BURGIN: We have two quarter hours, 7:15 to 7:30 at night,
with a rating of anywhere from 8 to 10 which is at least equal, and
in some cases, beats the competition. We have one from 2:30 to
3:00 in the afternoon, Mondays through Fridays: we're not doing
so well with this, but I hope we will soon. We went in for late
evening programming, post-midnight programming, with our
musical films, with the full knowledge that Washington might
not give us a post-midnight audience large enough to sustain
the programming. We tried it for six months and finally decided
to fold it because, apparently in Washington, where most people
are government workers and have to get up and be at work
early in the morning, they go to bed at midnight.

Q: On the disc jockey television programs, how much of the
success is due to the music and how much to the personality of
the disc jockey? :

BURGIN: I believe that a great deal of the success of any
program is due to the personality, that is perhaps the most
important ingredient. '

Q: Does your disc jockey discuss band playing, the history of
it, and any particular range of numbers that are coming up,
etc., as a radio disc jockey would?
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BURGIN: Yes, and he can even say “I don't like this, but
that's the way it is.”

Q: Do you think that's responsible, to some extent, for the
success of these programs?

BURGIN: Yes, I do.

Q: Are your staff musicians union? Is your piano player, for
instance, hired as the occasion dictates for rehearsals, for pro-
grams, etc., for a number of hours, or as a staff pianist available
at all times?

BURGIN: This will vary from community to community. First
of all, we can buy a staff musican for a given number of hours
per week for much less than we can buy him by the program.
It used to be three hours performed out of five hours elapsed;
they've cut that now to three hours performed out of four hours
elapsed in Washington. I don’t remember our Washington scale
exactly, but a staff man costs us about $90.00 a week.

Q: What is the instrument of your staff man—piano, organ?

BURGIN: A pianist-organist is the only man I have on staff
at the moment. He plays both instruments,

Q: Your piano-organ man, how often is he before the cameras?
Does he play at any special time? Do you limit. the number of
his appearances?

BURGIN: He's scheduled regularly on four programs a day
which occur within the three hour spread. He’s not always on
camera, though. He may be performing audio only which makes
him a great deal more valuable. If he appeared on camera all
the time, I couldn’t use him as much.

Q: Do you send sample scripts and formats to interested
persons?

BURGIN: No. We have working formats, not complete scripts,
and rely on ad-libbing almost to the exclusion of a regular script.

Q: You said that you had moved your cooking show from
2:00 p.m. back to 9:00 a.m. Isn't that a very early hour?

BURGIN: It isn't a cooking show; it's a women's variety show.

Q: Do you find an audience at that hour?

BURGIN: Yes, we find a good, more or less regular audience
delivered to us by the early morning network show.
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“PUBLIC SERVICE BY A LOCAL
TELEVISION STATION”

By

JOEL CHASEMAN
Director of Public Service and Publicity, WAAM, Baltimore, Md.

AAM, like most of the radio and television stations in this
country, is not in business as a philanthropic institution—
WAAM is owned by men who have invested their money in
equipment, facilities, and personnel to get a return on their
investment. We believe that the best return on that investment
will come when our station is recognized and accepted by our
community as a spokesman for the interests of the community,
and as a leader in the continuing effort to better the community.
Now let’s get to specifics. We feel the best public service oper-
ation is the operation which gets the leaders of the community
together, working with the station for programs on that station.
That's a practical, down-to-earth, common sense thing. It's easy
to do for a specific campaign, because the leaders in a particular
crusade are only too anxious to work with us to get the time
and the programs. But how about the year-round job, the con-
sistently heavy public service effort which really does the job
we're talking about? In Baltimore, to assure the cooperation of
the community on a twelve-months-a-year basis, Ken Carter,
our general manager, established a WAAM program advisory
council, it is a permanent group of responsible citizens who have
agreed to lend their names and efforts in advising our station on
programming and public service.

We’ve set up our program advisory council so that the mem-
bers can be consulted individually or collectively. Our council
meets twice a year in full session, to hear reports from WAAM
on community service activities and to suggest or advise on future
activities. I cannot overstate the value of such a group—in pres-
tige, in good will, in downright practical programming sug-
gestions, as a barometer of the community, and as an access to
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important segments of the city. Our program advisory coundl,
the first of its kind in television, is composed of four committees—
religious, cultural, educational, and civic. Some of the groups
represented by principal officers are the National Conference
of Christians and Jews, the U. S. Office of Education, the Retail
Merchants Association, the Council of Churches and Christian
Education, the Peale Museum, the Baltimore Federal Savings
and Loan ‘Association, the Bureau of Catholic Education, the
Maryland Historical Society, the Maryland State Teachers Asso-
ciation, the Baltimore Jewish Council, the Baltimore Symphony
Orchestra, and Sears, Roebuck and Company. This, gentle-
men, is not an impractical, idealistic, “give-away-time” ap-
proach to public service. This is a hardheaded attack to the
problem of how best to serve the community, and, by serving
it, best entrench our station and make it more effective for our
public services and our advertisers. And, by the way, we do not
feel that public service means sustaining. The sustaining vs.
commercial reports we make out for the FCC mean nothing at
all relative to a station’s service to the community.

The program advisory council is one phase of the activity,
but the most important thing is not what we plan or what we
talk about, the most important thing is what we do and how
we do it. Here’s the picture:

WAAM has one public service director (who handles pub-
licity) with one secretary. Everything of a public service nature
—all drives, all interviews, all demonstrations, all spot announce-
ments—must be cleared through this public service director.
He talks to the publicity chairmen, he answers the correspond-
ence . . . he does all the things that are routine and implied in
the title. But, most important of all, he does not stop there.
If he realizes that his job is the integration of his station into
the community, he cannot afford to stop there. And here is
where management comes in. At WAAM, the public service
director has been given a free hand by the general manager, and,
through this, by the program and production manager. Initia-
tive has been the key word. It’s simply not enough for any self-
respecting television station which sees far enough beyond its
collective nose to realize that today’s service can be tomorrow’s
sale—it’s not enough to sit back ad wait for ’em to come to you.
I can give some examples—In January, the March of Dimes in
Baltimore was running tens of thousands of dollars behind its
quota. So, once again, we broke local precedent, and invited
the top stars of our competitive stations, radio and television, to
participate on an equal basis with our WAAM people. Every
station but one sent its personalities, and that show was the most
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successful ever. It was a rush job. It was sustaining, but it broke
precedent, and we have the word of local folks that it was the
most successful show of its kind ever done in Baltimore. People
watched it. They tuned our channel. They saw our station do-
nating time, facilities, personnel, and cash to a charity. Nobody
loses in an effort like that. WTV] in Miami did essentially the
same thing, other stations in other cities have other ideas along
the same line—all of which goes to prove my principal point—
initiative is the key word in good public service.

Public service programs, in general, do not attract as large
an audience as the general run of network or film commercial
shows. And that's probably the understatement of the year. I'm
not talking about the network public service shows, I'm talking
about the shows that you and I produce on our local stations

. this year, next year, and for years to come. You simply
can’t say you've done the job for yourselves or anyone else if
you take three or four doctors, lawyers, scholars or whatever,
stick them behind a table in a corner of the studio, turn on the
cameras for fifteen minutes, and then politely usher the poor,
misguided citizens out of the studio, murmuring how well they
looked under the lights.

Public service shows take more, not less, production than com-
mercial shows. Usually, they're one-shot. Often their adjacency is
a bad one . . . their timeslot or competition put two strikes
against them. Almost always, the talent on the public service
show is amateur talent. The sets are stock sets, the director may
be the one boy you've been having trouble with, the camera-
men are tired and the floor manager is bored to death, This is
the way it is, in local stations all over the country. But we at
WAAM and you in your stations, know that this is not the way
it should be, nor is it the way it has to be.

Roger Clipp's talk yesterday inspired me to give you a more
detailed look at our system than I had originally intended. It
still won't take more than a minute, because WAAM's story has
been one of action not chain of command. When I talk with a
group which wants time, or a group which we think would
want time if they thought about it, I try to set it up wthout
doing a program or program series, unless the material and the
purpose really, functionally, by definition, requires program time.
If I think it does, I'll talk with our program manager, Herb
Cahan, another successful WFIL alumnus, about it. Usually
Herb agrees, and assigns a director to work with me on the
show or series of shows. This all is at least two weeks ahead,
except in very unusual circumstances. The director and I then
meet with representatives of the group and set the content of
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the show— the approach to be used, the audience we're aiming
at as conditioned by the day and time assigned, and the materials
available. In other words, at that first meeting, we work out the
skeleton of the show. At that point, when we've arrived at a
workable, not-too-ambitious, format, my work is done. From then
on, it's a production problem, not a public service problem.
Essentially, we've done the contact work, we've introduced the
participants, we've helped them set a form and approach, then
we leave them and watch the show when it happens. Incidentally,
we have four staff directors, a couple of whom are also producers,
and they are rotated on public service shows. Our commercial
boys are also public service boys, in other words, and their com-
mercial know how, gained by making-do on local commercial
shows, stands us in good stead on public service. Really in the
table of organization of WAAM, the public service department
is the public relations arm of the station, as applied to the
community service and public affairs work done by the station
in cooperation with outside groups, and on its own initiative,
as in get-out-the-vote campaigns, blood donorship, and the like.
Incidentally, let me repeat right here that we agree with industry
leaders who say that commercial programs can be public service
programs. They can be, and often are. But we do not feel that
these bits and scraps within the commercial framework com-
pletely discharge the responsibility of public service by the local
stations.

There is literally no excuse at all for shoddy production on
public service shows when the commercial shows are well-pro-
duced. The two words “public service” are not voodoos. Public
Service, well-produced and well-advertised, is a challenge, a
responsibility, and a definite long-term investment in good-will.
As such, it's worth doing well. And here’s one way—it's a good
bet you’ve got some eager young man Or woman at your station
who's been itching to show you he or she can do a job producing
or writing shows. Channel some of this eagerness, under proper
supervision, toward public service. Here they have the freedom
that's sometimes lacking in commercial productions, and here
you have everything to gain!

Before 1 go any further, it might be well to answer a question
that I suspect you may want to ask. . . . How does all this differ
from public service for a radio station? Why is television differ-
ent? In theory of public service it doesn’t differ at all. In oper-
ation, there's all the difference in the world. And the difference
is not a public service difference, it's a production, a show-busi-
ness difference. Say it with pictures, say it with action, say it
with interesting people, even say it with flowers if you can tell
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the story visually that way. But get it across, and not only with
words. Demonstrate. Use available films. Gimmicks, if they're
not too complicated. Public service television is no different from
commercial television, except that it’s your station’s show, not
a sponsor’s. It's presented under your label—as such, it deserves
your closest attention. Here, as in any show on your television
station, the horizons are wider than on radio. The demonstra-
tions you can do, the people and pictures you can show, are
limited only by your facilities, your good taste, and your in-
genuity. Now, with TV, you can show the lame and the halt,
and your show in their behalf will be that much stronger. Your
audience is waiting to be shown, and you now have the power
to show them.

Many of you have already asked me about the Johns Hopkins
Science Review. This is one of the few WAAM shows which i$
not a house package. That is, Lynn Poole and Bob Fenwick of
" the Johns Hopkins public relations staff package the show as
a public relations vehicle for the university. They pick the sub-
jects, the stars, write the show . . . then we send a WAAM staff
director, Paul Kane, over to Hopkins for dry runs of the pro-
gram. On the day of the show, the talent and equipment come
to the WAAM studio for camera rehearsal—from 11:45 to 2:15
pm., and from 7:00 p.m. to 8:15 p.m., and the show goes on at
8:30 Monday evenings, for its weekly half hour. The way 1t
works out, they take care of the content, we assume responsibility
for the camerawork.

Let’s dig a little deeper. When you do a public service, you
should make sure everybody possible knows about it. The folks
you're helping will be only too glad to help you publicize it in
advance. We at WAAM always ask politely when they plan to
send out the postcards or buy the ad, not whether they plan to
send them. We've had them in to see shows, we’'ve taken them
on tours, we've produced special shows for them, we’ve sched-
uled tens of thousands of free announcements, we've sometimes
furnished slides, artwork, studio facilities and talent. We’ve
done it and it’s paid off in friends made, and people influenced.
And. although I blush to say it, we haven’t hidden our tiny flame
under a barrel. Our budget isn’t big, but our coverage is just
fine. For example: a series called “Salute to Maryland,” featuring
a different Maryland community each week. We queried the
chambers of commerce around the state as to television reception,
population, products, etc. Then we invited the chambers of com-
merce to work with us on a weekly series of salutes to the towns,
with a different town each week. The result: WAAM saturation
of a different town each week. WAAM columns and pictures in
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local papers all over the state, with front page banner headlines
in some. It was a public service, promoting the towns, featuring
the politicians and the prominent citizens, helping the state. But
they know that WAAM did it, and they know where channel
thirteen is, and they know that channel thirteen is interested
in them! Another example: WAAM’s Annual Regional Tele-
vision Seminar. Each year, beginning in 1951, we have invited
more than 100 college students from Philadelphia to North
Carolina, in the East and Southeast, to come to Baltimore for a
two-day seminar at which they would meet prominent people
from the world of commercial television. With the wonderful
cooperation of major network executives, agency men, and gov-
ernment people, we have given these students, who intend to
make a career of TV, a look-see into the facts of the matter.
They've been told what the networks and local stations are
looking for . . . they've been told how to go about getting a play
read by the script editor, and how to stay alive, though an actor.
This entire seminar costs the individual student just three
dollars. We at WAAM foot the bills. We buy the meals, get the
reduced hotel rates, and depend on those rich New Yorkers to
pay their own way to and from Baltimore. They've done this
too, God love ‘'em. I'm sure you're fully aware of what it mean$
to a television station to be known as working directly with four
colleges on a steering committee, to become known as a station
which is interested enough in its medium and the young people
of its country to take the initiative, and spend the money, to do
the job.

Right now, we're programming several public service series
programs of the type that have, and I say it with all humility,
won for us several fine awards in such disparate fields as traffic
safety and brotherhood. We're doing a weekly half hour called
“Baltimore Classroom, 1952” in cooperation with the Baltimore
City Department of Education . . . a weekly half-hour that
brings classrooms to the studio, in a set approximating their
actual school setup, to go through an unrehearsed, ad-lib class-
room lesson. It's more of a public relations vehicle for the schools
than an effort at direct teaching, the philosophy that the parents
can't get to all classes and types of schools, so let’s bring the
classes to them, via television. Two things about this series sug-
gest themselves to me at this point—first, we began this series in
the fall of 1949, making it one of those dubious firsts, and one that
has inspired others to present pretty much the same sort of
thing. Second, that the school board has broken precedent in a
couple of ways in connection with this series—first, they've ré-
served the grammar schools for us, as well as the programs title
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and type—second, they've given us permission to get the series
sponsored next year, subject only to their approval of sponsor!
That may go a little way toward proving a fundamental point
—that good public service is good television, and as such loses
nothing by sponsorship. In fact, it gains, for sponsorship gives
the producers a little money to play around with. Some of the
other program series that we're doing are “Bringing Up Baby,”
a child-care-and-study series, part film-part live discussion, in co-
operation with the library, a university, and about twenty com-
munity organizations of all types. We also have a weekly fifteen
minute show called “The Second Freedom” which is rotated
weekly among the three major faiths. There are others, educa-
tional, discussion, debate, children's stories, and so forth, but
there's nothing really unique about them. I imagine most of you
can exceed or at least duplicate the balance of our schedule.
All of this, of course, is supplemented by spot announcements,
and buttressed by publicity, both on our own medium and in
newspapers and magazines,

Initiative, follow-up, and let's add one more—a set of values.
Even doing the big job that we try to do, we turn down five
times as many program requests as we accept. But, and this is the
secret, we never turn them down completely, We always manage
to do something for everybody representing a legitimate drive
or group, and plenty at our own urging. If we don’t do a pro-
gram, we do an interview on a house show and a series of spots
at station break times. If that isn’t justified, we'll give the an-
nouncement to an emcee, and let him handle the affair. But the
group gets on television—to the extent that we feel it's justified.
How do we set up this priority system? Basically, it's according
to local, Baltimore community interest, Such drives as the Red
Cross, the Cancer society, the March of Dimes, and the Heart
Fund have no trouble at all, because they have local chairmen
who can give us interviews and visual material. National drives
with no local counterpart have more trouble, unless they provide
suitable slides or film. Local drives with no national counterpart
do as well as anyone, for we know the people and we know
they're not getting pages in Life or the Saturday Evening Post.
That's really our job .. . and conversely, local gratitude expressed
by our friends is obviously much more potent than the usual
polite letter of thanks from New York or Hollywood. And, by
the way, to wrap it up, we always send a complete detailed report
of WAAM activities to the group concerned, immediately on
completion of a drive.

We at WAAM sincerely believe that the best public service
job on television is done with an integrated series of spot an-
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nouncements. We believe in spots of varying lengths in every
possible program, and at every possible station-break. Some
of these spots must be program promotion for our own shows,
most of them of course are commercials, but the remainder—
about twenty or thirty a day, can be devoted to public service.
Twenty or thirty spots a day gives us plenty of latitude for the
drives which might be current, and it relieves us of the problems
of program production. A good public service show is rare, for
the reasons outlined earlier, and, as you know, good spots in-
telligently scheduled will reach more audience, and a more varied
audience, with a great deal more effectiveness than the average
program.

I think that's about the story. We believe in public service.
We believe that public service programs, well-produced and well-
advertised, are a challenge, a responsibility, and a gilt-edged,
long-term investment in good will. We believe that it takes more
than good intentions . . . it takes initiative, follow-up and a sense
of values. We believe that we have a lot to learn, and we believe
that we can learn it together with the men of good will through-
out the broadcasting industry. Thank you.

QUESTIONS & ANSWERS

Q: What sources do you use in preparation of the programs
for the grammar school level? Do you have the cooperation and
help of the school system?

A: (CHASEMAN) —We do about three a week, fifteen minute
programs in the mornings on the in-school, grammar school level.
We have, in the Baltimore schools, a Radio-TV specialist and
an assistant. Thus we have two people who devote their time
to producing and helping the studios to produce radio and tele-
vision programs. If you don’t have this in your local city, I'd
start pressuring them to get the local Board of Education to
write Baltimore and have them tell how it’s worked out.

One of our shows is on safety, “Safety and You,” for “in-school”
viewing, and has the school system also furnish a safety specialist
to assist. We have another show showing the relationship of
children to the family, titled “Family Affairs.” I neglected to
mention another program strictly educational, which I think is
a pretty good idea. It's called “Bringing Up Baby,” a show which
I don't think has been done elsewhere. It’s a show aimed at
parents, discussing child problems, and actually goes from pre-
natal to school age. It is televised on a Sunday afternoon, at a
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good time, and it’'s done with the cooperation of a child psy-
chologist, a child study group, the Johns Hopkins University,
and the Enoch Pratt library plus 20 sponsoring organizations.
We believe in this business of going out and getting every pos-
sible’ group in the city in back of the thing, and having them
send out postcards and propaganda for it.

Q: Joel, on your “Bringing Up Baby,” we have a thing called
“The Happy Family” with a child psychologist once a week. It
deals with family life. Now are these required viewings in school?
Do they have the sets right in the classroom?

A: (CHASEMAN)—WBAL-TV in Baltimore donated a num-
ber of sets to the school system, and since then, the PTA’s around
town have donated sets, so these two programs which I've men-
tioned: “Safety and You” and “Family Affairs” are, as far as I
know, required viewing in those schools which have sets, usually
in a particular classroom. They use a different classroom each
week.

“Safety and You” we've built around a little marionette
called “Safety Sam” who introduces the acts. This Safety Sam
is known all over the school system, and gets a lot of mail at the
station. We built the program around him for the kids up to
the 9th grade level. I would say that it is required classroom
viewing, but not for more than one class at a time in any partic-
ular school.

Q: Can you tell us something about the reports that you send
to local organizations?

A4: (CHASEMAN)—Nobody else in Baltimore seemed to be
doing it so I have my secretary, each day when she makes up the
files, keep track of certain drives. Then, immediately at the end
of the drive, we make up a complete report, telling them which
spot announcements ran at what time, and on which programs
we used display materials. Also, we tell them whether we used
display material without spots, as we feel a display is about as
good as a spot announcement. We prepare this, have it notarized,
I sign it and send it out. Ben Strouse, of WWDGC, sends them a
bill marked “Paid in Full,” showing them the actual value of
their public service work.

We feel that public service is our responsibility. In addition,
we want everybody to know we’re doing a good job, and we want
to have these reports on file for the FCC or anybody else. It's
the old business of doing everything possible to promote what
you're doing that’s positive.
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“PLANT PLANNING AND
REMODELING FOR EFFICIENCY
AND ECONOMY”*

By
PHILIP G. LASKY
Vice President and General Manager, KPIX, Sen Francisco, Cal.

I AM flattered at being asked to speak, for I am not an architect,

nor a professional builder—but only a typical station operator
who was faced with a space problem and naturally tried to solve
it in the light of the “Mosta for the Leasta.”

KPIX opened its new studios three months ago, and it has
aroused considerable interest. I'm glad to share our experience
with you. '

Compared to radio, the business of producing and releasing
television programs is an involved and complicated process.
Because so many of the TV pioneers were radio people, the early
television studio plants mushroomed as variations of radio
studios, planned in the same mold and executed largely in a
most haphazard and makeshift manner. I say this without criti-
cism, but rather as a sidelight on the very nature of a pioneering
undertaking. All of us were intent on getting a signal on the
air, to bring TV to our town, and since we already had studios
and control rooms with which we were so very familar, it was only
natural that we try to make them do. Consequently, many TV
stations have grown without too much planning, until now
they're suffering from an adolescent growing pain called inefh-
conomitis. In simple term—inefficient and uneconomical plant
operations.

Now, no longer will a borrowed radio studio do, or even a
crudely remodeled one. Those who are looking to the intense
competitive future of this great business must realize that because
of the complexity of the mechanical and production needs of
TV, and because of the large manpower involved in production,

* Also delivered in Chicago and Los Angeles.
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a well thought out and planned studio plant is not only desirable,
it's most essential.

KPIX started operations three and a half years ago. We had
nothing to guide us. We were the forty-ninth station on the air
in this country and the first one in San Francisco. Like so
many others, we converted our largest radio studio into a TV
studio and borrowed a similar smaller AM room for supple-
mentary use. We commandeered a few offices around the place
and went into business, Radio and TV production, operations
and employees became hopelessly mixed and before long it be-
came apparent that a new plant was needed if we were to avoid
climbing steps from the street level with every prop and piece
of display material. If we were to be able to increase our oper-
ating hours; if we were to produce the live talent shows we
wanted; and if we were to produce a smooth product on the
listener’s screen; if we were to get the AM and TV people out
of each other’s hair, and more importantly, if we were to operaté
more economically, a new plant just had to be built.

By the third anniversary, we were in our new building. Woven
into this talk, then, is the story of our planning, but more than
anything else, planning and more planning is the keynote.

Planning must start with top management. Plans must be made
right in your own house, for architects and builders know little
or nothing of television problems, and before these professionals
can be called in, serious thinking about television needs can only
be done by television people.

First, we asked ourselves some questions, and I recommend
that you ask them too, if you're interested in building: How
big? Where? And what kind?

There are other questions to be asked, of course, but let’s
examine these first.

“How big” is a relative thing? It's a difficult question to an-
swer; but it’s the keystone. Top management is going to have to
supply the answer and perhaps the “How much money?” ques-
tion will help answer it; this, in turn, is going to depend a great
deal on how high construction costs are in your area. But more
than anything else, the little matter of your program ambitions
and aspirations will have a great deal to do with all this.
Do you expect to produce a great number of live talent shows,
and what kind? Interviews, news and simply formatted shows
require less area, but variety and dramatic shows fairly eat up
floor space. And, as you consider the future of live talent shows,
the associated problems must be faced, and they must be faced
at this time when you are planning your studio. These include
the availability of talent in your town, the realistic possibility
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of selling sponsors on local, live talent programs, the labor prob-
lems involved and, of course, labor jurisdiction. If large shows
are to be planned, then large studios are needed and sizeable
service areas such as shops, dressing rooms and storage space are
required. Only management can decide whether a live show can
make money for you in your town. And no outsider such as the
speaker can tell you whether it is possible. You have to answer
that for yourself.

Further, you have to ask other questions. Are audience facilities
required? How often will you use them; can you make them pay
off? Does the presence of an audience area raise even more labor
jurisdiction problems? And is it worth all the effort and expense?

I know one man who was planning a simple studio, and in or-
der to permit the best visibility by a small studio audience he
planned to slope the floor of the rear end of his studio, so that the
rows of chairs would clear each other. Because of that sloping
floor, he discovered that his studio was automatically classed as
a theatre by the theatrical crafts, requiring special help and main-
tenance. And he quickly abandoned the idea of a sloping floor.

Of course, you want your plant to be beautiful. As a matter of
prestige, the appearance of the building must be considered, in-
side as well as out. But you must consider this problem carefully
in relation to the amount of money available and the importance
attached to beauty. Just where do you want this beauty? And
where do you want it to stop? Where does the work (the factory
begin in your plant? All of these are corollary questions to the all
important question, How Big? This is the first and basic question.
It cannot be deferred or abated. This becomes the keystone of
your planning.

The next question you must ask yourself is Where? Where is
the studio plant to be located? In terms of the size required, and
money allocated, real estate is your next consideration. Again,
you must look at your program plans; if you're going to have
very much live programming the accessibility of the building for
talent, audience and clients must be considered, as well as the
practical questions of delivery of props and materials.

Thirdly, after having determined How Big and Where, ask
yourself What Kind? What form is the building to take? And
this again must be answered by you. You'’re not ready for the
architect yet. He can’t be of the greatest service to you until you've
done the preparatory work. With a knowledge of your problems,
your budget and your desires, draw a rough sketch of your ideas.
And here’s where your really serious homework starts.

In our case, the early as well as subsequent sketches were based
on a study of people and what they did. In other words, traffic
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flow in our plant. It will be worth your while to spend consider-
able time watching your staff and studying their work habits.
Where do people go, and why? What people want to go where?
Where is the movement of people the greatest? And the most
critical? Where must movement be prohibited? And where must
movement be speeded? What contacts do certain people have with
others?

All this was the result, of course, of a very bad case of traffickitis
in our old studio where almost anything can happen. There, a
prospective sponsor entering our old building might be crowned
with a flat, or run over by a prop refrigerator being dollied into
the studio from a badly congested corridor which doubled as a
warehouse! Or he might just as likely find himself whisked off on
a tour of the building with the fourth grade class from some visit-
ing school! At KPIX, we devoted a great deal of time and effort
on this matter of traffic, and I believe the efficient layout is largely
the result of the serious thought given it.

Thus, with the knowledge of How Big, Where, and in the light
of our study of the flow of traffic and physical activity within, we
drew a rough sketch showing What Kind.

I told you at the outset that this talk might be called “The
House That Jack and Jill Built”. And here is where the Guys
and Gals of our staff came into the picture and had their say. The
initial rough sketches were presented to the engineering staff for
revision and suggestions. The simple layout, showing engineering
changes, was then mimeographed in quantity and the copies pre-
sented to the department heads for study, and through them
to every person on the staff. Each department was requested and
expected to consider, discuss and assist in the planning, in the
light of their knowledge, of the requirements of their own de-
partment and work. Then, a series of bullsession meetings with
all department heads was held to talk about the new building, the
plans, the whys and wherefores, and out of these skull sessions
came a whole new set of revisions and ideas. KPIX’s inter-depart-
mental discussions went on twice weekly for months and some of
our best suggestions came from the janitor, the maintenance man
and print shop attendant; from cameramen and announcers, and
others.

After all this, you're ready for Mr. Architect. The home grown
plans are ready for his professional evaluation and execution.
Of course, he will have many suggestions that will improve your
basic concepts, heighten the general utilitarian aspects and insure
the beauty. It is well, too, to plan a series of meetings between
the department heads and the architect to completely indoctri-
nate him in the TV business.
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So much for the generalities. Let me now try to explain how we
moved through some of the steps. The San Francisco-Oakland
Bay Area that we serve represents better than 2,000,000 people,
but I believe our situation might generally reflect any live station
in a metropolitan area, contemplating a reasonable amount of
live programming, affiliated with a network, and aiming at a
balanced and rounded program structure, where network ac-
counts for about a third of the operating hours, live shows an-
other third and film 33 1/3%,.

As to How Big, we concluded that we wanted a plant capable
of producing live talent shows, back to back. We expected to be
able to produce large shows such as drama, variety, vaudeville or
musical shows. We did not contemplate producing such a great
number of these larger shows that exceptional rehearsal space was
necessary, but decided that we must have sufficient space to do a
job when the occasion demanded.

Moreover, we wanted to accommodate studio guests. We had
considered the matter of a theatre studio at length and came to
the conclusion thta we could not make money on such a project.
Aside from the high initial investment, the unusual expense at-
tached to the management and operation of a theatre project and
the estimated income was projected. At the outset, we realized
that high rentals would have to be charged, and if we had such
a studio every live show sponsor on the station would want to use
it, and if his budget couldn’t stand the rental we knew that our
Sales Department would be under constant pressure to supply the
theatre, “or else.” We concluded that for the few sponsors who
genuinely desired or needed full scale theatre facilities it would
be less expensive, more effective and less inconvenient to us, our
staff and operations to rent outside “dark” theatres and do a
remote job.

Nevertheless, we wanted to be able to accummodate 50 to 75
studio guests, principally for audience reaction to our successful
daytime variety shows. To be completely flexible and to make the
maximum use of the ground area, our planning called for this
audience space to use moveable seating accommodations.

Still on the subject of How Big, we knew that we wanted our
studios to be large enough to accommodate, and be equipped with
doors and facilities to handle, large props, such as automobiles,
horses, circus animals, kitchen equipment, etc.,, and to get the
fullest and most efficient use out of the plant, all studios must be
so arranged. From the beginning we concluded that dark studios
wasted money; studios kept busy made money, and to keep them
busy every one must be equipped for greatest flexibility. Further,
we operate a radio station and wanted it housed in the same

— 64—



building, but we wanted it separated as it is operated as an
autonomous entity with its own staff.

Building costs in San Francisco looked like $1.75 to $1.80 per
cubic foot, and in the light of our needs and the available budget,
300,000 gross cubic feet of space was conceived to be the answer
to “How Big”. (The cubic foot figure was used, inasmuch as the
studio area required 22-foot ceilings and the conventional “square
foot” rule of thumb would not give us the answer we looked for.

But back to our story . . . As to Where, we came up with definite
ideas. After our experience at the old place of moving every prop
up and down stairs; not having a direct street entrance, and
knowing the inconvenience as well as problems and cost of in-
stalling and operating a freight elevator, the lack of parking,
loading and similar traffic facilities, we knew that the “Where”
problem called for a street level location with street access and
adequate loading zones. We determined that the location should
be outside the congested area where reasonable parking was avail-
able, yet easily accessible for the limited number of studio guests,
performers, clients and others. The possibility for future expan-
sion was an important consideration in our “Where” problem.

The big search began. We looked at existing buildings, with an
eye to the possibility of remodeling, and finally found a four story
structure formerly occupied by a Lodge. It had large lodge rooms
that could be converted to studios, and abundance of office space
and adequate below-the-street level storage space. The drawback
was in the fact that studios had to be on the second floor and
freight elevators, as well as passenger lifts promised to be a size-
able initial as well as operating expense. Further, the extensive
interior remodeling, and face lifting of the exterior, convinced
us that we could do as well building from scratch. Remodeling
is expensive business and there is a cross-over point where new
construction is more economical. This very matter is one that in
itself recommends the detailed pre-planning I spoke of.

We finally selected a corner on one of San Francisco’s broad
prominent streets, approximately 114 miles from the business
center. It is only a modest taxi ride, or a fifteen to twenty minute
bus ride from any advertising agency in town. Because the loca-
tion was on a prominent “tourist street” of town, we planned a
beautiful modern exterior to fit well into the surroundings which
are largely apartment buildings, and we have been pleased to hear
from civic leaders, since the building was completed, that it is
regarded as a definite improvement to the neighborhood. The
rubberneck wagons make it a point to call attention to the build-
ing as they pass.

In your planning one question will keep confronting you time
and again. Shall we spread out or build skyward? A horizontal
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plant is ideal for television, but with ground prices as they are,
vertical construction appears to be most economical. Somewhere
is a point of compromise, and in our case we found a lot 140 by 70
feet that permitted us to have the studio and production area con-
structed horizontally, thus enjoying the advantages, and built up-
ward for the offices and radio station, which required only one
automatic elevator. The television offices are on the second floor,
and the entire radio station, with its studios and offices, occupy
the third floor.

Our planning paid out; the construction of the building pro-
ceeded quite smoothly and we were in the building six months
after the work started. Whereas San Francisco building costs
looked like $1.80 per cubic foot, we came out at a cost consider-
ably less than $1.50 per cubic foot estimated as studio plant costs
in NARTB's “Television Construction Cost Study”. One of the
reasons is that the careful pre-planning made it unnecessary for
us to give the contractor expensive ‘‘change orders” during con-
struction. There is nothing so costly in building as change orders
once work is under way.

Aside from planning the studios, control rooms, offices and
other facilities to best accommodate the staff and the work they
do, and particularly the relationship between departments, the
most unique thing about the KPIX plant is the technical arrange-
ment. All apparatus is housed in a *building within a building”.
This is a 24’ x 29’ cubicle that extends vertically from the base-
ment through the second floor. Suitably compartmented within
itself, it accommodates all the “heavy equipment”, i.e., the audio
and video apparatus racks in the basement where the microwave
terminal equipment service and test apparatus are also located.
The second, or main floor level, accommodates the control rooms
for the three studios, the audio control rooms, associated with
each, and the announce booths. The next level houses the film
projection room, the slide and opaque projectors and the film
video and audio control rooms, as well as the film make-up bench.
This technical *stack” has its own communication system through
the use of a spiral stairway, which permits all technical people
rapid, fluid freedom of movement, yet keeps them away from
other areas of the building. Here, too, is a private intercom, as
well as Telephone System for technical use. There is no Master
Control room in our plant, and this alone has saved considerable
money in construction and more in operaton.

Though the completed building has a better than 26,000 square
feet of usable space, 15,500 feet is used for television purposes,
the rest of the space being devoted to the radio station and a roof
terrace which is actually the roof of the main televison studio and
being landscaped for outdoor television production.
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As a result of our work, some statistics came out which may
be of interest to you. The televsion studio areas came to nearly
4,100 square feet (4,086). The area devoted to all technical appli-
cations came to a little better than 2,000 square feet (2,038). The
office area devoted to management and administration accounted
for 2,275 square feet. The area devoted to the reception lobby was
very modest and comprised 300 square feet. Sales, traffic and
client’s conference room used 827 square feet. The Service Depart-
ment, such as carpenter shop and storage, 1,453 feet and hall,
rest rooms and other miscellaneous needs took 3,415 feet.

To recast these figures for you, the studios accounted for 26159,
of the area. The Producton Department offices, 6.8%,. The tech-
nical area, 13%. Administrative offices, 14.7%. The Sales De-
partment, 512%. Public lobby, 2%. Shops and storage, 9%2%.
Miscellaneous area, 229,. The miscellaneous area included the
corridors and accounted for such a high percentage of space be-
cause we made all corridors exceptionally wide for the easy
handling of props and sets. The question constantly confronts
television people as to how much service area, shops and storage,
should be required to serve the studios. In our case, you see that
our service area is 2/5 as large as the studos. We now have discov-
ered that we miscalculated on the storage area and that it should
have been about 159, instead of 10% of the total area, and I be-
lieve that, for our size operation, a good rule of thumb would be
that shops and storage space area should be about 3/5 the size
of the studio space it services. In all other respects, our plant is
quite adequate and, fortunately, we have solved our storage prob-
lem by leasing some adjacent garages. I don’t know but what this
was a blessing in disguise in view of the fact that we were able to

lease this space for considerably less than our own building cost.
We were fortunate in having this added storage space immedi-
ately adjacent to our own building so there was no inconvenience.
Office space is about equivalent to the footage consumed by
studios, and technical areas about 3/5 as large.

QUESTIONS & ANSWERS

Q: To Mr. Lasky: Would you consider having your trans-
mitter and transmitter engineer in the same building and at the
same spot with the rest of your operations? We did and found that
it was a considerable economy.

LASKY: It wasn't practical in our case. Until we built this
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new studio and moved into it, our film and all its associated
procedures was performed at the transmitter. But it wasn't
practical where we built because of hills and various other things
to put the studio and transmitter together.

Q: On those ratings that you gave on all night operations,
what service did you use? They seem so much higher than the
ratings we are accustomed to seeing for all night operations.
Are there any special circumstances out there which might
account for an exceptionally high rating?

LASKY: Let me return by asking a question: What ratings
were you referring to for all night operations?

Q: I'm speaking of radio.

LASKY: I was thinking that the ratings for all night radio
did not approach those for all night television and I was won-
dering what was happening in television that all of a sudden
it gets much higher ratings than radio. We're watching with
interest also to see if this is strictly something that may wear
off. In direct answer to your question, there are two rating
services. Telepost and the other was Guidepost and I don’t
believe they could be established as accurate because that was
strictly a re-call thing. Obviously you can’t get people out of
bed in the middle of the morning, so they were called in the
morning with some margin of error there. We have taken a
check and found that the top potential in our area could be in
the neighborhood of 200,000 people, available up until the mid-
dle of the morning. We have had an average of 300 to 400
letters a week, since the thing has been on the air, most grateful
letters from these people who get off at midnight. They like it
and I think those people will be with us for a long time. The
rating does seem very high to us, although I don’t think they’re
unreasonable up to, say 3 o'clock.

STATEMENT BY CRAIG LAWRENCE: I think one factor
there would be your number of industrial workers who don't
normally see television during the regular evening hours. We
find here in the Metropolitan area that there are about 300,000
such shift workers in industrial plants and when we discontinued
4 nights a week our “Late, Late Show” which is a feature film
show that started at about 1:15 or 1:30, we had many petitions
from plants where as many as 300 to 400 workers in a single
plant would sign the petition and ask for the show to be put
back on because it was the only TV that they could watch after
they were through work.
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Q: I understand you have only one studio so I suppose you
have only one control room. With one control room, how do you
conduct a rehearsal?

A: We have one control room, and one studio. We have two
small, very small rehearsal rooms for the dry rehearsals, musical
numbers and things like that. Our reherasal is kept down to the
barest minimum.

Q: I don’t understand how you rehearse if you have only one
control room.

A: We sandwich it in. We have about sixteen programs a day,
but that only constitutes about five hours of programming
actually. They're not these two or three hour shows and we
have to sandwich it in between.

Q: You mean during network broadcasts? You're interrupted
every fifteen minutes or half hour with station breaks?

A: We have very few shows that have more than fifteen min-
utes or half hour rehearsal. Our biggest show “The Extrava-
ganza,” has carried consistently with all the people, and we
handle it with two hours of camera rehearsal.

Q: Would you say a small market has to be connected with a
network to survive?

A: No, but I do think it would be exceptionally tough in
many areas without some kind of network support—exceptionally
tough—small markets that may be in a fringe area of a large
network station and a large city or the fifth station or sixth station
in a major market. In most stations, the guaranteed type of
money is made from the spots sold adjacently. We don't sell
time and spots. We sell adjacencies for a great part, and when
you haven't got those adjacencies it becomes a little harder to
sell, and the station has to build them out of their own pocket.

Q: How many people do you have in your entire staff, and of
that number how many in engineering?

A: We have 160 people on full time staff, and we utilize a
couple of hundred more in the winter season as free lance,
talent such as musicians, etc. We have 59 engineers. In program-
ming, I can’t tell you the total offhand, we have 6 directors,
the usual complement of news. We have 2 people in the news
department. Back to small markets, I think you ought to have
a network if you're in a highly competitive market. But if
you're in a fringe, or you're one of two stations in a market
and you don't have a network, I don’t think it necessarily hurts
you. From a national advertiser’s standpoint, sponsors are build-
ing their own shows which they’re going to offer to the station on
a spot basis.

Q: What have you done in the way of supplying local sponsors
with low cost and effective spot announcements chain break wise?



A: We have managed to adhere because of our position of being
the only station to run practically entirely film spots in the
break periods. Many stations are doing live spots at the break
time—we haven't done it yet. It would thwart our programming
efforts as I pointed out. Rehearsal times and all. So we're using
films exclusively now for those, or sometimes slides.

INTERJECT: Even in a larger market we only use a film
at the station break. We won’t accept live announcements. It
costs too much money to put them on. Maybe one day we'll
be forced into putting on live, but there's enough business now
that we can be selective. There are three stations in our market
~and I don't think any one of the three stations put on live
announcements.

INTERJECTION: You'd be surprised how simply you can
make a motion picture commercial. We bought the most expen-
sive titling machine made—it comes from Switzerland, it costs
$350.00. It had moving stages on it and precision runners for
the cameras to make dollies. It’s cheap to turn out a 20 second
commercial, and I recommend this to small town stations.

Q: Do you have any specifically labeled Idea Men? I think
in time it's going to be a must for television because we know
our daytime shows get into ruts.

A: We don’t have Idea Men but we have in Pittsburgh a great
amount of agency participation. Several agencies have their own
departments. Whenever they're involved we get considerable
creative help from them, Eventually, though, we will have some
sort of a creative person, to evaluate each show and take them
perhaps in turn, Right now our director is the man responsible
for trying to keep a spark in it. We have two programs in which
the MC or the star performer on the program is actually the
producer, and then we assign a director. That can lead to com-
plications if a man’s a producer and he's the talent on the show.
Sometimes he gives the director an argument. But that way we
have the benefit of two thinkings instead of just one.

Q: If you have your pictures taken by your local man, does
that enter into any kind of a union situation?

4: It could be; but if you're in a small community that doesn’t
have union problems to contend with, it doesn't have to be.
It could be done by your regular men who operate under an
IBEW jurisdiction.

INTERJECTION: Slides are used by quite a few stations, but
we feel that it’s a part of our responsibility to encourage the
best visual use of our air by selling the most merchandise and
putting us in the best position, so we try to encourage some-
thing other than slides. A lot of these twenty second spots that we
have are simple in character. They may do nothing more than
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show the front of a place of business to establish it in mind
and take you inside and show you what's doing, with a close-up
of the products he's selling, and they will be silent with a local
standby announcer reading the audio. Such a commercial can cost
only $100 or so dollars; but the extra return that he gets out of
it is worth many times that.

INTERJECTION: We bought a Houston processor and .
manufactured spots for people who couldn’t send out of town
to get them made. We have found that a lot of local people who
started out with us nearly four years ago are still going strong
and they're using the simple spot that we made in national
advertising. It's paid off the Houston processors and it's cost very
little in those four years. It paid off at KPIX too, to assist these
people at the beginning. We bought a $45.00 or $50.00 Argus,
35mm. camera, mounted it on a piece of pipe and made slides
at cost in order to help sell television time. We made slides for
$2.00 apiece. You must do these things if you're going to get
into the business of selling television time,

Q: Do you subscribe to a film service there in Pittsburgh or
how do you keep the costs down on your news?

A: We have the United Press movietone. We use it on our
noon program, we use it again at 6:30 and we're now about to
enter it at 1:00 and 11:00 p.m. Several shipments come to us
daily and therefore you have fresh material but the other is
re-used. It's kept as footage. We're not able to do at the present
time a complete local newsreel job ourselves. We have farmed
one out, we have a local newsreel, but we don’t do it, So there-
fore we only use this movietone stuff, and augment it with occa-
sional shots locally. Therefore we can use one of our engineering
staff boys to go out and take the pictures (who is a cameraman),
so our news department consists of only about two people.

Q: Do you have unions? How many in the crew do you have
for a show? Are they assigned to a show or how does it work?

A: Yes, they're assigned to work hours embracing certain shows.
We have a stagehand’s union, IATSE. IATSE also goes through
our organization to include the scenic man and the carpenters,
engineers, and also the office employees.

Q: How many do you have on a show?

A: On a given show usually about four. When there is any
amount of moving to be done it sometimes is less. On these strip
programs less men are required. However, our crew as signed
and agreed with the union is four men and the other two can
be used for other duties during those times. Also, we have found
that by using photo murals we can save a great deal of money
on scenery. They're very expensive at the beginning; but when
they run down over a period of time they become very cheap.
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“LOW COST LOCAL
PROGRAMMING™*

By .
A. DONOVAN FAUST
Assistant General Manager, WDTV, Pittsburgh, Pa.

THANK you, Bob. Believe me, after Glenn Dolberg had con-
tacted me about this low cost local programming thing and
pointed out that, that was the top question in most people’s
minds I felt a tremendous burden in attempting to discuss it.
I found that there was really no general formula that could
be applied around the country. Successful low cost local pro-
gramming in the same manner as a five or ten thousand dollar
account in Erie, Johnstown or Bloomington. So, program-
ming has to be established on an individual local level.
Therefore, I'd like to apply my remarks to the general planning
aspects of local programming that probably could work in most
areas. In Pittsburgh, for instance, we don’t have to carry all low
cost programming. We're in a very fortunate position, the largest
single station market in the country, I believe. So our programs
run the gamut from $10.66 per program to $10,000 per program
—local. This we know is not going to happen a little bit later on,
and we're trying to do our thinking as much as possible with
this in mind. I think that for those of you who are not yet in
the TV business, it might be well just to briefly talk over some
of the initial planning that becomes very important to low cost
programs later on.

Beginning with facilities, be they good or bad we have to
start with what is available when a program is planned. In light
of these we determine what can be done—then analyze the pros-
pective sponsors the station may get. Based upon the tastes of
the community, the amount of money potential sponsors can
spend—determine then the number and kind of shows it is

* This talk in two parts, delivered by Mr. Faust and Harold C. Lund, General
Manager of WDTV, in Chicago. Delivered before Los Angeles Clinic by
Mr. Lund. .
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possible to handle. After that, check the talent available, whether
it can be adapted to TV, and how it can be used.

And don't be afraid just because your facilities are not grand.
In Dayton, Ohio, where I helped open the station for Crosley,
we had a six month period before the studios were complete.
In this period our principal, and only, studio was a little space
behind the equipment racks at the transmitter which was par-
titioned off and measured 614 by 11 ft. In this space, as I re-
member, we had three shows back to back, two cameras, a
monitor, a desk, a mike boom of sorts and a film storage. So
don’t be afraid of what you can do with limited areas or limited
equipment,.

After evaluating talent and facilities, the most important thing,
and I believe this is probably the most important single thing
throughout, is the budgeting of each individual show. In talking
to a lot of station people I find that each station has its own
general program budget but what it does in following it up
sometimes isn't so good. We find ourselves occasionally guilty
also. Each program should be given an individual budget. And
this budget should be given by the Program Manager to the
individual producer or director. And that’s his budget—that's
what he’s going to put a show on for. He must stick to it—because
if it isn’t followed, the whole case is lost for low cost operation.

Often times ingenuity is killed by too much budget allowance,
so be very careful in doling it out. It’s very important to allow
enough money to do the job well, but at the same time hiring the
proper people can insure a beautiful job with little funds in
many cases. A lot of generalizations, but now I'd like to nail down
a couple of things that are tremendously important. To our way
of thinking two persons who should be well selected and well paid
are the Program Manager and the Film Director. Those two
people are the key to your low cost local programming. I men-
tion the Program Manager and Film Director as equal entities.
In our particular operation they have equal positions in the
management part of the program staff. These two men, as well
as the chief engineer, report to me. We feel, in our operation
particularly, and possibly it would apply just as strongly to most
of you, that our film director is a programming man unto him-
self. He has to have a different base of knowledge. In our par-
ticular case, I would estimate that a good or bad man on that
job would mean a difference of $1000-§1500 a week in our pro-
gram costs.

Film prices vary a great deal and an astute buyer means dol-
lars. I'd like to cite you one example. We had a half hour period
to fill. It was one of those rare sustaining things where a client
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was forced to cancel rather suddenly and we asked the Film
Director to get a half hour show for us. The particular film he
went for was quoted at $125 for the showing—it was only a sus-
taining period and that was a little rough, so we went to work
on this boy on the phone. The upshot of the whole thing was
that we bought the film for $11. So a good Film Director knows
a film's worth, how to buy it and thereby saves a lot of money
for you.

The Traffic Department at WDTV is somewhat of a departure
from most stations in its setup, its handling and its duties. The
Traffic Department in our case reports to the Program Director
and not the Sales Manager. Included in the Traffic Department
and under the Traffic Manager we have continuity acceptance
and video material acceptance. This includes, slides, spot films,
balops and also the person who makes up the book. In other
words, all of the video and audio material goes through the
Traffic Department. As Phil Lasky has pointed out, the actual
flow of work is important in savings throughout the station.
That we found to be particularly true in Traffic, because actually
this department is the heart of the operating schedule. They
schedule all of the aforementioned items so the next logical thing
would seem to be to follow through and handle all of these mate-
rials that are so vital to us. They see that the copy books are
made up and distributed and that the slides and film spots are
given to the projectionist.

Back to this general planning thing. The allocation of what
you will term your “live telecasting hours” will usually save a
lot of dollars. In other words, when you make your general plan
try to establish specific live telecasting hours. For instance from
11 a.m. to 8 p.m., and that’s it. If you have a good client who
comes in and wants the show at 9 p.m. you're probably going
to do it, but you know you're faced with overtime and can plan
accordingly. You may not always be able to allocate strip shows,
which are even more important in TV than they were in Radio,
but you should be able to allocate strip time periods in which
you include a variety of shows. This matter of strip show sched-
uling in TV becomes tremendously important. In the larger
unionized areas there are considerable frequency discounts to be
had in talent especially. Five shows for the price of three, for
example. So it’s very important to consider especially the station
packages on its strip basis. In addition to the money you can
save on engineering costs because scheduling the crew is much
more convenient. You also save on scenery, because in most cases
you can set up standard settings and keep the show in that par-
ticular setting day after day. You save on the rehearsal time
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because if the performer gets used to a program, it becomes
second nature and a second life to him and long rehearsal periods
become unnecessary. You also usually realize benefits from a
greater following due to establishing a day to day viewing habit.
T'd like to touch on some program examples, which are certainly
not original but consistent earners. Programs that probably
should appear in your schedule and if they don’t perhaps you
should consider them. Some of them are very obvious, the
women’s, women’s-shopper, or homemakers show. We have two
of them—one in the morning and one in the afternoon. Both
doing very well. The audience participation show, of which one
in the morning and one in the afternoon usually can be handled;
cooking programs; news; a small musical; maybe a couple of
guys who can play and sing at the piano and do all sorts of
things, which break up the talk schedule during the day. An
amateur or teen age or musical program—one or two a week.
They're very handy things. When those of you who are not
now involved with talent union contracts get into them, you'll
find that such things as juvenile shows can save a lot of money.
People under sixteen years of age in most cases, unless they are
used in professional roles, are not paid. They are a good source
of talent which the unions consider in the development stage.
Religious and Chapel programs, civic service shows both have
been covered very well this morning by Joel Chaseman but they
are two of the things that just shouldn’t be missing from eco-
nomical programming, to our way of thinking. Include also the
participating western film programs, and the western and hill-
billy shows. I don’t know, I guess each area is different as far
as the reaction to hillbillies is concerned, but I still have to work
in one where they don’t go over successfully. And they are the
greatest naturals in the world, all you have to do is point a
camera at them and you've got your program.

Another important factor to our way of thinking is versa-
tile staff members. Especially the performer. This TV business
wears out faces in a hurry. The performer who has only one
specialty upon which he bases his stock in trade is constantly in
danger of wearing thin unless he is an exceptionally strong
personality. So, therefore, we've always attempted to look for
the man who could do two or three or four things, at least a
couple of them well. This enables him to refrain from pushing
his specialty to the hilt; he can switch off here and there and
make himself wear a considerable length of time. On our an-
nouncing staff we have four fellows who have this versatility.
One is a good pop singer—used to sing with Claude Thornhill,
another is a good semi-classical singer, having appeared in oper-
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ettas, another does novelty tunes; the fourth man manipulates
puppets, does pantomime routine and is an actor of considerable
merit. By having this bonus talent our staff announcers can be
guaranteed better wages in most cases as they can be used as
talent on shows. They are happier and more likely to stay with us
and we are never at the bottom of the barrel when looking for
talent. With free-lancers, we have also looked for people who
could do three or four things, especially in the MC category.
Again looking to the talent contract an MC category rate is con-
siderably higher in most cases than the other feature performer
rate. However, an MC category will permit any type of job that
you see fit for this performer to do. He can sing, dance, do com-
mercials, narrate poems, anything he is capable of doing, all
under the MC rate. Whereas if performers are hired for a strictly
feature performance, that’s all they can do—if they sing, they
sing. And that’s it. They're finished. A lot of dollars can be saved
by paying one or two people slightly more than three or four
people a lesser figure. Though this may not apply directly to
smaller stations the same basic principle should apply whether
or not a contract is in existence. For the smaller stations, some-
thing that some of us in the larger cities cannot utilize is the
dual use of production personnel. In the Dayton operation we
had a very good workable plan whereby our announcers, per-
formers and directors were more or less in the same group. This
permits a much more flexible scheduling. In our particular
case the competing station had an AM sister station and could
make use of the AM talent in addition to what they picked up
for TV. Whereas we only had TV and very few faces to go on
the air. So in order to get a greater number of artists, we em-
ployed people who could do other things and used them only
part time in each job. For instance, one announcer was also
the film director—another announcer cleared music, another was
a pianist and singer, and the remainder directed shows. All these
operating within the framework of pretty good programming.
With only a few complications this enabled us to keep our air
from being dominated by only three or four personalities.

In the area of day-to-day costs our Pittsburgh operation does
a lot of programming in what we consider to be quite limited
space. The studio is forty-five by fifty-three, which for sixteen
programs a day and thirty-four live hours a week is certainly not
excessive. To enable us to do more shows we have done a great
deal with drops instead of flats. Flats cost a lot of money to
build; they're more difficult to handle requiring a larger stage
crew; there’s a bigger storage problem; so their elimination
saves on three different points. Therefore, we have gone pre-
dominantly to the use of drops, and use flats only as wings to
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give depth to the setting. Once they're used, they can be flown
and are out of the way—the space is then immediately available
for the next show. That's why we can do sixteen programs a
day in the single studio. Paper flats can be used very effectively
for one-time-only variations in settings. Heavy grey paper stripped
on a backing of a regular flat frame will give a very nice effect
and is economical.

A great saver in storage and labor costs is the multi-use prop.
Desks are a normal thing around a TV station, so we have built
one desk frame base, but we have four different shapes of tops
which snap on it. So when one program goes off the air, we
pull off that desk top, stick on another one, push it in front of
another drop and we're ready to go on with the next show. A
fireplace may be a stone wall or a bookcase on the other side.
Also it's hard to have several suites of living room furniture—
so a couple of sets and a lot of slip covers will usually give
the appearance of a well-dressed studio.

And lastly, films used as participation vehicles, especially
westerns, are probably the most productive and greatest source

of low cost local programming.

In summary we have found that a general ratio of expense
for live program production to potential revenue to be about
ten to twenty per cent. Anything in that range should be suc-
cessful live local programming. In other words if a program is
going to gross one thousand dollars a week in revenue, you
should be able to produce it for between one and two hundred
dollars. There’s one other thing which is more or less general,
but which I think is awfully important, The one program that
is not low cost local programming to anybody, is not the good
program or the bad program, it's the acceptable or passable
program. The one that sort of sticks in the schedule and eats
away at the station’s reputation like a malignant cancer. Such
a program is not doing the station any good, it's not doing the
Sales Department any good and certainly not your Program
Department. That program can never be called low cost local
programming because it isn’t productive. And after all, no
matter what you spend for the program—it’s what you get back
that counts. That's why it's pretty difficult to say this or that
or the other is low cost local programming because it's only
what the show will do in a given market that counts.

Several people have asked about our schedule at WDTV
since it seems to have come in for some discussion lately. Here
it is—We have sixteen programs a day on the air, live thirty-
five hours a week, we have seventy-seven hours of film a week,
ninety-three hours if we include the kinescope recordings, and
we're on the air one hundred fifty-seven hours a week,
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QUESTIONS & ANSWERS

Q: I want to go into television. Will you project yourself back
to 1944 and tell us what some of your programming problems
were which you had to change to a different way of thinking?

FAUST: Well, there was a very basic problem. From 1944 to
1946, there was no such thing as a commercial and there were
no program budgets. Whatever you spent, you spent out of your
own pockets. I think it would be better to pick up with 1948 or
'49. The one thing that my thinking has changed on is the
use of sets as opposed to drops. Settings composed of flats are
very good, there’s no question about it. But we have found
no deterioration in the program aspects by hanging a drop
and throwing a couple of wing flats on the side for depth. Also
originally in my thinking, I felt this was to be a business of
specialists. I still feel it is, especially in the larger operation, but
certainly in the smaller stations versatility is an important factor
in accomplishing a varied programming with somewhat limited
personnel.

Q: What is being done in different stations in respect to com-
mercial religion and just what are their policies?

FAUST: We don’t accept it; but at this particular point,
we don’t have to. I'm not sure, we might later on if competition
comes to that. Has anyone else a point on this?

INTERJECT: We don’t accept it. You may recall in the
Television Code our drafting committee was pretty hard put
on that question in view of the position that some of the net-
works had taken. We discussed it back and forth and finally
came up with a provision to the effect that it was just not
recommended. I think that, so far, there hasn't been too much
of it in the industry. We found that we were in the same position
as we were in radio.

If we told everybody that we would apportion free time, as well
as we could to the different denominations, with some respect
to their representation in the community, we wouldn’t have too
much trouble. You'll always have trouble with the small, fringe
groups who are somewhat militant; but if you handle them
that way, it seems quite fair to me.

Q: Isn’t your Council of Churches your buffer there? We
prefer something of that nature.

FAUST: Yes, of course, the trouble is with groups who are
not members of the Council of Churches and who say they're
just as eligible for time as members of that group. We do
work wtih the Council, however.

Q: I would like to know more about your drops? Do you adjust
them when you start the thing, or what?
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FAUST: We have to roll them. The studio has a very low
ceiling and we can’t fly them so they are rolled up and hung.
They are nothing more than just a couple of planks on either
end . . . the top and the bottom.

Q: Do you have a device for rolling them?

FAUST: We're hoping to move our studios before too long
so we haven’t put in such a device, although our stage hands
are planning to build such a device, in one studio. In the other,
the ceiling will be high enough to fly them straight.

Q: About how much would they cost to design? You say they're
much cheaper than flats.

FAUST: 1 couldn’t give the price exactly because it varies,
but it’s about 45 per cent of the cost of flats.

Q: What about production of local commercials? I'm think-
ing of drawing for the screen, for the smaller operations, and
the versatility of personnel, etc.?

FAUST: On this versatility of talent, the first thing we look
for is a good, sincere, interesting pitch man. I believe that the
first thing to look for in TV is somebody that people like and
believe in, because they can spot any kind of a phony in a
hurry. All of the people that we have on our staff are pitch
men of a sort and could be put in front of the cameras to do
commercials. Lining up of the commercials is usually a sales
service problem. In other words, the liaison link between sales
and programming would get the material from the client, relay
it on through the director to the talent, bring in the props, and
work with us. Balops, sketches, cartoons, simple animation with
pull-outs and flap-ons, shadow box display are all good pos-
sibles for local commercials.

Q: Have you had any experience with tele-prompter?

FAUST: We aren’t using them, so I couldn’t say what our
opinion would be. We're using the old-fashioned way, more or
less, with a large sheet of paper under the lens when such help
becomes necessary.

Q: Do you use any reading board?

FAUST: We try to discourage it as much as possible. We
still feel that any use of such a device takes away from the sin-
cerity, especially of a commercial pitch.

Q: How unionized are you?

FAUST: We're quite heavily unionized. Through various
circumstances our principal union is IATSE. They have our
stage hands, scenic designers, engineers, carpenters, office em-
ployees, etc. We also have T.V.A. for performers and, of course,
A.F.M. At this time we're not doubling our announcers over as
directors in Pittsburgh, although these announcers are doing
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considerable work in the way of supplementing the staff, that
is, in editing the news, handling other various and sundry chores,
and also doing other talent work. You mentioned lighting. In
two stations with which I have been associated, one had fluor-
escent lighting, the other incandescent. I think both can be made
workable provided they are made adaptable to the studio. In
my experience with fluorescent lighting, they mounted in large
banks of four units each. In this particular case we wished that
they had been broken up into the individual units which would
be much more versatile. I would lean toward incandescent light-
ing for versatility and the ability to match the lights for spotting.

Q Have you used the infra-red fluorescent lighting?

FAUST: No, it so happens that we are not set up to use that
kind of lighting.

Q: You said something about using talent under 16 years ot
age. Can you tell us more about that?

FAUST: In our particular contract the union has taken the
position that this talent is strictly in the developmental stage
unless they are used in adult type roles. For instance, if you
bring in a dramatic actress who is a juvenile and she’s considered
for an adult type of role, then she has to be paid. But if you
bring in a juvenile who merely plays himself or does his spe-
cialty on a youth show they can be used. You can go as far as this;
not only may they be used for an amateur type of show, but
you can also put together a junior stock company of sorts
that could do dramatic sketches or musical varieties in which you
continue the same kids week after week as a part of this per-
manent company. You'd probably want to set up some benefits
for the kids, such as a scholarship fund, etc.

Q: If you keep using your talent over and over again, aren't
you afraid that people will get tired of seeing the same faces, etc.?

FAUST: Possibly. However, if you have a certain amount of
money that permits you to buy a given number of persons,
you'd do better to get the most mileage out of those individual
people. Our feeling has been that if we're given ten people,
we would like for those ten people to do thirty different things,
rather than ten.

Q: How does versatility of people enter here?

FAUST: For instance, if you have a disc jockey who does only
pantomime, you'd get rather tired of watching him do just that,
but if he can sing a song, dance, use puppets, or play the piano,
it makes for more variety and you don’t get as tired of seeing
him as if he did only one specialty over and over again.

Q: Do you use bands on your variety shows, and, if you use
them, what about rehearsal time as far as pay is concerned:
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FAUST: We have a great variety of musical shows. The small-
est has a five piece orchestra with four vocalists and a girl soloist.
The rehearsal time for that show is a half hour. It is pretty
well pre-planned. It has to be. With the number of shows we do,
all the rehearsals are short. The longest rehearsal we have on
the station is a two hour camera rehearsal for a program on
Wednesday night called Duquesne Showtime. This is a program
budgeted up to $10,000.00 a program. It uses people like Jan
Peerce, Morey Amsterdam, Maureen Cannon, Snookie Lanson,
and people of that calibre. It only gets a two hour rehearsal with
cameras. Incidentally, someone asked about our all night oper-
ation, It's all film.. Our sc