Pcnpzctlvzg on
Radioand W &

Televicion

AN INTRODUCTION
TO BROADCAJTING
IN THE UNITED STATES

F |.¢§|I¢’ Smuﬁh




Perspectives
on Radio and
lelevision

AN INTRODUCTION TO
BROADCASTNG N THE
UNTED STATES

. Leslie Smith

TTTTTTTTTTTTTTTTTTTTTTTTTT

Harper & Row, Publishers
New York  Hagerstown  Philadelphia  San Francisco




Cover photos courtesy of Culver, NBC, UPI, and © Muppets, Inc., 1971, 1978, ®
CTW.

Photo Credits
Page 27: Culver/p. 79: NBC/p. 173: Culver/pp. 229, 291: UP1/p. 399: © Muppets,
Inc., 1971, 1978, ® CTW/p. 461: UPL

Sponsoring Editor: Alan Spiegel

Project Editor:  Brigitte Pelner

Designer: Robert Sugar

Production Manager: Marion A. Palen

Photo Researcher: Myra Schachne

Compositor: American-Stratford Graphic Services, Inc.
Printer and Binder: Halliday Lithograph Corporation
Art Studio: J & R Technical Services, Inc.

Perspectives on Radio and Television:
An Introduction to Broadcasting in the United States

Copyright © 1979 by F. Leslie Smith

All rights reserved. Printed in the United States of America. No part of this book
may be used or reproduced in any manner whatsoever without written permission
except in the case of brief quotations embodied in critical articles and reviews. For
information address Harper & Row, Publishers, Inc., 10 East 53rd Street, New
York, N.Y. 10022.

Library of Congress Cataloging in Publication Data
Smith, F. Leslie, Date —

Perspectives on radio and television.

Includes bibliographies.

1. Broadcasting—United States. 1. Title.
HEB8689.8.563 384.54°0973 78-27443
ISBN 0-06-046309-0




ontents

Preface  xiii

1 Preview
Bibliography &

Part One

Historical Perspective

2 Rise of Radio: To 1928

Stage 1: Radiotelephonic Communication 9

Stage 2: Industrial Developments

14

PATENT PROBLEMS 15 RADIO CORPORATION Of AMERICA 16

Stage 3: Stations 17

Stage 4: Audience—Who Invented Broadcasting?

19

Stage 5: Advertising—Who Invented Commercial Broadcasting? 20

Stage é: Networks 22
THE AT&T "NETWORK" 22

DAVID SARNOFF AND THE NATIONAL BROADCASTING COMPANY 23
COLUMBIA BROADCASTING SYSTEM 24

Stage 7: Regulation 25
Radio on the Verge 27
Bibliography 27

6 Radio’s Golden Age: 1929-1947

Growth 31

AUDIENCE 3] STATIONS 32
Programming 36

PROGRAMS AND PERFORMERS 36
Problems 42
FM Radio 45
After the War 48
Bibliography 50

NETWORKS 33

NEWS 39

RADIO COVERS THE WAR

40

30




iv Contents

4 Rise of Television

Development of Television 52
SIXTH REPORT AND ORDER 56 GROWTH &7 UHF TELEVISION 59
COLOR TELEVISION 6]

Television Programming 63

Radio in the Age of Television 67

1950s: Decade of Fear and Corruption 69

New Brooms 73

Bibliography 76

Part Two

Creative/Informational Perspective

5 Production, Programs, and Performance

Radio Production 81
Television Production 87
ELECTRONIC TELEVISION PRODUCTION 88 FILM PRODUCTION 98
ELECTRONIC PRODUCTION VERSUS FitmM PRODUCTION 103
Programs 104
ENTERTAINMENT 105 INFORMATION 106 spORTS 107
SPECIAL AUDIENCE 107 EDUCATIONAL AND RELIGIOUS 107
On-the-Air 108
Talent 110
Criticism 111
Bibliography 112

b Programming

Radio Programming 115

RADIO STATIONS 116 NETWORKS 120
Television Programming 120

NETWORKS  12] STATIONS 126
Role of Audience Promotion and Publicity 129
Public Broadcast Programming 130

NATIONAL LEVEL 130 LOCAL LEveL 13!
Bibliography 133

52

79

81

114




4

10

News
Nature of News 135

WHAT ARE THE ORIGINS OF NEWS?
WHAT IS NEWS? 138 WHAT IS BROADCAST NEWS? 139
LIMITATIONS AND PROBLEMS OF BROADCAST NEWS 4]

Radio News 143
Television News 146

Other Forms of News Programming

Bibliography 151

Contents

136 WHAT ARE NEWS OUTLETS LIKE? 137

149

Commercials and Other Persuasive Announcements

Types 153
PLACEMENT 154 LENGTH
PAYMENT 159 MEDIUM

155
160

PURPOSE 156 ADVERTISER 158
PRODUCTION 160

PUBLIC BROADCASTING ANNOUNCEMENTS 160

Creativity in Announcements
FORMATS 6] APPEALS
Creation and Production 164
RADIO COMMERCIALS 165
ADVERTISING COUNCIL 166
Criticism 167

Praise 170
Bibliography 171

161
162

APPROACHES 163

TELEVISION COMMERCIALS 166

Part Three

Physical Perspective

Radio Energy
Waves 175

Frequency-Related Characteristics

ELECTROMAGNETIC SPECTRUM

181

180
PROPAGATION 182

MF COVERAGE 185 VHF AND UHF COVERAGE 187

Bibliography 187

Radio Channels

Standard Broadcast Service
INTERFERENCE AND COVERAGE

188
189

CHANNEL AND STATION CLASSIFICATION

191

135

153

173

175

188




Contents

FM Broadcast Service 195
INTERFERENCE AND COVERAGE 195 COMMERCIAL FM:; ORDERLY GROWTH 196
NONCOMMERCIAL EDUCATIONAL FM: CONFUSED PROLIFERATION 198
Modulation 198
SOUND 198 Aaupio 202 AMPLITUDE MODULATION 203
TRANSMISSION AND RECEPTION 206 FREQUENCY MODULATION 207
International Broadcasting 211
Bibliography 213

11 Television Channels 214

Television Broadcast Service 214

Visual Perception 216
LGHT 216 COLOR 216 PERSISTENCE OF VISION 217

Video Signal 217
THE COLOR CAMERA 218 THE CAMERA TUBE 218 SCANNING PATTERN 220
SIGNAL PROCESSING 221

Transmission 221
COLOR SUBCARRIER 222 ACCESSORY SIGNALS 223 aupblo 223
RADIATION 224

Reception 224

Bibliography 227

Part Four

Legal/Ethical Perspective 229

12 Communications Act of 1934 231

Origins and Authority 231

The Law of Broadcasting 232

Status of Broadcasting Under Law 233
Amendments 235

A New Communications Act? 236
Bibliography 239

16 Regulation 240

Federal Communications Commission 240
STATUTORY REQUIREMENTS AND REGULATORY IMPLEMENTATION 241
THE PUBLIC INTEREST 246 NETWORK REGULATION 247
REGULATORY WEAKNESSES 247




14

15

16

Federal Trade Commission 248
ORGANIZATION AND OPERATION 249 FALSE ADVERTISING 250
REGULATORY PROBLEMS 250
Executive, Legislative, and Judicial Branches 251
EXECUTIVE BRANCH  25] CONGRESS 253 FEDERAL COURTS 254
State and Local Governments 254
Cable Regulation 254
Bibliography 255

Broadcasting and the First Amendment

Origins and Purposes of the First Amendment 256
Exceptions to Freedom of Press 257
DEFAMATION 257 RIGHT OF PRIVACY 258 COPYRIGHT 258
FREE PRESS VERSUS FAIR TRIAL 259 PRIOR RESTRAINT 261
ACCESS AND REPORTER'S PRIVILEGE 28] OBSCENITY 262
Exceptions to Freedom of Broadcasting 263
EXCEPTIONS BY LAW AND REGULATION 263 SECTION 315 263
FCC CONCERN WITH PROGRAMMING 264 FAIRNESS DOCTRINE 268
INDECENCY 271
First Amendment for Whom? 272
Bibliography 276

Ethics and Self-Regulation
Ethical Considerations 277
MORAL OBLIGATIONS 278 ETHICS OF FULFILLING REQUIREMENTS 280
“ETHICAL" DEFINED 280 THE ETHICAL BROADCASTER 280
THE UNETHICAL BROADCASTER 28] UNETHICAL BUSINESS PRACTICES 282
PROGRAM PRACTICES UNDER QUESTION 283
Self-Regulation 285
NAB CODES 285 OTHER VEHICLES FOR SELF-REGULATION 288
Bibliography 290

Part Five

Economic Perspective

Sales and Advertising

Advertising 293
PROS AND CONS 296

Contents vi

256

277

291

293




17

16

10

Contents

Advertisers and Agencies 299
ADVERTISING AGENCIES 300 TARGET AUDIENCES 301
Station Time Sales 303
STATION SALES sTAFF 303 TOOLS FOR SELLING 304
ART OF BROADCAST SALES 304
National Advertising Representative 306
Selling Network Time 308
Public Broadcasting Sales 309
Bibliography 310

Rates and Ratings

The Rate Card 311
OFF THE CARD 316 NETWORK RATE CARDS 316
Ratings 316
BASIC CONCEPTS 317 THE SAMPLE 317 RATINGS AND SHARES 319
PROJECTION AND SAMPLING ERROR 320 DATA GATHERING 322
RATINGS ORGANIZATIONS 325 POLICING AND PROBLEMS 333
Bibliography 335

Local Stations

The Licensee 338
PATTERNS OF OWNERSHIP 338 LIMITATIONS ON OWNERSHIP 338
CHANGE OF OWNERSHIP OR CONTROL 340
PUBLIC BROADCASTING OWNERSHIP  34]

Profit and Loss 342

Station Organization 348
PHYSICAL PLANT REQUIREMENTS: RADIO STATIONS 348
PHYSICAL PLANT REQUIREMENTS: TELEVISION STATIONS 350
PERSONNEL 353

Small Stations and Large Stations 356
BROADCASTING UNIONS 357

Trade Associations 358

Bibliography 360

Networks

Concept of Chain Broadcasting 362
NETWORKS AND NONNETWORKS 363
FUNCTIONS AND PURPOSES OF NETWORKING 364
DISTRIBUTION 365

Profit and Loss in National Networking 367

3

337

362




20

21

22

Contents ix

Scope of Commercial Networking 368
THE THREE MAJOR NETWORKS 368
INDEPENDENT NATIONAL NETWORKS AND NEWS SERVICES 372
REGIONAL NETWORKS 375

Noncommercial Networks 378

Criticisms of the Network System 379

Bibliography 383

Careers in Broadcasting 384

Career Opportunities 384
TYPES OF JOBS 385 SPECIAL NOTE ON SALES 385 OTHER AREAS 386
WHY RADIO-TV? 386 ATTITUDES: THEIRS AND YOURS 387
AVAILABILITY OF JOBS 387 PAY AND ADVANCEMENT 387

Career Patterns 388

Career Preparation 389

The First Job 394

Bibliography 396

qut Qix

Comparative Perspective 399

Pay Television: Three Forms 401

Cable Television 40] .
ADDITIONAL SERVICES 403~ TWO-WAY CABLE AND THE WIRED NATION 405
BROADCASTERS AND CATY 407 FCC, THE COURTS, AND CATV 408
stump 470 PAY CABLE AND RECOVERY 410 staTus 411

Subscription Television 414
HISTORY 414 OPPOSITION 415 STV RULES 415 sTatus 415

Subscription Cable 416

Competition 416

Bibliography 419

Radio and Television: Other Forms, Other Uses 421

Over-the-Air 42}
INSTRUCTIONAL BROADCASTING  42] CITIZENS BAND RADIO 422
HIGHWAY RADIO 423

Closed Circuit 424
CLOSED CIRCUIT TELEVISION 424 COMMERCIAL SYSTEMS 427
PEOPLE'S TELEVISION 428




23

24

25

26

Contents

Additional Applications 429
Bibliography 434

Print, Film, and Other Nonelectronic Media 436
Print 436

BOOKS 436 NEWSPAPERS 438 MAGAZINES 440
Film 442

HISTORY 442 CHANGING ECONOMICS 442 STATUS 444
Other Media 444
Blurring Boundaries 446
Bibliography 447

Foreign Radio and Television 449

National Systems: Four Examples 450
UNITED KINGDOM 451 UssrR 452 INDIA 453 THE NETHERLANDS 454
International Broadcasting Organizations 455
U.S. Broadcasting as Competition 456
Competition to U.S. Broadcasting 458
Bibliography 459

Part Seven

Sociopsychological Perspective 461

Factors in Effectiveness 463

You 464

PERSONALITY 465
Interpersonal Relations 466
Conditions of Reception 467
Medium 467
Message 468
Communicator 468

Effects 469

Modification of Attitudes and Values 469
CANALIZATION 470 MONOPOLIZATION 470




27

Contents

Effects on Individuals 470
VIOLENCE 470 CHILDREN 471 SEXUAL MATERIAL 472
LIFE PATTERNS 473 INACTIVITY, WITHDRAWAL, AND ESCAPE 473
Effects on Society 474
CULTURE, STYLE, AND TASTE 474 poLTICS 475 SOCIAL CHANGE 476
long-Range Effects 477
Bibliography 479

Research and Theory

Research 480
METHODS 480 SCIENTIFIC RESEARCH 482 HISTORY 483
Theory 483
INTERVENING VARIABLES 484
NATURE OF COMMUNICATION THEORY: AN EXTENDED EXAMPLE 484
THEORIES OF MASS COMMUNICATION 486
Other Approaches 489
Bibliography 492

Index 493

xi

480







Preface

I wrote this book with three primary aims: (1) to describe the field of broad-
casting in the United States (2) in a manner the reader could grasp (and,
hopefully, enjoy!) and (3) in a form the classroom teacher could use. In work-
ing toward the first aim, I found that the scope of the book would have to be
broad. After all, broadcasting is a field that covers areas as diverse as show
business and physics, sales and social psychology. And if the reader were to get
a complete picture of the field, it seemed to me the book would have to in-
clude not only the usual main areas, but also information on subjects such as
ethics in broadcasting, careers in broadcasting, and present and potential
rivals to broadcasting—print, film, CB radio, home video recorders, video
games, and so on.

As to the second aim, both the beginning radio-television major and the
nonmajor elective student should find content easy to understand at first
reading. Terms are defined as they occur in the text, and footnotes in each
chapter refer to other chapters that contain additional information on the
subject under discussion. A short, selective, annotated bibliography follows
most chapters.

Finally, the book was written to adapt to most teaching situations. It is an
integrated whole, and an instructor teaching a survey of broadcasting course
for the first time may wish to rely on the text heavily and to use it straight
through, as written. On the other hand, the book is divided into logical chap-
ter divisions by subject matter. Each chapter stands by itself. An experienced
instructor will probably tailor use of the book and should be able to do so by
assigning (or not assigning) whole chapters.

I solicit comments from you, the reader—student, instructor, broadcaster,
interested member of the public. Please write directly to me or the publisher
and describe what you like or do not like about the book, what you think its
strong and weak points are, what errors you find, what you had trouble un-
derstanding, and—most importantly—what you think could be done to im-
prove future editions.

Acknowledgments

A good portion of the credit for this book belongs to my students. I know it is a
cliché, but it is true: My students have taught me a great deal. Two individu-
als who also share credit are Cindy Smith and Jan Parten. Cindy proofread

xiii




xiv

Preface

copy; made suggestions for additions, deletions, and rewrites; and prepared
rough drafts for illustrations. Without her help and encouragement, you
would not be holding this volume in your hand today. Jan Parten converted
my illegible, neurotic handwritten scrawl into a typed rough draft, so that I
could read what I had written. She also typed the final draft that went to the
publisher. And she did it so well and for so little money that T am forever
spoiled for manuscript typing. I must thank Bill Jacquot for reducing my
teaching load and for keeping me off faculty committees; Sharon Evans for
performing time-consuming, but necessary research; and Lee Ann McChris-
tian for typing many, many letters.

Finally, thanks to my colleagues in radio/television/film (especially Ed
Glick) and my other friends at North Texas State, in the Denton community,
and elsewhere who have encouraged me and endured my even more irascible-
than-usual behavior over the last two years while this book was in prepara-
tion. Responsibility for any problems, weaknesses, or inadequacies herein fall,
of course, solely on the author.

F. Leslie Smith




Preview

Why study broadcasting?
One reason is that we spend so much of our lives with it.

Based on A. C. Nielsen Company statistics, Americans viewed enough
television in 1977 to average 6 hours and 10 minutes per day for each
home in the United States. That time represents 38.5 percent, nearly 2 out
of every 5 minutes, of a family’s waking hours.

There are an estimated 425 million radio sets in this country, nearly two
for each man, woman, and child. Over 75 percent of all adults listen to
radio every day, over 96 percent every week.

Surely any two media with which so many people spend so many hours de-
serve serious and close examination. They are major factors in our lives be-
cause, if for no other reason, they take up so much of our time.

But if television viewing time and radio ownership figures are not enough
to justify study, the advertising costs should be.

A 30-second commercial on prime-time network television costs an adver-
tiser, on the average, $50,000, the highest rate is at least $130,000. This is
Just for air time. It does not include the cost of making the commercial.

About 102 million people watched the 1978 Super Bowl game on televi-
sion; one minute of air time cost advertisers up to $344,000 or $5,733.34
per second.
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CHAPTER 1
PERCENT OF TV HOUSEHOLDS USING TELEVISION
Nielsen estimates
total U.S.
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Figure 1-1. Average Daily Home Television Viewing. Television viewing levels in-
crease gradually through the day. They climb sharply starting about 5:00 p.M. as
people arrive home from work, peak between 8:00 and 10:00 p.m., then drop rap-
idly at bedtime. During the winter, when many people stay indoors a good part of
the time, viewing- levels are high. In summer, more persons go out and viewing
levels are lower, particularly in late afternoon and early evening.

SQURCE: Nielsen Television 1977 (Northbrook, lll., A. C. Nielsen Co., 1977), p. 7. Used by permission.

In 1977 one company alone, Procter and Gamble, put $349,875,900 into
network and spot television* advertising. This figure, of course, does not
include the money Procter and Gamble may have spent for radio
advertising.

There is still much discussion about the exact nature and extent of broadcast-
ing’s persuasiveness. But the above figures represent calculated judgments in
dollars-and-cents terms that broadcasting can be used persuasively—persua-
sively enough so that the returns justify the high costs of broadcast
advertising.

And then there is news—information about the world around us, on the
basis of which we vote, buy, sell, eat, play, work.

* Spot television means commercials placed by national and regional advertisers
on local stations.
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Based on a study by the Roper Organization for the Television Informa-
tion Office, 64 percent of the U.S. public gets most of its news from televi-
sion, 19 percent from radio, either alone or along with other sources.

Based on the same study, 51 percent say television is the most believable
source of news.

While some people may not like it, may even try to ignore it physically
and intellectually, the facts are there: broadcasting s, and it is a great deal for
a great many. Its size, its nature, its pervasiveness, its ubiquity—all indicate
the necessity for studying broadcasting. The important question then is What
is broadcasting? And that is where this book fits in.

What is broadcasting? The question is not only important, it is also com-
plex, even for a book with 27 chapters in 492 pages. Thus this question—
What is broadcasting?—has been broken down into a number of smaller
questions—How did radio and television come about? What are their mes-
sages; how are these messages formed? How do they send the messages?
Within what kind of legal and ethical framework do they operate? How do
they generate the revenues that allow them to exist? How do they compare
with other media of mass communication? What relationships exist among
broadcasting, individuals, groups, and society? Each of these smaller ques-

70

News source in percent
N w N @ o)
S S o S o
T T I T T

-
o
I

0 | | | | |
Television Newspapers Radio Magazines People

Figure 1-2. Source of Most News. In a late 1976 nationwide survey of persons

aged 18 and older, 64 percent of the sample (2000 persons) mentioned television

as a source of most news—a full 15 percentage points higher than the next most

frequently mentioned source, newspapers. Television has led all other media in

these biennial surveys since 1963.

SOURCE: The Roper Organization, Changing Public Attitudes Toward Television and Other Mass Media
(New York: Television Information Office, 1977), p. 3. Used by permission.
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Figure 1-3. The Relative Credibility of Media, Nov. 1976. Television has led as the
most believable news medium since 1961. By 1974, television led newspapers by
a margin of over 2.5 to 1. This 1976 survey showed almost the same margin.

SOURCE: The Roper Organization, Changing Public Attitudes Toward Television and Other Mass Media
{New York: Television Information Office, 1977), p. 4. Used by permission.

tions represents a different way of looking at, or perspective on, broadcasting.

This book is written to answer these questions and thus the title, Perspec-
tives on Radio and Television. The seven main sections each reflect a different
perspective: historical, creative/informational, physical, legal/ethical, eco-
nomic, competitive, and sociopsychological. Each perspective is further bro-
ken down into a number of different major topics, the chapters within each
section.

The purpose of this book is to survey the complex and interesting field of
radio and television. It aims at breadth and includes as many of the varied
aspects of the field as possible. Additionally, the content is descriptive and the-
oretical; for example, it describes the broadcast production process but does
not tell how to produce, direct, announce, and write copy.

Used in a one-semester freshman or sophomore level college course, the
book can be easily divided into seven main units of study, with about two
chapters per week. Yet, within the confines of one volume, breadth is achieved
at the expense of depth. In the college curriculum, depth will come from suc-
ceeding courses in radio and television—law and regulation, production, soci-
ology of mass communication, and so on. But for the general reader, for the
student from another field taking “survey of broadcasting” as an elective
course, and for the intellectually curious broadcasting student, a short bibliog-
raphy has been placed at the end of each chapter. The bibliography lists
books and articles that discuss in depth the topics covered in the chapters.

Finally, a word concerning writing style. Most of us have probably experi-
enced the disappointment of beginning to read a book, only to find that an
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abstruse, formal, and thoroughly tedious writing style prevented us from en-
joying or even grasping the subject. In Perspectives on Radio and Television, the
attempt is made to avoid this barrier. The style is informal, and its function is
primarily to describe and explain as completely and simply as possible.
Broadcasting is an intrinsically interesting subject; hopefully, it will emerge
that way from the pages of this book.

Bibliography

The periodical of record for the trade aspects of radio and television is, without
doubt, Broadcasting, a weekly magazine from Broadcasting Publications, Inc., 1735
DeSales Street, N.-W., Washington, D.C. 20036. The same publisher issues the
Broadeasting Yearbook, annually. This catalog contains a wealth of information: a
short history and status report on broadcasting, important FCC broadcasting rules,
state-by-state listings of each broadcast station, its description and its staff, and
dozens of other directories of various people and organizations involved in radio
and television. Compare the Yearbook to Television Factbook (Washington, D.C.: Tele-
vision Digest, annual), and Spot Radio Small Markets Edition, Spot Radio Rates and Data,
and Spot Television Rates and Data (Skokie, Ill.: Standard Rates and Data, semian-
nual, bimonthly, monthly). U.S. population figures, spot television advertising fig-
ures, radio and television set ownership, and much more information is also
available in U.S. Department of Commerce, Statistical Abstracts of the United States
(Washington, D.C.: GPO, annual). An influential report of a biennial survey of
what people think of television, especially as a medium of information dissemina-
tion, is The Roper Organization, Changing Public Attitudes toward Television and Other
Media: 1959-1976 (New York: Television Information Office, 1977).







Historical Perspective




To understand broadcasting as it is today, we have to look back to
see just how we got from there to here—the chain of haphazard
events that brought us from Hertz to Hawaii Five-O, from Fessenden
to the Fonz. Our perspective in this section is historical, and the
three chapters answer the question, '"How did it all happen?”




Rise of Radio: To1Q28

In an age of scientifically preplanned, computer-assisted, systems-oriented
marketing strategies, it is easy to lose sight of the fact that broadcasting was
not developed to meet the needs of a consumer audience. No one sat down one
evening to design radio broadcasting. Radio’s history and prehistory unfolded
in at least seven major stages before all parts of the foundation on which
American commercial broadcasting is built were in place: radiotelephonic
communication; industrial firms with interests in communications; broadcast
stations; the audience; advertising as financial support; the networks; and
comprehensive federal regulation. All these developed over a period of time
through trial and error, often by sheer accident.

The appropriate model for development of broadcasting, then, is not
Athena who sprang full grown from the head of Zeus, but Topsy who just
“grow’d.” In this chapter we shall study the story of this electronic waif, now
middle-aged and wealthy, by examining each of the seven stages in her devel-
opment. Then we shall look at her as she existed in 1928, on the verge of be-
coming rich, famous, and glamorous at nine years old.

Stage 1. Radiotelephonic Communication

The first stage in the development of broadcasting was achievement of radio-
telephony—transmission and reception of sound via radio waves. Like broad-
casting itself, radiotelephony is not one device, unique unto itself, but rather

9



Historical Perspective PART ONE

the combination of a series of discoveries and inventions. Electricity, telegra-
phy, telephony, wireless telegraphy—all these had to evolve before sound
could travel by radio waves.

Scientific interest and research in electricity began in earnest during the
Renaissance and reached its peak in the eighteenth and early nineteenth cen-
turies. Priestly, Volta, Ampere, Ohm, Faraday, Henry, and others made vital
contributions in defining, explaining, and harnessing electric power. In the
1880s, Thomas Edison began to wire New York City, the first step in what
would become the electrification of America.

The idea of telegraphy—relaying messages from one point to another—
had been around since before the birth of Christ. Various forms of visual sig-
naling devices had been used down through the years. But all these methods
were cumbersome, time-consuming, and subject to problems from fog and
human error. In the nineteenth century, however, a number of persons
worked on a totally different idea—development of an electrical telegraph. It
was an American, Samuel F. B. Morse, who first succeeded. Morse had
worked on his electromagnetic telegraph system for more than a decade when
he finally patented it on October 13, 1843. Basically a simple device, it used
electrical wire with electromagnetic-equipped clicking keys* at both ends and
two electrical signals: current and no-current. The length of these two signals
was varied to produce either dot clicks or dash clicks, and combinations of
these dots and dashes represented letters of the alphabet. Even today this is
called the Morse Code. Congress appropriated $30,000 to Morse to construct
an experimental electrical telegraph line between Washington, D.C. and Bal-
timore. In May 1844, the words, “What hath God wrought!” were transmit-
ted as the first message. The experiment was successful; a message had been
sent via electricity,

Thirty-two years later electricity was used to send voice communication
by wire. Alexander Graham Bell filed formal application to patent his tele-
phone on March 7, 1876. Three days later, Bell operated his telephone suc-
cessfully for the first time.

In the meantime, a series of scientific discoveries had begun that would
lead eventually to wireless telegraphy. Beginning in 1864, James Clerk Max-
well wrote a series of theoretical papers showing that energy passed through
space in the form of waves traveling at the speed of light. He said that light
waves were electromagnetic, but there were probably other electromagnetic
waves, too, differing in length from those of light and hence not visible. In
other words, Clerk Maxwell was predicting the existence of something that
could not be seen, felt, heard, or smelled, something that we call today radio
waves. In 1887, the young German scientist Henrich Hertz, demonstrated

* The original Morse telegraph printed code on paper tape. As the U.S. tele-
graph systemn began developing, however, the industry adopted the hand-operated
key, requiring the operator to transmit by hand and to receive by ear, simulta-
neously listening to and interpreting the click code.
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Figure 2-1. Hertz's Device. The wires led to a power source. The power source
caused electrical sparks to oscillate between the two metal balls. These sparks sent
out waves of high frequency alternating current. The waves hit a metal screen which
reflected them. When properly positioned between the spark gap and the metal
screen, an open copper wire loop would spark in resonance with the metal balls.

their existence. He constructed a crude device consisting of two coils or hoops
of wire, one of which was an oscillator—that is, a device that produced radio
waves (see Chapter 10). He found that the oscillating coil excited electrical
current in the other coil. He moved the two coils farther and farther apart; his
results were the same. This was the first transmission and reception of radio
waves. Hertz had proved Clerk Maxwell correct. Others began experimenting
with Hertzian waves as they came to be called.

Scientists had predicted wireless telegraphy for years, and in the 1880s a
number of American and English scientists actually developea some crude
devices to that end. Most, however, were based on electrical induction* and
thus limited in range. Interestingly, no one had thought of using Hertzian
waves to carry intelligence, and thus transmission and reception of these
waves remained a laboratory stunt, pure science. It took a nonscientist to
bring all the elements together. Guglielmo Marconi, son of a wealthy Italian
father and an Irish mother, put together Hertz’s oscillating coil, a Morse tele-
graph key, a coherer (a radio wave detection device), and grounded transmit-
ting and receiving antennae of his own design. In 1895, at the age of 21,
Marconi succeeded in sending a message over a distance of one and a quarter
miles via electricity, without wires.

The final step, of course, was to combine wireless transmission and recep-
tion with voice. Reginald Fessenden, an American, felt that a high frequency
generator was needed to transmit speech, and so he contracted with General

* When a conductor (a substance capable of carrying current, such as copper
wire) carries voltage (i.e., a current), a magnetic field is built up around it. When a
second conductor is moved through this field, a voltage is induced in it. This is
known as “induction.”




Photograph caurtesy of GEC-Marconi Electronics Inc. Used by permission.

Figure 2-2. The young Marconi photographed shortly after his arrival in England in 1896, with his appara-
tus for ‘‘telegraphy without wires.”’

Electric (GE) to have one designed and built. GE turned the job over to a new
employee, a recent Swedish emigrant, Ernst F. W. Alexanderson. Alexander-
son built the great 50,000-cycle machine, and it was shipped to Fessenden’s
wireless station at Brant Rock on the Massachusetts coast. Combining the
generator with a telephone and his recently patented high frequency arc, Fes-
senden made the first wireless voice transmission on Christmas Eve, 1906.
Momentous as Fessenden’s achievement was, his technology was eclipsed
Jjust one week later. On December 31, 1908, another American scientist trans-
mitted and received code via radio waves from one side of his laboratory to
the other. The scientist was Dr. Lee De Forest, and his method of reception
was based on his invention, the Audion—immediate forerunner of the triode
vacuum tube, ancestor of the transistor. The Audion’s pedigree actually dated
from 1879 when Edison invented the electric light bulb. Four years later,
Edison noted that if a metallic plate were put in a bulb along with the light
filament, current would flow from the filament to the plate. No immediate
practical application was seen for this “Edison effect,” although later James
A. Fleming, a fellow worker of Marconi, used it to develop the two-element
Fleming valve (tube) in improving wireless communication. What De Forest
did, however, was to insert in the bulb, between the filament and the plate, a

12
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Figure 2-3. Development of the Audion. (a) In 1883, Edison noted that current flowed from the hot filament
to a plate inside the bulb. (b) Fleming connected the plate to an antenna, and the incoming waves made the
plate alternate rapidly from positive to negative. Thus it alternately attracted and repetled current from the
filament and reproduced the incoming radio signals as DC current in the earphones. (c) De Forest intro-
duced a grid between the plate and filament. The weak current from the antenna went to the grid and con-
trolled the higher voltage that passed from the filament to plate.

third element, a tiny gridwork of fine wire. The grid carried a weak electric
current. By varying the minute charge on the grid, he also varied the higher
voltage current that flowed through it from the filament, or positive element,
to the plate, or negative element. In other words, the Audion could take a
weak electrical signal and magnify it. Put multiple Audions in tandem and
you got increased amplification.*

The invention of the Audion launched the electronic age, the second in-
dustrial revolution, and thus the full implication of the Audion extends far be-
yond the realm of wireless transmission. But for our purposes, in one stroke De
Forest had developed a device that would eventually perform all four basic
operations of radiotelephony—generation, modulation, detection, and ampli-

* De Forest’s 1906 experiment utilized the Audion for detection, but early Audi-
ons failed to amplify. In 1912, De Forest connected three Audions in cascade and
obtained amplification. Soon after he discovered the Audion could also act as an os-
cillator to generate radio waves.




14 Historical Perspective PART ONE

fication. There would be further refinements in equipment and circuitry for
transmission and reception, but at this point, all the basic devices necessary
for broadcasting had been developed.

Stage 2: Industrial Developments

In addition to their importance from a technological standpoint, the devices
and discoveries described above also led to the formation of certain corporate
entities. American Telephone and Telegraph, General Electric, Westinghouse
Electric and Manufacturing Company, Marconi Telegraph Company of
America, and Radio Corporation of America—these were the companies that
would play significant roles in the development of broadcasting.

In July 1877, Alexander Graham Bell and six close associates formed the
Bell Telephone Company. Hard pressed for money, Bell and his partners ap-
pealed to certain Boston merchants and financiers. These men supplied the
money, but by March 1879, they had also gained control of the Bell patents.
The company name changed to National Bell Telephone Company, then to
American Bell Telephone Company, however, it was no longer Bell’s com-
pany. By 1881, there were some 71,000 telephones in the United States. The
next year American Bell purchased one of its manufacturing rivals, the West-
ern Electric Company. In 1885, the company formed a subsidiary, the
American Telephone and Telegraph Company (AT&T), to build and oper-
ate its increasingly important long distance telephone lines. In 1900, AT&T
became the parent company.

In October 1878, Thomas A. Edison was well on his way to development
of the incandescent light. He persuaded a syndicate of financiers to under-
write his research. They formed the Edison Electric Light Company. In 1888,
the growing company was reorganized as the Edison General Electric Com-
pany, and in 1892 it combined with the Thomson-Houston companies to be-
come the General Electric Company (GE). The new company dropped most
of the Edison management people, and Edison himself sold his stock and re-
signed as a director. During World War I, GE did wireless research and devel-
opment work for the United States and the Allies.

In 1869, George Westinghouse received the first of more than 100 patents
on a railway air brake and formed the Westinghouse Air Brake Company.
Eventually, his interests led him to the problem of electrical power. Largely
through Westinghouse’s efforts, the United States adopted alternating current
(AQC) as its primary home power source, rather than direct current (DC). In
1886, he founded the Westinghouse Electric Company. Three years later the
company’s name was changed to Westinghouse Electric and Manufacturing
Company. In 1907, a financial panic caused George Westinghouse to lose
control of the company, and by 1911 he had severed all connections with the
company that bore his name.
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The Westinghouse Company got involved in radio early in World War I
when the British government contracted with Westinghouse to do research in
wireless transmission. After the United States entered the war, Westinghouse
began manufacturing wireless equipment for the armed services.

Guglielmo Marconi offered the wireless telegraph to the government of his
native Italy. The Italian government, however, had no wish to take up his
offer, so in 1896, Marconi went to England and patented his device. In 1897,
the Wireless Telegraph and Signal Company was formed to promote the
Marconi wireless apparatus. Three years later the name was changed to Mar-
coni’s Wireless Telegraph Company. The Marconi Wireless Telegraph Com-
pany of America, also called American Marconi, was formed to further
Marconi interests in the United States. The British Marconi firm owned con-
trolling interest in American Marconi.

After De Forest developed the Audion and conducted its first successful lab-
oratory tests in wireless voice transmission, he formed the De Forest Radio
Telephone Company. De Forest began conducting more tests over wider dis-
tances: he equipped a fleet of 24 ships in the U.S. Navy for its cruise around
the world; he transmitted phonograph records of music from the Eiffel Tower
in Paris and was heard all over Europe; he transmitted performances from the
stage of the Metropolitan Opera.

Meanwhile, it had become apparent to AT&T that coast-to-coast long
distance telephony would not be possible without a “repeater”—telephone
terminology for an amplifier. Repeaters used three-element tubes. Irving
Langmuir, a GE scientist, had greatly improved the Audion by expelling all
gases from the bulb, thus creating the vacuum tube. Harold D. Arnold of
AT&T had also made improvements. However, it was De Forest’s patent—
first to involve the third element—that was essential. But De Forest was fight-
ing a court battle. He had been arrested in 1912 on a charge of using the mails
to defraud by selling stock in his company. He was acquitted in December
1913; however, the previous summer, needing money, he had sold his patent
rights on the Audion to AT&T for $50,000. With this patent, the telephone
company was able to stretch its long distance reach to the West Coast in 1914
and, soon after, overseas.

At this point a number of different companies owned a number of differ-
ent patents that collectively were vital to further development of wireless
transmission, but individually these companies were blocking this same devel-
opment. Almost any attempt to build or use equipment for commercial pur-
poses was an infringement on a number of different patents. For example,
suppose a vacuum tube were used: the vacuum tube involved patents on de-
vices and improvements developed by Fleming for Marconi; by De Forest, but
now owned by AT&T; by Arnold for AT&T; by Langmuir for GE; and by
others. The United Wireless Company, for a time the most extensive Ameri-
can company in wireless telegraphy, was caught in the patent bind. Found
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guilty in the courts of infringing on Marconi patents, United was so weakened
that American Marconi was able to absorb United, thus attaining a monop-
oly on radio communications in the United States.

When the United States entered World War 1, the government closed
down all civilian wireless stations and ordered patents to be pooled. This al-
lowed war contractors—including Westinghouse, GE, and Western Elec-
tric—to manufacture tubes and circuits for military radios without regard to
patent infringement. As a result, vast improvements were made in wireless
equipment. But when the war ended, so did the government-enforced patent
pool. No one company could manufacture and market the improved equip-
ment because it would infringe on the patents of others. The termination of
war contracts also caused problems. Westinghouse, for example, had made
great progress in the development of wireless transmitters and receivers and
had geared up for their production to supply military needs. Now there was
no stable market for this equipment. GE had been turning out expensive
equipment such as the Alexanderson alternator; without government con-
tracts GE would be obliged to dismiss many skilled employees.

The sudden end of World War I in 1918 left the U.S. government still in
control of the nation’s wireless communications facilities. The Alexander Bill,
introduced in Congress in November, would have perpetuated government
monopoly of radio. The U.S. Navy favored the bill, but it was bitterly op-
posed by civilian wireless interests and was voted down in committee, reaf-
firming the principle of private ownership of electronic communications
facilities.

It was about this time that British Marconi tried to buy exclusive rights to the
Alexanderson alternator from GE. Supposedly the firm’s offer touched off two
trains of thought in the administration of President Woodrow Wilson: first, if
British Marconi possessed the alternator, Great Britain would be able to es-
tablish a worldwide monopoly in wireless communications; second, national
security demanded that no foreign-controlled corporation be permitted to
dominate U.S. wireless communications. Therefore two ranking U.S. Navy of-
ficers visited GE and requested that the company not sell its alternator pat-
ents to British Marconi. It was also suggested that GE sponsor organization of
a powerful American wireless communications organization.

Owen D. Young, general counsel of GE, proceeded to set up the new firm,
Radio Corporation of America (RCA). American Marconi stock was pur-
chased from the British firm, and in November 1919, all assets, patents, and
good will of American Marconi were transferred to RCA. Individuals who
held stock in American Marconi received shares of RCA. Young became
chairman of the board; Edward J. Nally of American Marconi became presi-
dent. But the formation of RCA was only part of the plan. The major cor-
porations holding patents in wireless devices began to enter into a series of
agreements, with RCA serving as the enabling vehicle. Some of these agree-




CHAPTER 2 Rise of Radio: To 1928 17
TABLE 2.1
Outstanding or Authorized Stock of RCA—Spring 1921
PREFERRED STOCK COMMON STOCK TOTAL STOCK
Shareholders Shares (%) Shares (%) Shares (%)
General Electric 620,800 157 2,364,826 1.3 2,985,626 308
Westinghouse and The International
Radio Telegraph Company 1,000,000° 253 1,000,000 17.5 2,000,000 201
American Telephone & Telegraph Co. 500,000 127 500,000 87 1,000,000 10.3
United Fruit Company 200,000 5.1 200,000 35 400,000 4]
Others 1,635,174 1.3 1,667,174 21 3,302,348 341
Totals 3,955,974 100.0° 5,732,000 100.0° 9,687,974 100.0°

SOURCE: Gleason L. Archer, Big Business and Radio (New York: American Historical Co., 1939), p. 8.
%To be issued.
Totals may not add up to exactly 100.0 percent because the figures are rounded out.

ments involved cross-licensing or patent pooling, GE, RCA, AT&T, and
Western Electric pooled their various wireless patents. In return, GE and
AT&T received stock in RCA. Later, Westinghouse acquired the Armstrong
and Fessenden patents; these were put into the pool, and Westinghouse re-
ceived RCA stock. Finally, the United Fruit Company, the Wireless Specialty
Apparatus Company, and the Tropical Radio Telegraph Company put their
wireless assets in the pool, for which United Fruit received RCA stock.

These agreements were not limited to patents alone. Under agreement
provisions, GE and Westinghouse had the exclusive rights to use the pool pat-
ents to manufacture receivers and RCA would sell large percentages of them.
AT&T was to control all toll radiotelephonic communication including the
exclusive rights to manufacture radio transmitters for sale or lease to others.
Also AT&T and Western Electric could now use pool patents in telephone
equipment. GE and Westinghouse could make transmitters for themselves but
not for others. This series of agreements linked the corporations into two
groups—the Telephone Group, consisting of AT&T and Western Electric;
and the Radio Group, consisting of all other parties.

Thus the great corporations had pooled their patents and divided the
communications world among themselves. All eventualities had been foreseen
and provided for—except one. It arose even as the agreements were being
drawn up, and it rendered them all but worthless. It was called
“broadcasting.”

Stage 3: Stations

Frank Conrad worked as a chief technician at the East Pittsburgh Westing-
house plant. Conrad was also an amateur radio enthusiast and had a receiver
and transmitter, licensed as 8XK, in the garage of his Wilkinsburg, Pennsyl-
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vania, home. In spring 1920, Conrad began playing phonograph records while
transmitting. He soon started receiving mail requests to play specific records
at specific times.

Conrad tried to comply with the requests, but the mail became so heavy
that he finally announced he would transmit music for two hours, each
Wednesday and Saturday evening at 7:30. His two sons added live vocal and
instrumental talent. As the summer wore on, the Conrads began transmitting
every evening, and the popularity of their concerts continued to grow. Several
local newspaper articles mentioned the concerts. On September 29, 1920, the
Pittsburgh Sun carried an advertisement for a local department store, noting
that receiving sets for those who wished to listen to the Conrad radio concerts
were available for purchase in the store’s west basement.

This advertisement came to the attention of Harry P. Davis, a Westing-
house vice-president. The audience for Conrad’s transmissions had been peo-
ple who had the technical knowledge to put together their own receivers. But,
reasoned Davis, the concerts would probably be popular with almost every-
one, if there were simple-to-operate receivers, complete in one unit. Westing-
house had developed and manufactured just such receivers during the war.
The company could probably develop a civilian market for these receivers,
concluded Davis, if it were to operate a radio station that would supply pro-
grams on a regular schedule announced in advance.

The very next day Davis called in Conrad and a few others, told them his
idea, and said he wanted a Westinghouse radio station ready for the Novem-
ber 2 presidential election. Conrad and his crew began installing a transmitter
in a shack on top of the East Pittsburgh Westinghouse plant. They strung a
wire antenna between a steel pole on the roof and a nearby smokestack. The
U.S. Department of Commerce licensed* the station to operate on 360 meters
(about 833.3 kHz") and awarded it the call letters KDKA. On the night of the
election, returns were telephoned to the station from offices of the Pittsburgh
Post. A recruit from the plant’s public information office read them over the
air. Between returns, the microphone was pushed up to the horn of a hand-
wound phonograph. Conrad was in his garage in Wilkinsburg, ready to as-
sume transmission duties with 8XK in case of problems with the hastily in-
stalled KDKA transmitter. But KDKA stayed on the air. Warren G. Harding
won the election over James M. Cox, and broadcasting was on its way.

* The Westinghouse transmitter was licensed as a “limited commercial station.”
The Commerce Department began licensing broadcast stations on a regular basis in
1921.

t See Chapter 9 for an explanation of wavelength and frequency. The letters
kHz are an abbreviation for kilohertz, meaning “thousand cycles per second”’; MHz
for megahertz, “million cycles per second.”
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Stage 4: Audience—Who Invented Broadcasting?

KDKA was not necessarily the first broadcasting station. KCBS, San Fran-
cisco (formerly KQW, San Jose, California), WHA, Madison, Wisconsin,
WW], Detroit, and probably others—all have some claim to being the first.
But KDKA was certainly one of the first. And its story typifies what happened
elsewhere around the country: technically minded tinkerers built transmitters
and found themselves programming on a regular basis. To whom were they
programming? Certainly their audience consisted in part of others like them-

Photograph courtesy of KCBS. Used by permission.

Figure 2-4. KQW in about 1913. KQW, San Jose, California, was the forerunner of KCBS, San Francisco.
In the doorway is KQW founder and operator, Charles Herrold. Others pictured are (left to right) Kenneth
Saunders, E. A. Portal, and Frank Schmidt.
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selves—people engaged in amateur radio transmission. But another type of
radio hobbiest was also in the audience. This hobbiest, the spiritual ancestor
of today’s short wave listener, was interested in reception—how many stations
could be received, from how far away could stations he received, and so on.
For the most part, these hobbiests had to be content with listening in on the
conversations of others, often in Morse Code. Naturally, these early listeners
responded enthusiastically when Conrad and others began transmitting voice
and music. The content seemed aimed at the listeners, elevating their status
from eavesdroppers to audience. As mail came in from listeners, the pioneer
radio station operators responded by setting up regular schedules of transmis-
sions, programming for a general audience. It was at this point that radio
ceased being just point-to-point communication and broadcasting was born.
Who invented broadcasting? As much as anyone could be said to have “in-
vented” it, the audience did.

As the months passed, the early stations experimented with program
types. They broadcast the first sports play-by-play, the first radio plays, the
first religious services, and so on. The number of broadcast stations began to
increase. The Department of Commerce had issued 30 licenses by the end of
1920. In 1921, the department issued 28 more licenses. But in 1922 the rush
began, and by the end of July, 430 more licenses were issued. On the other
hand, a high percentage of these stations were short-lived; they had no means
of self-support.

Stage 5: Advertising—Who Invented Commercial
Broadcasting?

The more successful stations increased the power of their transmitters and
improved their facilities. They added studios—rooms for performers, separate
from the transmitters. These studios usually had heavy drapes on ceilings and
walls to cut down reverberation. They were sometimes furnished as living
rooms, complete with potted palms, pianos, and bird cages. Announcers and
performers were often employees from other departments of the company that
operated the station. The programs were primarily musical, with some recita-
tions, some talks for children, and a sprinkling of “remotes” from church ser-
vices, sports events, ballrooms where dance bands were playing, and so on.
Occasionally, a star from another medium, anxious to experience the novelty
of radio broadcasting, would perform gratis before the microphone of a sta-
tion. Much of the programming still came from phonograph records. Pro-
grams, as such, were rare.

But then the novelty began to wear off, and it was more difficult to get vol-
unteers. Some stations even began to pay performers. This created a problem.
The stations cost money to operate but did not bring in direct revenue. They
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were serious financial drains on their owners—primarily radio manufacturers
and dealers, newspapers, educational institutions, and department stores.
Various methods were suggested to pay for broadcasting: wealthy individuals
should endow stations; cities and states should operate stations out of tax reve-
nues; a common fund should be established to receive contributions that
would then be distributed to the stations; receivers or tubes should be taxed or
licensed, and so on. None of these was the answer.

In 1922, AT&T opened radio station WEAF in New York based on a novel
concept: toll broadcasting. AT&T saw WEAF’s service as parallel to tele-
phone service. The company would provide no programs, only facilities. Who-
ever wished to address a message to the radio audience would pay a toll or fee
to use the station. It was to be a kind of telephone booth of the air. Of course,
the telephone company soon found that it had to provide programming on a
sustaining (nonpaid) basis when there were no toll messages. A regular sched-
ule of programming was needed to create and hold an audience if people were
expected to pay tolls for messages. On August 28, 1922, at 5:00 p.M., WEAF
aired its first toll broadcast. A Mr. Blackwell of the Queensboro Corporation
spoke for ten minutes on Hawthorne Court, a condominium in the Jackson
Heights section of Long Island, New York. The toll was $50. The first com-
mercial had been broadcast.

It was not long before WEAF did away with talks such as the one for
Hawthorne Court. Radio came into people’s homes, and the station felt the
public would not accept the intrusion of direct advertising. Instead, the ad-
vertiser was allowed to buy or sponsor a program, elements of which would
reflect that sponsorship. For example, Browning King, Inc., would sponsor a
program but could not mention that the firm sold clothing. Instead, the pro-
gram featured the “Browning King Orchestra,” which was frequently men-
tioned. Similar programs were the Eveready Hour for a battery company, the
Cliquot Club Eskimos for a ginger ale, the Ipana Troubadors for a toothpaste, the
Gold Dust Twins for a cleanser, the Silvertown Cord Orchestra and its “Silver
Masked Tenor” for Goodrich tires, the Lucky Strike Orchestra for a tobacco com-
pany, the A & P Gypsies for a food store chain, the Happiness Boys for a candy
store chain, and so on. Most were musical programs, which were primitive
and corny by today’s standards, but nonetheless, significant in at least two re-
spects: (1) they were programs—individually presented units of the broadcast
schedule—and (2) they were deemed suitable for sponsoring by advertisers.

The Eveready Hour was one of the best. The sponsor’s advertising agency
took an active hand in production. Scripted and rehearsed—rarities in those
days—the Eveready Hour went on one of AT&T’s ad hoc network hookups in
1924, making it one of the first successful network series.

As the 1920s wore on, direct advertising messages—commercials—began
to creep back into programming, but with a number of restrictions. For ex-
ample, in 1923 WEAF decreed that a commercial must mention only the
sponsor and product and must avoid direct selling and mention of price. Al-
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though a few stations continued to refuse local advertising until the early
1930s, for the most part, radio was commercial by the end of the 1920s. In
1929, the first code of the National Association of Broadcasters contained
provisions for the airing of advertising (but banned it during the 7-11 p.M. pe-
riod—Dbusiness was for daylight hours only!). Mass advertising had also grown
into an institution during the 1920s, and in the process, worries about intru-
sions into the home were forgotten.

Stage 6: Networks

THE AT&T
“NETWORK"'

Under the intraindustry cross-licensing agreements, AT&T had been granted
all rights for toll radiotelephonic communication. In AT&T’s opinion, toll
broadcasting was just another form of toll radiotelephonic communication,
and only AT&T-licensed stations could charge tolls or fees for announcements
by advertisers. Committed to toll broadcasting, AT&T sold its stock in RCA
and removed its directors from the RCA board in 1923.

Westinghouse had put WJZ on the air in 1921. Licensed to Newark, New
Jersey, WJZ had studios in New York City. RCA bought WJZ in mid-1923
and made it the main rival to AT&T’s WEAF. W]Z epitomized the broad-
casting philosophy of the Radio Group—operation of a station by one com-
pany to stimulate sales or good will for that company. WEAF epitomized the
philosophy of the Telephone Group—operation of a station as a service paid
for by many different companies who wished to present messages designed to
stimulate sales. WJZ was prohibited by AT&T’s interpretation of the cross-li-
censing agreements from toll broadcasting. Unable to sell advertising, it
began to persuade other companies to share the cost of programming expenses
in exchange for free time and publicity. Still, WJZ lost money. Additionally,
by having other companies underwrite programs, WJZ was giving away what
WEATF was trying to sell. Naturally, this upset AT&T.

AT&T’s master plan for toll broadcasting included live interconnection of
stations. A small number of transmitters across the country would be leased to
local corporations. These local stations could sell advertising and run local
programs, but they would also be tied into AT&T’s long lines for occasional
live interconnection when an advertiser wished to reach a multicity audience.
AT&T ran the first permanent network line from New York to WMAF, South
Dartmouth, Massachusetts, in June 1923. Stations had been linked previously
for simultaneous broadcasts, but no permanent hookups had been made. The
special line to WMATF ran through Providence, Rhode Island, so that by late
summer, WJAR, Providence, became the third station on the network. Net-
work technology and programming improved, and by the end of 1923, six
stations were on the chain. By the end of 1924 the number was 26, and the
network was coast to coast.
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Denied use of AT&T telephone lines, General Electric and RCA at-
tempted to put together a network fed by WJZ and connected by Western
Union and Postal Telegraph lines. Even though the telegraph wires were
technically unsuited for broadcast-quality voice transmission, the WJZ net-
work built up to some 14 stations by the end of 1925. There was also some
thought and experimentation on the use of short wave radio for networking. A
program could be broadcast by shortwave and picked up for rebroadcast by a
local station. RCA also proposed to beat the AT&T monopoly on networking
by setting up a small number of “super power” stations whose signals would
blanket the country. The many small, low power stations opposed this plan
bitterly.

In line with the telephone company’s plan for toll broadcasting, and in
spite of numerous requests for transmitters, AT&T restricted sale and lease of
their transmitters. But stations signed on the air with transmitters from other
sources—building them, importing them, and so on. AT&T entered suit
against one such station in 1924. The station settled out of court, and AT&T
decided to license all stations that applied, regardiess of the origins of their
transmitters. An AT&T license would also allow a station to charge fees for
use of its time. Thus hundreds of stations began paying the license fees.

AT&T also wanted to market radio receivers. The Radio Group argued
this would violate the cross-licensing agreements. A referee appointed by the
two sides to hear the dispute agreed with the Radio Group. Then, AT&T
produced an influential, convincing legal opinion that said the agreements
were probably unlawful in the first place, a violation of antitrust laws. It was
time to renegotiate.

Owen Young, RCA board chairman, opened negotiations with AT&T, but
key discussions involved RCA’s vice-president and resident expert on broad-
casting, David Sarnoff. Sarnoff, born in Russia, had emigrated to the United
States in 1900 at the age of 9. At 15 he went to work for American Marconi; at
17 the company made him a wireless telegraphy operator. In 1912, when he
was 21, Sarnoff made headlines as the operator in contact with the sinking S.8.
Titanic, not leaving his station for 72 hours. He began rising in company ranks,
and in 1916, he wrote a memo to his superiors suggesting development of
what he called a Radio Music Box, describing in essence the system of broad-
casting that would not develop for another five years. American Marconi
seems to have ignored the idea. When RCA was formed, Sarnoff moved to the
new company as commercial manager and renewed his Radio Music Box
idea, passing it on to Owen Young. The idea was almost ignored again, but by
this time KDKA had made its debut, and RCA radio receivers began moving
into stores. Sarnoff’s star was ascending. He became RCA general manager in
1921. The next year, Sarnoff wrote a letter to an RCA board member sug-
gesting formation of an RCA-controlled company to specialize in broadcast-
ing. RCA took no immediate action on Sarnoff’s letter, but now that
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negotiations with AT&T were underway, his idea began to seem attractive. In
January 1926, it was decided that a new company would be formed, owned by
RCA, GE, and Westinghouse—a company that would specialize in broad-
casting. Nine months later this company went into business as the National
Broadcasting Company (NBC).

After intricate negotiation, representatives from the Telephone and Radio
groups reached an agreement. AT&T would get out of broadcasting entirely.
RCA would carry on all commercial networking activity, using AT&T long
lines. AT&T and Western Electric would not market receivers. AT&T would
not manufacture and market transmitters, but Western Electric and RCA
could. AT&T sold its broadcasting activities, including WEAF, to RCA. On
September 9, 1926, NBC was formed and shortly thereafter voted to buy out
RCA’s broadcasting assets. Merlin H. Aylesworth left the position of manag-
ing director of the National Electric Light Association to become NBC’s first
president. The word “toll” was quietly dropped, but the idea of radio adver-
tising as means of support was retained.

NBC inaugurated network service on November 15, 1926, with a four and
one-half hour special program, aired coast to coast on 25 stations. On January
1, 1927, NBC set up two separate national networks—the Red network with
25 stations based on WEAF, and the Blue network with six stations based on
W]JZ. The colors supposedly came from the red and blue pencils used by engi-
neers to draw in the stations and connections of the two networks on their
maps. On April 11, 1927, NBC formed a Pacific Coast regional network. That
same year NBC adopted the familiar three-tone chime as its audio identifica-
tion signal. On December 23, 1928, NBC began regular, coast-to-coast service
with 58 affiliates. Eventually, NBC would sell off its Blue network, which
would then become the American Broadcasting Company (ABC).

Even before NBC had gotten well underway, a rival network was developing.
George A. Coats and Arthur Judson formed the Judson Radio Program Cor-
poration in September 1926, as an organization to provide performers for
radio programs. They asked David Sarnoff for help, and upon refusal, Judson
swore that he and Coats would set up their own network. They formed the
United Independent Broadcasters network in January 1927 and signed up 12
stations beginning with WCAU, Philadelphia. However, they found that sta-
tion compensation and AT&T line charges would cost so much that they
would need greater financial resources. Judson and Coats convinced the Co-
lumbia Phonograph Company to invest in the venture. The network now be-
came the Columbia Phonograph Broadcasting System. On September 19,
1927, the Columbia Phonograph Broadcasting System aired its first program,
the King’s Henchman, performed by artists from the Metropolitan Opera. The
Columbia Phonograph Company, losing heavily in the new network, with-
drew from the venture. Oddly, the infant chain was allowed to keep “Colum-
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bia” in its name. Coats and Judson persuaded some Philadelphia residents to
invest in the network. In the process, the name was changed to the Columbia
Broadcasting System (CBS). But the money continued to drain away with no
signs of any return, and soon the new stockholders also wanted out.

Meanwhile, William S. Paley, who, at the age of 27, was production and
advertising director for his family’s Congress Cigar Company, Philadelphia,
had sponsored a program on the new network and had been impressed with
the results. When he learned that CBS was for sale, he persuaded his family to
Join him in buying controlling interest and took over the network in Septem-
ber 1928. Paley purchased a station in New York and brought Paramount
Pictures in as a partner. The network lost over one-third of a million dollars in
1928 but began showing a profit in 1929. Within a few years, CBS became a
serious rival to NBC.

We have now seen the origins of three major networks: ABC, CBS, NBC.
While they had been developing, the whole legal structure of broadcasting
was changing.

Stage 7: Regulation

The first U.S. law dealing with radio was the Mann-Elkins Act of 1910, ex-
tending the Interstate Commerce Act to cover interstate wire and wireless
communications. Congress also passed the Wireless Ship Act in 1910. This law
required certain classes of ocean vessels to carry wireless apparatus and an op-
erator. Two years later, and as a direct result of the Titanic disaster, Congress
passed the Radio Act of 1912, spelling out exactly how and why radio would
be used on ships. It specified that the secretary of Commerce and Labor would
assign wavelengths and issue licenses and that it was illegal to operate without
a license. These laws all pertained, of course, to radio as point-to-point
communication.

Then, broadcasting was born. Unlike point-to-point stations that operated
only intermittently and for brief periods of time, broadcasting stations
operated continuously, thereby enormously increasing the potential for inter-
ference. At first the Coqnmerce Department assigned all broadcast stations to
one wavelength. As the number of stations increased, a second channel was
opened. But more and more broadcast stations signed on. The transmitters in
use then were often unstable, causing them to drift off assigned wavelengths.
The result was interference, and the Commerce Department seemed unable to
solve the problem. Some broadcasters took matters in their own hands. If sta-
tion A’s signal interfered with that of station B, B changed frequency, time of
operation, power, or even location to overcome the interference, without, of
course, consent of the Commerce Department. Inevitably, the result was that
B now interfered with stations C, D, and E, which then proceeded to take the
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same action that B had taken. The overall result was interference raised to in-
tolerable levels. Finally, the Commerce Department opened a whole band of
wavelengths.*

Both the public and the broadcasters complained. Secretary of Commerce
Herbert Hoover called a series of conferences of leaders of the radio industry,
one each in 1922, 1923, 1924, and 1925. Conferees recommended that Con-
gress pass legislation to regulate broadcasting and that Hoover take interim
action to straighten out the problems. But Congress would not act, and
Hoover found that he could not act. The Radio Act of 1912, enacted some
eight years before KDKA signed on the air, had been written in order to leave
no room for discretionary action in carrying it out. In a series of legal deci-
sions—Hoover v. Intercity Radio Co. (1923),' United States v. Zenith Radio (1926),’
and an Attorney General’s Opinion of 1926°—the Commerce secretary found
that under existing law he Aad to issue a license when application was made,
he kad to assign a frequency to a station, and he could make no regulations or
restrictions concerning operation of broadcast stations. In other words,
Hoover had no power to straighten out the mess.

To complicate matters, there were the characters and the charlatans who
owned and used radio stations. “Doctor” John Brinkley—the goat gland man
—used KFKB, Milford, Kansas, to peddle patent medicines and to advertise
sexual rejuvenation operations. Norman Baker used KTNT, Muscatine, Iowa,
to attack what he called the “radio trust”—chain broadcasting—and later to
advertise a cancer clinic. Reverend Robert “Fighting Bob” Shuler used
KGEF, Los Angeles, to muckrake, to battle corruption in Los Angeles offi-
cialdom. Evangelist Aimee Semple McPherson used KFSG, also in Los An-
geles, to propagate her brand of the gospel. Her station constantly deviated
from assigned frequency, causing interference. When Commerce Secretary
Herbert Hoover ordered an inspector to close down KFSG, she wired Hoover
to call off his “minions of Satan,” because he should not “expect the Almighty
to abide by your wavelength nonsense.” She said she had to “fit into His wave
reception” when she prayed. There were other such broadcasters.

With the Radio Act of 1912 useless for broadcast regulation and with the
public clamoring over the interference problem, Congress finally acted. It
passed the Radio Act of 1927, creating a five-member Federal Radio Com-
mission (FRC) and giving it appropriate discretionary powers to carry out its
duties. The FRC was to regulate all radio, including point-to-point, but a
large part of its time was spent straightening out broadcasting. First, the FRC
got the interference matter under control, then, it turned its attention to pro-
gramming—the Brinkleys, the Shulers, and all the rest.

Seven years later, Congress passed the Communications Act of 1934. This
superseded, but included most of the provisions of, the 1927 law. The Com-

* 545-200 meters or 550-1500 kHz, basically the same as the present AM radio
band, 550-1600 kHz.
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munications Act increased the commission to seven members, renamed it the
Federal Communications Commission, and gave it interstate wire communi-
cation to regulate, along with radio.

Radio on the Verge

Nine years is a relatively short time. But during the period of 1920-1928
broadcasting had begun and had passed successfully through a critical for-
mative stage. What was the status of broadcasting in 1928? How close had it
come to what we now call “American commercial broadcasting’?

If we conceive of commercial broadcasting in terms of its being primarily a
medium of mass advertising, then, by the end of 1928 all parts of its basic
form were in place. Broadcast historian John W. Spalding suggests four re-
quirements had to be satisfied for radio to serve national advertisers effec-
tively: adequate technical facilities; large listening audiences; advertising as
means to underwrite programming expenses; and program formats suitable
for sponsorship. Radio seems to have met each of these requirements by the
end of 1928. First, development of networks and improvements in regulation
and reception meant that broadcasts could be transmitted dependably and
received in the home with reasonable fidelity. Second, the first comprehensive
audience research on radio was being completed; it would show that radio
had an audience of considerable size. Third, radio had accepted advertising as
means for underwriting program production. And finally, radio had started
dividing its time into programs—programs that were not yet in the formats that
would eventually become popular in radio and would be passed on to televi-
sion, but, nonetheless, programs that advertisers would sponsor.

Radio broadcasting at nine years old was now ready to enter her “Golden
Age.”

Notes

1 286 F. 1003 (D.C. Cir.), Feb. 5, 1923.
2 12 F. 2d 614 (N.D. II1.), Apr. 16, 1926.
3 35 Ops. Att’y Gen. 126, July 8, 1926.
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Radios Golden Age:
1Q2Q9-1Q4/

Why “golden age?”

The term golden age means the period of greatest progress, prosperity, and cul-
tural achievement. Certainly there was prosperity and economic progress for
radio broadcasting during the decades of the 1930s and 1940s. In that brief
period, because of the growth of radio audiences, stations, and networks,
broadcasting changed from an uncertain financial adventure into a highly
profitable big business. There was also cultural achievement—or at least suc-
cessful development in popular culture. Broadcasting found the program for-
mats, the programs, and even the personalities that would make it almost a
family member in thousands and thousands of homes. Broadcast news from
rough beginnings sharpened into a distinguished news service—its nightly re-
ports during World War II, a vital link between Americans at home and at
war. There were also problems for broadcasters during the golden age—the
press-radio war, the era of “Jeannie with the Light Brown Hair,” the May-
flower doctrine, the network case, the blue book. And this period was certainly
not golden for FM broadcasting. Nonetheless, for most of radio broadcasting,
these years were indeed an age of progress, prosperity, and achievement, right
through World War II and even for several years thereafter.
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During the 1930s, the decade of the great economic depression, many busi-
nesses suffered, lost money, or even dissolved. One outstanding exception was
the business of broadcasting. Although profits dropped briefly and a few sta-
tions gave up licenses, generally speaking, radio broadcasting emerged from
the 1930s strong and stable. The 1940s were pure profit, up to a point.

In 1925, only 10 percent of the homes in the United States had radio. But even
then, radio was fast leaving the hobby stage. Radio receivers were undergoing
changes for the better: commercially manufactured sets were available for
those who did not wish to build their own; loudspeakers were replacing ear-
phones; superheterodyne circuitry had improved the clarity of the audio sig-
nal; and AC current operation made it possible to “plug in” radio receivers to
household electrical outlets, thus eliminating messy, short-lived batteries. Just
five years later the percentage of radio-equipped homes had jumped to 46. By
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this time the economic depression had set in, following the stock market crash
of 1929. Most families had very little money, and what money they did have
went for food, clothing, and shelter, with little left for entertainment. But
radio, after an initial investment for the receiver, would bring hours of enter-
tainment into the home at little cost. People saved their extra pennies to buy
radios and to keep them in repair. At the same time, the average cost of receiv-
ers had begun to drop. While production of radio receivers fell in 1930, 1931,
and 1932, sales increased again in 1933, especially sales of small, relatively in-
expensive table models. By the middle of the depression decade, radio pene-
tration had increased to 67 percent of all homes. People also began to put
radios in their cars.

As the nation’s economy recovered, ominous events were taking place in
Europe, events that would lead eventually to World War II. Radio reported
these events, often with on-the-spot coverage. The public listened to and re-
lied on radio for the latest news, and the percentage of radio-equipped homes
continued to climb. War production priorities halted manufacture of radio re-
ceivers, but after the war the public went on a buying spree, and by 1950, 95
percent of all homes in the United States had at least one working radio
receiver.

STATIONS At first the U.S. Department of Commerce had managed to keep the number
of broadcast stations down. In 1926, however, the Radio Act of 1912 finally
broke down as means to regulate broadcasting (see Chapter 2), and the Com-
merce Department found it had to grant licenses to all applicants. In one year,
the number of stations increased from 528 to 733, nearly 39 percent. The Fed-
eral Radio Commission took over, and the number of stations authorized
dropped to 618 in 1929, showing a slight, slow decline during the economic
depression to a low of 591 in 1934. After that, the total number of stations
grew steadily, leveling off somewhat during World War 1II, to reach 956 in
1945.

But stations grew more impressively in other ways. Most increased trans-
mitter power and thus coverage. One station, WLW, Cincinnati, received
special Federal Communications Commission (FCC) permission to use super-
power—500,000 watts—during the period 1934-1939. The number of stations
having to share time on a single frequency decreased.

During the 1930s, broadcasting stations began to earn money. By 1930,
about 90 percent of the stations sold time, but most did not make enough to
meet expenses. As radio listenership shot up, more and more advertisers put
more and more money into the new medium. From 1935 to 1940, radio ad-
vertising billings jumped 96 percent. While about half of this was in network
advertising, local and national spot advertising (national advertising placed
with individual stations) accounted for increasing shares. Still, about one-
third of the stations operated at a loss.

Then came World War II. Raw materials and assembly lines were di-
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verted to the war effort. Many manufacturers ceased production of consumer
goods and had little or nothing to sell to the public. But they did have defense
contracts, did earn profits, and did have plans to return to the manufacture
and marketing of consumer goods after the war. The federal excess profits tax
took a huge bite out of corporate earnings, but the tax could be reduced by
deducting for legitimate business expenditures, such as advertising. Institu-
tional advertising would keep the names of these companies before the public.
The war had caused a shortage of paper, so that the amount of advertising
these companies could place in newspapers and magazines was limited.
Therefore, they turned to broadcasting. From 1940 through 1945, radio ad-
vertising billings increased by 99.4 percent. At the same time, the number of
stations had increased by only 17.4 percent. A few more stations shared a lot
more money, and over 95 percent earned profits.

The networks, of course, took a large share of this prosperity. Even during the
economic depression, they earned profits, dipping to their lowest point in
1933, but recovering well, thereafter. The National Broadcasting Company
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(NBC) had a slight head start on the Columbia Broadcasting System (CBS),
had actually two network operations (which meant two affiliates in many
cities), and had the corporate reassurance of the Radio Corporation of
America (RCA) behind it. Therefore NBC was the network that got the larg-
est audiences, the best programs and the established performers. Yet, the
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shrewd management of William Paley, CBS president and majority stock-
holder, usually earned CBS a healthy profit as well.

Paley bettered the position of CBS through development of the network
option. An affiliate (a station that contracted to carry the network’s programs)
could carry any or all network sustaining (nonsponsored) programs for free
(NBC charged for sustaining programs), in return for which the affiliate gave
CBS an option on all its nonnetwork time during the broadcast day. When
CBS began a new sponsored program series, the network could order the affil-
iate to clear time for it, that is, cancel existing local programming and broad-
cast the network series. The network paid the affiliate for carrying the
program, usually about 30 percent of the station’s normal national advertising
rate. Under the option plan, written into each affiliation contract between
network and station, the station received revenue and programming with no
effort, while the network could guarantee station clearance to an advertiser.
CBS began adding affiliates. From 16 in 1927, CBS went to 112 in 1940, ver-
sus 53 for NBC Red and 60 for NBC Blue. In 1935, NBC adopted its own ver-
sion of the network option. NBC affiliate contracts specified certain
nonnetwork hours as option time, with the remainder of nonnetwork time
under station control as station time.

The networks had expanded in other ways. Both had formed artist man-
agement bureaus and concert booking companies. This guaranteed them a
ready reserve of performers for their programs and income from the personal
appearance tours of the talent they represented. Both networks were affiliated
with phonograph record companies. RCA had bought the Victor Talking
Machine Company in 1929, and CBS had purchased its former owner, Co-
lumbia Records, in 1938. In addition, of course, NBC and CBS each owned
and operated profitable broadcast stations in a number of large cities.

David Sarnoff became president of RCA in 1930 and continued to build
the communications empire Owen D. Young had designed in 1919. (Young,
in the meantime, had become chairman of the board of General Electric
[GE].) Sarnoff also became board chairman of NBC in 1934, the year after the
network had moved into its new Radio City home in Rockefeller Center, New
York City. GE and Westinghouse had withdrawn from ownership of both
RCA and NBC in 1932 after the threat of an antitrust suit, leaving RCA a
separate corporate entity and NBC its wholly owned subsidiary. Also, in 1932,
William Paley had bought out Paramount’s 49 percent share of CBS. Lenox
Lohr became NBC’s second president in 1936 and was replaced by Niles
Trammel in 1940.

On September 15, 1934, the Mutual Broadcasting System (MBS) was
formed. Two weeks later Mutual’s first programs were fed to the network. The
idea behind MBS was that member stations pool their resources, each station
contributing program material. This would eliminate the expense of a net-
work program department. The network, of course, would own no stations; it
was to be a mutual venture. Initially, the network consisted of four stations:
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WOR, Newark; WGN, Chicago; WLW, Cincinnati; and WXYZ, Detroit.
MBS eventually did acquire a staff needed to coordinate the cooperative pro-
gramming activities of member stations. Most of the powerful, large city sta-
tions had already affiliated with CBS or one of the NBC networks, so that
Mutual became the network of small town and lower powered stations. MBS
attempted to make up in numbers of network stations the coverage it lacked
from its affiliates’ low power. By 1940, MBS had 140 affiliates; in 1945, 384.

The American Broadcasting Company (ABC) grew out of NBC Blue.
NBC had purposely made the Red network the stronger of its two chains. The
Blue network had less popular programs, smaller audiences, fewer sponsors.
When NBC was forced to divest one of its two chains, the Blue Network was
formed as a separate corporation and sold in 1943. The buyer was Edward J.
Noble, Lifesavers candy manufacturer. In 1945, the network became ABC
and immediately became the third strongest, since its affiliated stations had
more power than Mutual’s.

Programming

PROGRAMS AND
PERFORMERS

During the 1930s, radio presented reformers and rogues, messiahs and mad
people, saints and sinners. A new president was inaugurated in 1932, who
promised a “new deal” to a citizenry burdened with economic depression.
Franklin D. Roosevelt used radio to help the nation find its courage and its
bearings. From his nomination speech to his inaugural address to his fireside
chats, Roosevelt used radio to talk directly to the American people. Two
other, entirely different American political leaders used radio effectively as
well—Huey Long and Father Charles Coughlin, each with his own idea of
how to save the nation. Dr. Brinkley was still peddling his goat gland opera-
tion and his patent medicines by radio, this time from Mexico.

But when most people speak of “old time radio,” they mean the main-
stream, network entertainment programs. Radio developed its program for-
mats in the 1930s, and they stayed popular through the 40s and even into the
50s. Most of these same program types were transferred successfully to
television.

Radio could report news, and the foundations for broadcast news were
laid in—again—the 1930s. After a few false starts, the radio networks assem-
bled personnel and techniques that would be needed to report the biggest
story yet, World War IL

National advertisers first began to invest heavily in radio in the 1930s. Adver-
tising and radio were both becoming big business. In 1931, for example, the
American Tobacco Company alone spent 19 million depression dollars to ad-
vertise Lucky Strike cigarettes. A sponsor paid up to $500,000 per year for pro-
duction costs alone on a program series; air time might cost another $4,000
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per week. The sponsor controlled programming, every element of it. The
sponsor’s advertising agency produced the program; the network was all but a
common carrier, renting facilities and selling air time.

One of the new program types that developed in the early 1930s was com-
edy-variety. A comedian would act as master of ceremonies to introduce and
bridge the various acts and guests on the program. Often the comedians had
come out of vaudeville. This program type initiated the radio careers of Eddie
Cantor, Al Jolson, George Burns and Gracie Allen, Ed Wynn, Fred Allen,
Jack Pearl, and Jack Benny.

Radio drama became popular. During the 1920s some efforts had been
made to broadcast drama by putting microphones on the stage of Broadway
plays. There had also been some attempts to write and perform drama espe-
cially for radio. However, the real birth of radio drama came in the 1930s.
Writers and performers learned to create for the ear, for a “blind” audience.
Radio drama’s sound effects staff came into its own. Sound effects technicians
used various odds and ends that—when rubbed, tinked, opened, closed,
crumpled, or clopped near a microphone—sounded like what the script called
for. It helped, of course, that dramatic dialogue usually provided verbal defi-
nition of the sound effect—‘“Listen to that rain!”; “Wasn’t that a shot?”;
“Here come two men on horses!” Through sound effects and dialogue, the lis-
tener’s imagination created settings and characters. It was a theater of the
mind.

One of the first network strictly dramatic radio series was First Nighter,
begun in 1930. Lux Radio Theater began in 1934; Cecil B. DeMille, famous Hol-
lywood film director, began hosting it in 1935, and it ran for a total of 21
years. These were anthology series—different stories and different characters
each week— and included Grand Central Station, On Broadway, Curtain Time, Sil-
ver Theatre, Screen Guild Theatre, and Hollywood Hotel: Some dramas had differ-
ent stories each week with continuing main characters. Dr. Christian, based on
the life of a physician in a small town, Mayor of the Town, featuring the mayor
and his housekeeper, and Halls of Ivy, centered on a college professor. Then,
there were the mystery and adventure dramas, many using characters devel-
oped in other media: The Lone Ranger (originally a local production of WXYZ,
Detroit, and one of thg motivating factors for formation of MBS), Jack Arm-
strong, Tom Mix, Mr. Keen—Tracer of Lost Persons (whose theme song was “Some
Day I’ll Find You”), The Fat Man, Sherlock Holmes, Gangbusters, Superman, Sam
Spade, Suspense, Inner Sanctum, The Green Hornet, The Shadow, I Love a Mystery,
Terry and the Pirates, Lights Out, and many others.

There were also experimental dramatic series. These programs tapped the
talents of young writers and directors who raised the level of radio drama to
an art form. Words Without Music featured plays by Norman Corwin. Columbia
Workshop introduced poet Archibald MacLeish to radio drama. Arch Oboler
had his own series, Arch Oboler’s Plays. Mercury Theatre of the Air was the Orson
Welles vehicle that produced the scariest radio drama of all, the Halloween
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1938 production of H. G. Wells’ War of the Worlds that panicked thousands
into believing Martians had invaded the Earth.

Some of the longest-lived radio dramas were serialized into 15-minute
segments presented each day, Monday through Friday. Aimed primarily at a
housewife audience and often sponsored by soap companies, this dramatic
genre acquired the name soap opera. The first was Clara, Lu 'n’ Em, a WGN,
Chicago, creation transferred to NBC in 1932. By the end of 1938, 38 spon-
sored daytime soap operas were broadcast daily, and the number was grow-
ing. These serials appealed to millions, and social scientists began to explore
the relationship between the audience and these slow-moving, emotionally
charged, humorless dramas.

Frank and Ann Hummert, a husband and wife team, ran what amounted
to a soap opera factory. The Hummerts would rough in the outlines of a serial,
then hire others to fill in the dialogue. They kept tight rein on their opera-
tions—writers, directors, and actors—and at any one time might have a dozen
serials on the air and others in development. Among others, they produced the
following popular, long-running serials: Backstage Wife, John’s Other Wife, Just
Plain Bill, Lorenzo Jones, Our Gal Sunday, The Romance of Helen Trent, Stella Dallas,
and Young Widder Brown. Some long-lived serials produced by others included:
Big Sister, Life Can Be Beautiful, Ma Perkins (which, after 28 years on the air, was
one of the last seven radio soap operas to go off CBS in 1960), Myrt and Marge,
Pepper Young’s Family, Road of Life, and Vic and Sade.

In the early 1930s, radio brought together a mixture of drama and news.
News events from the preceding week were put into script form and reenacted
before network microphones. The result was the March of Time. First broadcast
on CBS in 1931, the March of Time went to NBC Blue in 1937, to the Red net-
work in 1942, to ABC in 1944, and off the air in 1945. Although the drama-
tized news genre does not exist today, there were several programs that
imitated and were contemporary with the March of Time.

There were contests and games: The Original Amateur Hour, Hobby Lobby, In-
formation Please, Kay Kyser’s College of Musical Knowledge, True or False, Professor
Quiz, Quiz Kids, Pot O’Gold, Truth or Consequences. There were children’s pro-
grams: No School Today, Let’s Pretend, Uncle Don, Horm and Hardart Children’s
Amateur Hour. There were public interest programs: American Forum of the Air,
The University of Chicago Round Table, Town Meeting of the Air. There were classi-
cal music programs: the Metropolitan Opera broadcasts, the Music Apprecia-
tion Hour, Sunday afternoon concerts of the New York Philharmonic
Orchestra.* There were programs of light classical music: The Voice of Firestone,
Ford Sunday Evening Hour. There were popular music programs: Your Hit Parade,
Kate Smith, Bing Crosby, Rudy Vallee. There were special interest programs:
The Old Dirt Dauber (gardening), Mary Lee Taylor (cooking), Band of America

* The Metropolitan Opera and New York Philharmonic concerts are still heard
on a few radio stations.
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(march music). There were sports broadcasts, religious programs, country
music programs, disc jockey programs, and every kind of dramatic and music
program you could think of.

National ratings of programs by audience surveys were developed. The
Cooperative Analysis of Broadcasting (CAB), begun in 1930, was developed
by the Archibald M. Crossley research firm and supported by the advertising
industry. CAB used telephone recall for data collection: an adult in each
home in the sample of the audience was telephoned and asked what programs
the family had listened to. CAB ratings were called the Crossley. In 1935,
Clark-Hooper, Inc. (C. E. Hooper, Inc., since 1938), began offering monthly
program ratings based on telephone coincidental survey methods: each sam-
ple home was called, and the respondent was asked what one program was being
listened to at that time. The Hooperatings replaced CAB. The A. C. Nielsen Co.
used an Audimeter, a mechanical film device that was installed in the radio
and made a minute-by-minute photographic record of tuning of the radio set.
The sample family would mail an exposed Audimeter film to Nielsen every
two weeks. Nielsen entered the radio research field in 1940 and had replaced
Hooper five years later.

And what did these ratings show were the public’s favorite radio pro-
grams? The public definitely preferred comedy. During the decade of the
1930s the favorite evening programs were Amos 'n’ Andy, Eddie Cantor, Rudy
Vallee, Maxwell House Showboat, Burns and Allen, Fred Allen, Major Bowes’
Original Amateur Hour, and Bing Crosby. In 1950, preferences had not changed
much. Comedians were still the favorites: Jack Benny, Edgar Bergen, Bob
Hope, Burns and Allen. Bing Crosby hosted the favorite variety hour. Arthur
Godfrey had replaced Major Bowes for the best-liked amateur-hour host. Lux
Radio Theater was the favorite dramatic series. And, of course, Amos n’ Andy
was among the top ten rated programs. Many radio series were very long
lived. In 1950, the networks were running 108 series that had been on the air
ten years or more; 12 had been on for 20 years.

News reporting has been a part of broadcasting from the birth of radio.
KDKA's first broadcast reported the results of the Harding-Cox election. In-
dividual stations were broadcasting news reports on a daily basis in the early
1920s.

One of the first radio commentators was H. V. Kaltenborn, an associate
editor of the Brooklyn Daily Eagle, who began broadcasting daily analyses of
the world situation for WEAF in the fall of 1923. In 1924, Kaltenborn criti-
cized Secretary of State Charles Evans Hughes, who contacted AT&T and
had Kaltenborn taken off the air. But other New York area stations began to
carry Kaltenborn, and when the Eagle, facing a financial crisis, had to let
Kaltenborn go, CBS hired him. In 1936, Kaltenborn reported on the spot
during a battle of the Spanish Civil War. The battle swept toward him. He
and his equipment took refuge in a haystack, and from there Kaltenborn de-
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scribed the battle to his audience. In 1938, the machinations of German dic-
tator Adolph Hitler led to what became known as the “Munich crisis.”
Kaltenborn, now back in the United States, stayed before the microphone al-
most constantly for a period of 18 days while European leaders bargained
away the freedom of Czechoslovakia. Kaltenborn moved to NBC in 1940.

In 1932, the baby son of Colonel and Mrs. Charles A. Lindbergh was kid-
napped from their home in Hopewell, New Jersey. Some five years before,
Lindbergh had been first to pilot an airplane solo across the Atlantic. He had
become the popular national hero of the United States. Radio first broke news
of the kidnapping and radio continued to follow the case. CBS and WOR,
New York, devoted almost their entire schedules to coverage of the case.
Radio was also on hand when Bruno Richard Hauptmann was tried and
found guilty of the kidnapping and death of the Lindbergh infant. In the
process of reporting the Lindbergh case, Boake Carter and Gabriel Heatter
both established national reputations as radio commentators.

Other well-known commentators of the early 1930s included Edwin C.
Hill, Floyd Gibbons, and Lowell Thomas. Thomas was a young author and
lecturer in 1930 when he made his radio debut as a substitute for Gibbons.
Thomas stayed with network news for 46 years, retiring from his CBS Radio
commentary program in 1976.

Radio began to establish a reputation for on-the-spot coverage. A number
of broadcasts originated directly from Admiral Byrd’s Antarctic Expedition,
1933-1935. The burning of the cruise ship, Morro Castle, just off the Asbury
Park, New Jersey, coast was described to the radio audience. King Edward
VIII announced abdication of the British throne for “the woman I love” over
radio, and radio covered the coronation of his successor, King Georve VI, in
1937. That same year, radio carried dramatic on-the-spot coverage of serious
flooding in the Ohio River Valley. On May 7, 1937, Herbert Morrison of
WLS, Chicago, was in Lakehurst, New Jersey, recording a description of the
arrival of the passenger dirigible, Hindenburg. Suddenly the ship burst into
flames, and the horrified Morrison described the scene as his engineer contin-
ued to record. That night, NBC broke its rigid rule against the broadcast of
recordings to use Morrison’s description.

Newspaper publishers, suffering a decline in revenues, blamed radio.
Through control of the major wire services, the publishers were able to force
NBC and CBS in 1933 to agree to severely curtail news operations. By mid-
1935, however, the restrictions began to loosen. And when Hitler started to
shove the world toward war, radio was able to cover it in detail.

As the decade of the 1930s wore on, political events in Europe were stirring
worldwide interest. Radio increased its news activities. Kaltenborn reported
the Munich crisis. NBC’s Max Jordan broadcast an eyewitness account of
Hitler’s march into Austria. Commentators included Dorothy Thompson,
Raymond Swing, Quincy Howe, Elmer Davis, and Fulton Lewis, Jr. From
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Montevideo, James Bowen of NBC reported the sinking of the Graf Spee, a
German pocket battleship. William L. Shirer of CBS and William C. Keirker
of NBC broadcast direct from outside the historic wagon-lit in Campiegne
Forest as Hitler accepted the surrender of France. Radio audiences heard the
voices of Hitler, Mussolini, Chamberlain, and other European political
leaders.

CBS had sent Edward R. Murrow to Europe in 1937 to arrange for
broadcasts of special events and to report news. But as Hitler began marching,
Murrow devoted all efforts toward news reporting. At 8:00 p.m. E.S.T., March
3, 1938, he broadcast his first report from Vienna as that beautiful, historic
city awaited Hitler’s arrival. The same broadcast included reports from corre-
spondents in London, Paris, Berlin, Rome, and New York. This was the first
world news roundup. The world groaned closer and closer to war, and Paul
White, head of CBS news, organized a team that would become the model for
broadcast reportage. Each member combined objective reporting with com-
passion and an eye for the telling detail. Their names became legend in radio
news: William L. Shirer, Eric Sevareid, Larry Lesueur, Howard K. Smith,
Charles Collingwood, Robert Trout, Richard C. Hottelet, Bill Downs, Win-
ston Burdett, Ned Calmer, Cecil Brown, John Daly. But perhaps more than
anyone else, it was Ed Murrow on whom the American public relied to ex-
plain the whys and the hows of a distant and ominous war. Based in England,
Murrow opened broadcasts with the words, “This—is London,” and Ameri-
cans heard him report from a rooftop in that blacked-out city while bombs
fell, from an Air Corps C-47 headed toward Holland, from London streets
smashed by German bombs in the Battle of Britain, from the North African
front.

On December 7, 1941, radio reported that the Japanese had attacked
Pearl Harbor, Hawaii. The next day, 79 percent of all homes in the United
States listened to radio as President Roosevelt asked Congress for a declara-
tion of war. Radio stepped up its already heavy reporting activities, and news
was reported every hour.

As other industries were mobilized for the war effort, so was radio. Unlike
World War I, radio stations were left in operation in civilian hands. The gov-
ernment created the Office of War Information (OWTI) to coordinate wartime
propaganda and information services. The advertising industry created the
War Advertising Council to work with the OWI in creating and scheduling
war-related public service campaigns: war bond purchase appeals, “careless
talk costs lives,” forest fire prevention, promotion of victory gardens, and a
hundred others. One of the most spectacular successes in war bond appeals
involved the radio singer, Kate Smith. In a marathon drive, February 1944,
she urged listeners to buy war bonds. They did—$108,000,000 worth.

Entertainment programming continued more or less unchanged. The
same stars and same programs were popular. Most programs promoted the
win-the-war theme in some way. A number of government-created propa-
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ganda and meet-your-armed-services programs were broadcast. Some pro-
grams began to originate from armed forces bases and hospitals; Bob Hope,
well-known radio and film comedian, was a leader in this. Care was taken to
ensure that broadcasts did not contain information that the enemy could use.

Overseas, Tokyo Rose broadcast popular music, propaganda, and sweet
talk from Japan to American soldiers in the Pacific. Axis Sally was her Ger-
man counterpart. Inspired by an unauthorized, servicemen-built-and-
operated radio station in Alaska, the War Department created the Armed
Forces Radio Service, a network of stations in the Pacific and European war
theaters that provided entertainment and information for American troops.

Commercial radio’s greatest achievements during World War II, however,
were in the field of news and public affairs. Reporters began to use voice
recording machines to record actual events for broadcast at a later time. Spe-
cial radio series, like CBS’s An American in England, combined journalism and
drama—the first step toward development of the radio documentary. Eyewit-
ness accounts were broadcast as events occurred: Murrow’s description of the
London air raids; the Japanese attack of Manila; the Allied invasion of Nor-
mandy on D-Day; American troop landings on Japanese-held islands in the
Pacific; the surrender of Germany; the Japanese signing of surrender docu-
ments aboard the U.S.S. Missour: in Tokyo Bay.

Problems

The golden age of radio was not without flaw. One problem, mentioned
above, was newspaper publishers’ efforts to curtail radio news. Unlike newspa-
pers, radio did not have editions, but could air an important story as a bulle-
tin as soon as it came over the news wire services. The newspaper extra, a
special edition published to rush late, important news to the public, had been
doomed by the end of the 1920s. The publishers, seeing revenues dwindle as
readers and advertisers turned to radio, decided to take action. In spring 1933,
all three major news services—Associated Press (AP), United Press (UP), and
International News Service (INS)—announced they would no longer provide
news service to networks. Up to this time, the networks had no formal news-
gathering operations. Now, if they wished to continue to broadcast news, they
would have to gather their own. NBC’s effort was small, based on the long
distance telephoning efforts of A. A. Schechter. Each day Schechter managed
to gather enough news for the Lowell Thomas program, now on NBC’s Blue
network. CBS, on the other hand, organized a full-fledged news department.
Paul W. White headed it and established correspondents around the country
and exchange arrangements with several overseas news agencies. The press-
radio war had begun.

The newspaper publishers forced a showdown. In December 1933, they
met with representatives of CBS and NBC at New York’s Hotel Biltmore. The
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two sides agreed to the creation of a Press-Radio Bureau. Beginning March 1,
1934, the Press-Radio Bureau was to provide a restricted diet of news to
broadcasters for restricted use on the air. The net result of all restrictions was
that radio was not supposed to be able to scoop newspapers with a fast-break-
ing story. CBS was to disband its news service; NBC was not to build one.

There were ways around the restrictions, however. Radio could offer all
the “comment” and “interpretation” it wanted; so radio’s newcasters became
“commentators” or “analysts.” The majority of radio stations did not even
join the Press-Radio Bureau and did not feel bound by the Biltmore agree-
ments. By mid-1935 the restrictions were falling apart. First, rival news ser-
vices were formed to provide news to radio stations. Then UP and INS began
to offer news to stations. Finally, by the end of the decade, even AP was selling
news to stations. In 1940 the Press-Radio Bureau went out of business.

Another spot of tarnish on the golden age involved music. Music had been
a mainstay of radio programming from the very beginning. Problems with
music started early, too. Under the 1909 copyright law, a piece of copyrighted
music could not be performed in public for profit without permission of the
copyright holder. The American Society of Composers, Authors and Publish-
ers (ASCAP) was formed to grant permission to music users and to collect and
pay royalty fees to member music copyright holders. In 1922, ASCAP de-
manded that station owners pay royalties. The radio broadcasters were out-
raged. A test suit was brought against WOR, New York, and the court ruled’
that since a large department store ran WOR for publicity, the station’s use of
music was “for profit.”” Stations began paying ASCAP annual fees starting at
$250. The broadcasters were still angry, however, and formed an anti-ASCAP
organization that eventually became the National Association of Broadcasters
(NAB), the broadcasters’ trade group. By 1936, the license fee had become 2'5
percent of a station’s income from advertising.

In 1937, ASCAP announced a sharp increase to take effect in the early
1940s. Radio broadcasters resolved to fight the move. They contributed to a
fund that was used to form a rival music licensing organization, Broadcast
Music, Incorporated (BMI). Finally, the showdown came. ASCAP raised its
rates; broadcasters refused to pay and relied on music from BMI and the
public domain. This period during 1941 became known as the era of “Jeannie
with the Light Brown Hair,” since that song, no longer under copyright, was
used on the air so often. The broadcasters won the battle when ASCAP re-
duced its demands. But then musicians stopped making records. James C. Pe-
trillo, president of the American Federation of Musicians (AFM). said that
sound films, juke boxes, and the use of records on radio stations had put mu-
sicians out of work. At its 1942 convention, AFM decided to stop making
recordings. The major record companies finally met AFM demands in 1943
and 1944.

A third problem did not really bother broadcasters as much as it should
have. It involved a right of which they had made little or no use: the right to




Historical Perspective PART ONE

express editorial opinion on the air. The license of radio station WAAB, Bos-
ton, operating on 1410 kHz, was up for renewal. The Mayflower Broadcasting
Corporation filed an application with the Federal Communications Commis-
sion (FCC) to build a new station in Boston to operate on 1410 kHz. The FCC
held hearings on the matter in 1939. Mayflower’s application was denied, and
WAAB’s license was renewed.? But during the proceedings, it was revealed
that WAAB had editorialized during 1937 and 1938. In its decision the FCC
said “the broadcaster cannot be an advocate,” and this Mayflower doctrine as
it was known, effectively discouraged broadcast editorials until the FCC re-
versed itself in 1949.° Leaders of the radio industry denounced the Mayflower
doctrine, but to most stations it made little difference since they had no desire
to air editorials.

The network case, on the other hand, made a great deal of difference, par-
ticularly to the networks. In 1938 the FCC had begun an investigation of the
networks’ relationship to their affiliates. In 1941, the commission issued its
findings as the Report on Chain Broadcasting. At the same time, it adopted a
number of regulations to deal with matters described in the report. Basically,
the report said that through their affiliation contracts, NBC and CBS con-
trolled the programming of their affiliated stations, stations that accounted
for 85 percent of the total nighttime broadcast transmitter power of all sta-
tions in the country. Network control seemed to violate the intent of federal
law which put responsibility for programming on the station licensee. Such
control also smacked of monopoly. The new regulations aimed at breaking
this control.

Among other things, the new FCC regulations did away with CBS’s net-
work option plan and required NBC to divest itself of one of its two networks.
There were also regulations limiting the term of affiliate contracts to three
years, giving affiliates the right to reject programs, giving networks the right
to offer rejected programs to nonaffiliated stations, limiting network station
ownership to one per city, and prohibiting networks from controlling affiliate
advertising rates. The report had also mentioned the networks’ artist bu-
reaus—how could a network represent the best economic interests of both
performers, as their agent, and the network, as their employer?

CBS and NBC got rid of their artist bureaus immediately. But the rest of
the regulations—that, contended the networks, would spell the end of net-
work broadcasting and of commercial broadcasting itself in the United States.
The networks and other broadcasters mounted a full-scale attack on the FCC.
A committee of the U.S. House of Representatives investigated the commis-
sion. NBC and CBS both challenged the regulations in court, and the case
wound its way up the judicial ladder to the U.S. Supreme Court. On May 10,
1943, the High Court announced its ruling, affirming the constitutional valid-
ity of the Chain Broadcasting Regulations.' NBC sold the Blue Network, CBS
modified its network option requirements, and, as of this writing, both are still
in business.
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A fifth problem during the golden age was the blue book. Released in
March, 1945, the official title was Public Service Responsibilities of Broadcast Li-
censees. It had a blue cover; thus, the blue book. The book was a report of a
study of the programming of a group of licensees. According to the report,
they had broadcast excessive numbers of commercials, had not carried local
public interest programs, had not carried network public affairs programs,
and generally had not fulfilled the promises they had made on their license
renewal applications. Quoting statements by broadcasting business leaders,
the blue book contended stations should observe certain broad guidelines to
ensure that their programming met their public service obligations. The
guidelines suggested that stations should devote time to sustaining programs,
local live programs, and discussion of public issues, and should avoid adver-
tising excesses. That being the case, continued the report, the FCC should
begin to examine a station’s past record at license renewal time to see how
well the station had met these guidelines.

Innocuous as the blue book’s suggestions were by today’s standards, they
still represented a departure from previous commission policy. Station license
renewals had been passed routinely as long as all technical requirements were
met; now the FCC was proposing to look at past programming. Also, while
the FCC and the Federal Radio Commission had removed the charlatans—
the Brinkleys, and all the rest—from the air, this was the commission’s first
general criticism of “mainstream’ broadcasters.

The NAB launched an attack, attempting to discredit the blue book. Ac-
cording to the NAB, any FCC decision based on programming would violate
the First Amendment and the censorship prohibition section of the Communi-
cations Act. The trade press joined the battle on the side of the NAB. Vicious,
personal attacks were launched against the seven commissioners and against
the FCC consultants and staff members who had prepared the book. They
were likened to Communists and Fascists. Members of Congress joined the
criticism. Interestingly, amidst all the ad hominem attacks, no one argued over
the content of the blue book.

The FCC, surprised and uneasy over reaction to its publication, did not
follow its own new standards. By the end of 1946, it was clear that the blue
book was to be an unused document. Although never officially repudiated,
neither has it been enforced. Broadcasters took care of the blue book problem
permanently.

While standard broadcasting, or AM radio as it is more commonly known,
was building audiences and earning money, frequency modulation (FM)
radio was being shunted back and forth between bureaucratic indecision and
corporate hostility. FM radio is almost as old as radio itself. The first patent
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on FM was issued in 1902. But it was not until Edwin H. Armstrong’s work
during the period, 1928-1934, that FM broadcasting became practical. The
FCC began issuing licenses for experimental FM broadcast stations. Arm-
strong continued to promote FM, even in the face of opposition from the giant
RCA. He showed that FM had a number of inherent advantages over stan-
dard broadcasting. FM was capable of higher fidelity reproduction, was freer
of static, and was not as subject to fading and interference from other stations
as AM. By March 1940, 22 experimental FM stations were on the air, and the
FCC authorized commercial FM operation, establishing 42-50 MHz as the
FM band. During the war years the FCC stopped authorizing new FM
stations.

In 1945, the FCC moved the FM band to 88-106 MHz.* With this deci-
sion, the commission rendered obsolete all transmitters at the existing 46 FM
stations and all of the 400,000 or so FM receivers owned by the public. RCA’s
opposition, the wartime freeze, and now a major frequency shift—this should
have killed any chances for development that the new aural medium ever
had. In the long run, however, the 1945 frequency shift turned out to be a
good move for FMY; it lessened the chances of FM suffering from interference,
and it increased the number of FM channels from 40 to 100.

Another positive aspect of the 1945 frequency shift was the reaffirmation
of the principle of reserved channels for education. Some of the very first AM
broadcast stations had been started by educational institutions, often the
physical sciences departments of colleges and universities. Soon, however, the
technical novelty of broadcasting wore off, and the financial reality of opera-
tional expenses set in. Some educational licensees began selling advertising;
many more gave up their licenses. At times it seemed as though the govern-
ment were conniving with commercial interests to wrest frequencies from
educational licensees so that they could be used to sell products. Educational
licensees would find their frequencies changed, their power reduced, and their
status changed from full-time to share-time operations. During the period,
1921-1936, 202 licenses were issued to educational institutions. Out of this
total, only 38 stations were on the air at the beginning of 1937, and some of
these operated on a commercial basis. Educators tried to have some AM
channels reserved for education when Congress was about to pass the Com-
munications Act of 1934. Commercial broadcasters convinced Congress and
the FCC that they were already carrying educational material, and Congress
made no educational reservations. Shortly thereafter, the commercial broad-
casters’ educational programs began to disappear.

The FCC realized that some kind of channel reservations were, indeed,
needed if education was to have a broadcast voice. In setting up the 1940 FM

* The frequencies 106-108 MHz were originally reserved for facsimile and were
later used by FM broadcasting.
t See Chapter 4.
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band, the FCC had set aside five of the 40 channels for noncommercial edu-
cational use. And now, in 1945, the first 20 (88-92 MHz) of the 100 channels
in the new FM band were reserved for noncommercial educational stations.
Three years later the FCC authorized low power operation for stations in the
reserved band. This way, an educational institution could go on the air with a
10 watt transmitter for little initial investment, gain experience and expertise,
and later improve facilities and raise power.

FM radio was being touted as the coming commercial medium, perhaps
even replacing AM radio. In spite of the 1945 frequency shift, only three years
later the FCC had authorized over 1000 new FM stations. But FM’s time had
not yet come. Audiences did not find FM very attractive. The receivers were
expensive and did not sound much better than AM receivers. In many cases,
the programming on FM was exactly the same as AM; AM-FM licensees
would duplicate AM programming on the FM station. Audiences were con-
tent with AM radio and were also fascinated with a new broadcast medium,
television. Advertisers put their money in AM and TV. FM stations lost
money, almost without exception. The independently operated FM stations
were especially hard hit. Many FM station owners turned their licenses back
to the commission, over 350 from 1949 through 1952.
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After the War

The profits earned by AM radio stations during World War II had not gone
unnoticed. Literally, hundreds of persons were ready to file applications for
radio broadcast licenses. The FCC licensed many of the new stations with
directional antennas, low power, daylight-only operation, or some combina-
tion of these, lessening chances for interference. Such operations allowed more
stations to be built, and many communities got their first local radio service
during this postwar period. In mid-1945, 933 AM radio stations were on the
air. Thirty-six months later the number had nearly doubled to 1621, with an
additional 341 authorized.

Total station time sales climbed, too, from over $176.5 million in 1945 to
over $275.6 million in 1948. However, the total number of AM and FM radio
stations on the air was so large that average per station time sales actually
dropped during the same period from nearly $180,000 to under $133,000 per
station.

At the same time, national radio network sales had slowed. The yearly in-
crease of network sales billings dropped from a high of 22.5 percent for 1944 to
0.8 percent for 1947. The last good year for network sales was 1948, with a 4.5
percent increase over 1947, but this was followed by 12 years of shrinking
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Figure 3-5. Average Radio Station Compensation, 1945-1948. In spite ot the tact
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sales, with the pattern of yearly decrease interrupted only once. By the time
the decade-plus sales slump ended, network billings were down nearly $100
million from their 1948 total.

Average station billings were falling, network audiences were falling, net-
work billings were falling, the nation was entering a period of economic re-
cession—a bad time for radio. Local stations responded in a number of ways.
Network affiliateship fast became a hindrance. Stations experimented with
new formats, appealing to minority tastes and interests. Stations also en-
couraged local retail outlets to use radio, and income from local advertising
sales climbed. The networks dropped their ban on recordings and even ran a
few disc jockey shows. In an effort to keep audiences, radio networks added
telephone quizzes such as Stop the Music and Sing It Again, offering money and
prizes to those who were listening and could answer the questions posed by
long distance telephone. But audiences continued to drop. In the 1950s, net-
work radio programs of long standing went off the air and were not replaced.
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What was the problem? The problem was a horde of loud, vulgar, squat,
ugly, one-eyed monsters that invaded America’s homes and mesmerized the
inhabitants therein for hours at a time. To make matters worse, the public
willingly invited these monsters into their living rooms, and they multiplied
like rabbits. Far-seeing science fiction writers had been predicting their arrival
for years, and now here they were—television receivers.

Notes

1 Witmark v. Bamberger, 291 F. 776 (1923).
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Rise of Television

By 1948, radio had enjoyed the privileged status of an only child for 28 years.
But in that year, a smarty pants kid, television, began to emerge as the domi-
nant national medium. Today television, though a little long in the tooth to
still qualify as a Wunderkind, is entering its fourth decade as the glamour me-
dium. This is the story of television’s 30 years—the development of television
as a broadcast medium, the evolution of television programming, the adjust-
ments made by radio to exist in the age of television, the fear and corruption
that pervaded broadcasting in the decade of the 1950s, and the reaction to
that decade in succeeding years.

Development of Television

The crucial technical process on which modern television is founded is scan-
sion—the systematic and continuous translation of minute parts of a scene
into specific electrical charges suitable for transmission and retranslation into
a series of pictures that give the illusion of motion.* In 1884, Paul Nipkow, a
German, developed a device that would scan a picture. Nipkow’s scanning
disc set off a whole line of research based on mechanical scansion—television
systems that required spinning discs. Among the experimenters were E. E.

* See Chapter 11.
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Figure 4-1. Nipkow Scanning Disk. (a) The Nipkow pickup device (‘‘camera’’) con-
sisted of a flat spinning disk with a ring of small holes at increasing distances from
the edge. When the disk was spun, each hole allowed, in its turn, a separate bit of
picture information—light reflected from a part of the physical scene being
scanned—ito reach a phototube. This phototube generated a current that varied
with the amount of light falling on it. Thus each bit of picture information was trans-
lated by the element into a specific electrical charge. (b) These charges could be
fed by wire to another scanning disk that acted as a viewer. The electrical charges
illuminated the viewer glow lamp or discharge lamp and the viewer disk spun in syn-
chronization with that of the pickup device. Someone facing the viewer scanning
disk at eye level with the glow lamp would then see a rough image of the scene
being scanned. (c) The photograph shows an early research apparatus based on
the scanning disk. The viewing disk is at left; the pickup disk at right.

Fournier d’Albe, C. F. Jenkins, and John Baird. Fournier d’Albe, a French sci-
entist, conducted experiments in the early 1900s. Jenkins, an American,
transmitted motion pictures via radio waves in June 1925. And in England,
Baird demonstrated the first true live television picture on January 26, 1926.
Jenkins and Baird both started companies based on their systems. In 1929,
Baird began broadcasting, and the British Broadcasting Corporation (BBC)
took over television transmissions three years later.
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Figure 4-2. Dr. Viadimir K. Zwory-
> kin. Dr. Zworykin holds an early
'd  model of his iconoscope.

But the future of television lay in electronic, not mechanical, scansion. Dr.
Vladimir K. Zworykin, a Russian-born American, was a research scientist for
Westinghouse in Pittsburgh. In 1923, Zworykin demonstrated a crude, but
working all-electronic television system based on a camera tube that he
named the iconoscope. Three years later he developed a television receiver
using a form of cathode ray tube that he called a kinescope.

At this point, television was still technically primitive by today’s stan-
dards. Resolution (amount of picture information) was only 30 horizontal
lines, as compared to today’s 525 lines. The picture was not very sharp. In
1930, the television research activities of Westinghouse, General Electric (GE),
and Radio Corporation of America (RCA) were consolidated in RCA’s Elec-
tronic Research Laboratory, Camden, New Jersey. This brought together
Zworykin and some 40 other engineers. Work proceeded at a quick pace on
the iconoscope, the cathode ray receiver, resolution, and other problems of
electronic television. In 1936, RCA signed on experimental television station
W2XF, New York, and continued developmental work. By 1939, RCA
achieved a 441-line resolution, and that year the company inaugurated a lim-
ited but regular schedule of programming,* including a live telecast of Presi-
dent Franklin D. Roosevelt opening the New York World’s Fair.

Meanwhile, others had been active in television development: American
Telephone and Telegraph (AT&T), the Columbia Broadcasting System

* The BBC had begun regularly scheduled telecasts in 1936.
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(CBS), Allen B. DuMont Laboratories, Philco Radio and Television Cor-
poration. By 1937, 17 experimental television stations were operating.

One individual whgq played a major role in television research was Philo
Farnsworth. He had outlined a system of all-electronic television as early as
1922 when he was a high school student, had filed patent application for his
system in 1927, had demonstrated a working model of his image-dissector
camera to financial backers in 1928, and by 1932 had built a strong patent
structure in the field of electronic television. Farnsworth did so much vital
basic research in the field that he was able to force RCA to break its tradition
of never paying royalties. After Farnsworth refused to sell his patents outright,
RCA entered into a licensing agreement for their use in 1939.

The development of television transmission standards was a controversial
issue. In 1938, the Radio Manufacturers Association (RMA) recommended a
set of standards to the Federal Communications Commission (FCC). The
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SIXTH REPORT
AND ORDER

FCC soon found that the broadcasting trade was actually divided on the
matter. In 1940, the FCC cooperated with the RMA in forming the National
Television System Committee (NTSC) composed of engineers from across the
industry. The NTSC drew up standards for black and white television and the
FCC adopted them in April 1941. Those standards called for 18 channels lo-
cated between 50 and 294 MHz in the very high frequency (VHF) band (see
Chapter 9). Five years later the commission reduced the number of channels
to 13, then to 12 in 1948 by deleting channel 1. Except for the number of
channels, those 1941 standards are still in force: each channel, 6 MHz wide;
amplitude modulation (AM) of video and frequency modulation (FM) for
audio; 525 horizontal lines of resolution; and 30 frames (complete pictures)
per second. In 1945, the FCC adopted its first table of assignments, distribut-
ing television channels among 140 cities for a total of 500 stations.

Commercial television operation began July 1, 1941. A wartime freeze on
station and receiving set construction was imposed in 1942, Of the ten pioneer
television stations, only six continued through the war, those broadcasting
only four hours per week to the 7000 or so sets in existence. Even after the
freeze was lifted in 1945, shortages of materials continued, and station and set
construction did not resume for almost two years. In 1947, however, television
began growing at a phenomenal rate. Television set sales soared. Television
license applications flooded the FCC. It became evident that there were going
to be many more applications than channels. In 1948, the commission ordered
a freeze (i.e., halt) on processing of applications for new television stations to
give it time to work something out.

The freeze was supposed to last only six to nine months. In fact, however, the
issues involved were so complex that the freeze lasted a total of 42 months.
After a series of hearings, conferences, and negotiations, the FCC issued the
Sixth Report and Order' on April 14, 1952, and on July 1 resumed processing ap-
plications for new stations. The freeze was over.

The Sixth Report and Order was a new plan for U.S. television. Under the
order, existing VHF channels 2-13 (54-216 MHz) were to remain. Seventy
additional channels were opened in the ultrahigh frequency (UHF) band,
numbered 14-83 (470-890 MHz). The table of assignments was revised to
provide for 2053 stations in 1291 communities; 242 of these channel assign-
ments were reserved for noncommercial educational use. Standards were es-
tablished to reduce the possibility of interference among stations: maximum
power outputs were specified, and minimum distances were set separating
stations operating on the same or adjacent channels. With some modification
and expansion, this is the plan under which the television broadcast service
presently operates. In 1977, the Federal Communications Commission ini-
tiated proceedings to add one more VHF charnel in each of four cities by
short-spacing, that is, by allowing stations on same or adjacent channels to be
built closer together than existing minimum distance standards allow. Com-
mercial television licensees opposed this plan.
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Figure 4-4. Number of VHF and UHF Television Stations Operating: 1941-1978.
(However, the FCC 12th Annual Report commented that ‘‘six television stations
were on the air during the war.’’) All figures are as of January 1, except 1978,
which is as of March 10.

SOURCES: Federal Communications Commission, 8th Annual Report (Washington, D.C.. GPO, 1942);
Television Factbook No. 42, 1972-1973 Ed. (Washington, D.C.: Television Digest, Inc., 1973), p. &7q;
Broadcasting Yearbook 1978 (Washington, D.C.: Broadcasting Publications, 1978}, p. A-7; and Broad-
casting, Apr. 24, 1978, p. 68.

During the 18-month period between July 1, 1952 (the end of the freeze) and
January 1, 1955, an astounding total of 308 television stations signed on the
air. There were two good reasons for the rush for television licenses: (1) audi-
ences and (2) money. In 1948, there were 190,000 television sets in use in the
United States. In 1955, the number was 32,500,000; in just seven years, 65
percent of all homes had acquired at least one television set. In 1948, total
television station revenue was $6.2 million; in 1955, station revenue had mul-
tiplied over 6000 percent to $372.2 million.

The networks also grew rapidly. The American Broadcasting Company
(ABC), the Columbia Broadcasting System {(CBS), and the National Broad-
casting Company (NBC) began to buy television stations and to sign up affili-
ates. DuMont also formed a television network and began to look for
affiliates.* As the telephone company extended its coaxial cable,! the net-
works expanded their reach from New York to Washington, D.C. in 1946, to

* The Mutual Broadcasting System did not go into television.

' The number of radio frequencies required for television channels is so great
that normal telephone lines do not have the capacity to carry them. Coaxial cable,
however, has the potential to carry many television channels, an important require-
ment for television network relay.
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Figure 4-5. Percentage of American Homes with Television, UHF Television, and

Color Television. The growth rate of television-equipped homes in the 1950s is

nothing short of astounding. The growth curve for UHF and color television is almost

as steep but was delayed 15 years until Congress passed the all-channel receiver
bill and the cost of color receivers began to drop. Figures for 1965, 1970, and

1974 are based on Nielsen data; for 1976 and 1977, on Arbitron Television Cen-

sus. The Nielsen figures measure the portion of their sample homes that can receive

a UHF station, while the Arbitron figure is a pure penetration figure based on owner-

ship of a television with a UHF dial only. There is not necessarily a UHF station in the

coverage area. The Nielsen figures are in a sense understated, because some mar-
kets have no UHF stations.

SOURCES: Correspondence from NBC, Aug. 22, 1977, and Nielsen Television 1977 {Northbrook, Ill.: A. C.
Nielsen Co., 1977), p. 7. Arbitron figures for color and UHF in 1977 reported in Broadcasting, 27 Feb.
1978, p. 28. Nielsen figure for total homes capable of receiving television in 1977 reported in Brood-
casting Yearbook 1978 (Washington, D.C.: Broadcasting Publications, 1978), p. B-176.

Boston in 1947, to the midwest in early 1949, and to the West Coast on Sep-
tember 10, 1951. In the meantime, affiliated stations not on the cable received
network programming as kinescope films.* By 1955, CBS and NBC had devel-
oped strong, nationwide lineups of affiliates in major markets. ABC had many
fewer affiliates. Over three times as many stations carried the DuMont net-

* A kinescope film is made by aiming a motion picture camera at the face of a
high-intensity television picture tube and filming a program as it is telecast.
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Figure 4-6. Television Gross Advertising Revenue: 1948-1977.In 1948, the FCC
reported only business sold directly by stations. Part of the increase in all categories
between 1955 and 1960 is due to a change in the method of computation.

SOURCES: Federal Communications Commission, Annual Reports (Washington, D.C.. GPO, annual), and
TV Broadcast Financial Data—1976, Public Notice 87928 (Washington, D.C.. FCC, 1977). Figures for
1977 based on percentages of increase predicted in U.S. Dept. of Commerce, 1978 U.S. Industrial Out-
look (Washington, D.C.. GPO, 1978), pp. 346-347.

work as carried ABC, but DuMont had trouble getting affiliates in large cities,
and the network lost money. The year 1955 was Dumont’s last as a network.
At the same time the networks themselves expanded, so did network advertis-
ing billings. In 1948, total network billings were $2.5 million; in 1955 they
were $308.9 million, up over 12,300 percent.

Gradually the growth rate slowed. It has not stopped, and overall televi-
sion billings have increased every year except 1971, when a legal ban on
broadcast cigarette advertising began and billings decreased by 2 percent
from 1970 levels.

Research and development in utilization of the radio frequency portion of the
electromagnetic spectrum (see Chapter 9) during World War II had shown
the feasibility of using the UHF band (300-3000 MHz) for transmission and
reception. When the Sixth Report and Order was issued, expansion of the table of
assignments was based on the opening of 70 new UHF channels as part of the
regular television service, and many persons applied for UHF stations.

But the cards were stacked against UHF licensees. First, all other things
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being equal, the signals for UHF stations do not travel as far as those from
VHEF stations. The FCC had thought to correct this discrepancy by allowing
UHTF stations to operate with 5,000,000 watts of power for the video signal,
almost 16 times more than the maximum allowed for any VHF station. But
no UHF transmitters were available to operate with such high power. Thus
UHF stations had shorter range and reached fewer viewers than VHF
stations.

Second, the 108 stations that were on the air during the freeze were VHF
stations. During the three and one-half years of the freeze, the number of
homes with television sets had gone from 1.6 million to 17.3 million. Natu-
rally, the television sets were equipped to pick up VHF television stations
only, so when UHF stations went on the air no one was able to watch them.

Third, the major networks grabbed most of the big city VHF stations as
affiliates, leaving many of the UHF stations as independents. The public was
primarily interested in receiving network fare, and therefore did not buy con-

(To 64,800,000 in 1976)
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Figure 4-7. UUHF Television Station Income: 1966-1976. UHF stations as a group

lost more and more money, bottoming out in 1970. However, at that point the

FCC's efforts to make commercial UHF television viable began to pay off, and UHF

stations lost less and less money. The year of the big breakthrough was 1975.

SOURCES: Federal Communications Commission, Annual Reports (Washington, D.C.: GPO, annual), and
TV Broadcast Financial Data—1976, Public Notice 87928 (Washington, D.C.:. FCC, 1976).
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verters to adapt existing television sets to pick up both VHF and UHF sta-
tions. Manufacturers continued to build television sets that would receive
only VHF channels; the set-makers offered UHF reception capability as an
extra cost option that few buyers took.

UHF licensees found it nearly impossible to compete with VHF stations
and lost money. Many let their stations go dark and turned licenses back to
the FCC. By 1956, the pattern of UHF television station failure was clear, and
the FCC became concerned. The commission conducted transmission tests in
New York City in 1961 and 1962 and found that high power transmission was
feasible and did extend a UHF signal to a distance comparable to that of
VHF.

At the commission’s request, Congress adopted a law allowing the FCC to
require manufacturers to build all television receivers with both VHF and
UHF reception capability. April 30, 1964, was the date by which the industry
had to meet the requirement. The new all-channel receivers still discrimi-
nated against UHF, however. The VHF dial had 12 click-stop positions, one
for each channel; the UHF dial turned continuously, like a radio dial, with no
clicks. It was contended that the public did not watch UHF stations because
the UHF dial was more difficult to tune. Therefore rules were adopted in 1970
to make UHF tuning comparable to that of the VHF dial. In 1966, the com-
mission revised the table of assignments to allow for additional UHF televi-
sion stations.

Eventually, FCC efforts to make commercial UHF viable began to pay off.
During the first half of the 1970s, UHF television stations, as a group, lost less
and less money each year until 1975, when they showed a total profit of $9.9
million. Still, the average before-tax income for UHF stations lags far behind
that of VHF stations, and a number of UHF stations lose money.

Color television experimentation began as early as the late 1920s. Throughout
the 1940s, various companies worked on and pushed systems of color televi-
sion, but the main rivalry was between RCA’s dot sequential system (see
Chapter 11) and CBS’s field sequential system. In 1949, as a result of a peti-
tion by CBS to the FCC, the major television interests demonstrated their
color television systems. CBS’s system was mechanical. Largely the work of
Dr. Peter Goldmark, the CBS field sequential system used three filters—red,
blue, and green. Each filter rotated past the camera pickup tube in rapid suc-
cession. When synchronized with similar filters on the receiver picture tube,
the viewer’s eye would see the full range of natural colors. Originally, the CBS
system had needed an 18 MHz channel, but CBS refined it to operate in the 6
MHz channel of existing VHF channels. The field sequential system was in-
compatible; monochrome (black and white) receivers would get a distorted
picture when tuned to field sequential color transmission. However, existing
monochrome television sets could be adapted to receive black and white ver-
sions of color transmission for about $10, and to receive color pictures for about
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§45! Further, CBS contended that the field sequential system could eventually
be refined to be completely electronic, eliminating the mechanical color disc.
Of all systems demonstrated, CBS’s appeared to have clearly the best color.

The FCC adopted the CBS color system effective November 20, 1950. The
television industry was unhappy; the system was mechanical and incompati-
ble. Before the order could go into effect, RCA filed suit against its adoption.
A number of manufacturers and service companies did the same. The suit de-
layed implementation of the order for six months while the case worked its
way up the federal court system. On May 20, 1951, the Supreme Court up-
held the FCC.? On October 19 the director of Defense Mobilization halted
color receiver production because of the Korean War. CBS had broadcast the
first network color program with the new system in June and continued tech-
nical development. Congress began to look askance at the delay in introduc-
tion of color television, and in March 1953, the ban on color television
equipment manufacture was lifted.

Meanwhile, RCA and its allies had been busy. Another all-industry Na-
tional Television System Committee (NTSC) of engineers was formed to
study and recommend standards for an electronic, compatible color television
system. By mid-1953, NTSC had completed its work, and in June, RCA peti-
tioned the FCC to adopt NTSC standards. In December, the FCC approved
the electronic system,

The first color television sets were expensive. RCA’s basic color television
receiver with 15-inch screen retailed for $1000 in 1954, and no $45 conversion
kits were made available. Additionally, very few stations were equipped for
full-color telecasting. The public did not rush out to trade in old monochrome
receivers for new color television sets. In 1955 there were only about 5000
color sets in use in the entire United States. Even ten years later, less than 5
percent of all television homes were color equipped. In 1953, CBS and NBC
each carried over 22 hours of color programming weekly. Both cut back, and
by 1958 only NBC still broadcast a regular schedule of color programs. Then
in the mid-1960s, the prices of color receivers dropped somewhat and sales
picked up. Color set sales for the first nine months of 1965 doubled those of the
same period in 1964. A new camera pickup tube, the Plumbicon,* was intro-
duced, resulting in cameras that were easier to set up and maintain. The net-
works increased color telecasting, and in September 1966, began full-color
programming in prime time. More and more stations bought and used color
equipment; national advertisers demanded it. By 1967, color television was an
unstoppable trend, and by 1969 one-third of all television homes in the
United States were color equipped. Nine years later, color set penetration had
gone over 80 percent.

* Plumbicon is a registered trademark by N. V. Philips.
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Television Programming

In the earliest days of television, there was no large backlog of syndicated pro-
grams to fill a station’s schedule. For much local programming, stations used
feature films of the 1930s and early 1940s. These were the only films Holly-
wood had made available to its young rival medium, so that television ac-
quired an old-movies reputation. Some stations even ran silent films, adding
narration and sound track. Some stations used short films of well-known
bands, vocalists, and singing groups and put them together in the form of a
visual disc jockey show. Most stations ran lots of film travelogues.

But when the network was dark (not sending programs down the line) and
all the old movies and travelogues had been aired, a station had little choice
other than to devise and air its own programs. There was no videotape either,
so they were all live. The stations tried everything: locally produced soap
operas; cooking programs; interview shows; the man/lady who played the
piano/organ/both and sang/recited poetry; local talent shows; children’s pro-
grams, hosted by Captain/Uncle Somebody-or-other, usually featuring old
black-and-white movie cartoons.

At the network level there was a great deal of experimentation in these
early days, attempts to find programming forms suitable for the visual me-
dium. These network programming efforts, however, had to await the spread
of AT&T’s coaxial cable. On June 24, 1946, the Joe Lewis-Billy Conn fight for
the heavyweight boxing championship was broadcast on an ad hoc network to
four cities on the East Coast. Sponsored by Gillette Safety Razor Company,
the broadcast reached an estimated 100,000 viewers and was reported to have
convinced skeptics that television was here to stay. Bristol-Myers became the
first advertiser to sponsor a network television series. It was called Geographi-
cally Speaking and started October 27, 1946, on NBC, which, at that time, was
a two-station network.

In the early days a network would often take a radio series and adapt it for
television. Some series were simulcast, that is, aired concurrently on both
radio and television. Soon the first network superstar programs emerged. In
1948, the Texaco Star Theater (comedy-variety show) went on the air, launching
the television career of Milton Berle. “Uncle Miltie” was so popular that he
became known as “Mr. Television.” That same year Toast of the Town began,
produced and hosted by Ed Sullivan. This variety program was almost
straight vaudeville. Later renamed the Ed Sullivan Show, it ran for 22 years, ten
of which it was rated as one of the 20 most popular programs. Friday Night
Frolic began early in 1949 on the combined NBC and DuMont networks. Soon
renamed Your Show of Shows, this program starred Sid Caesar and Imogene
Coca; and people would desert restaurants, theaters, and parties on Saturday
nights to go home to watch it.

There was some reliance on film programming from the very beginning,
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but much of network television was live and produced in New York. Most of
the carly dramatic programs were episodic series—a complete story each
week, evolving out of the same situation, with the same main characters. Dur-
ing the early 1950s another type of dramatic program developed, the anthol-
ogy series. Here, the program title remained the same, but each program
featured a completely different play—different characters, different actors,
different stories, different situations. The programs included Philco-Goodyear
Playhouse, Kraft Television Theater, Playhouse 90, and Studio One, and the plays
they produced catapulted their young, previously unknown authors into
prominence—Paddy Chayefsky, Rod Serling, Reginald Rose, Tad Mosel,
Horton Foote, and others. Some of the plays were subsequently made into fine
motion pictures— Requiem for a Heavyweight, Marty, Dino, Twelve Angry Men,
Patterns. The anthology series reached their peak in 1953, but by 1956 they
were all but gone, victims of changing audience taste, sponsor script interfer-
ence, and the economics of syndication. This brief period of live, anthology se-
ries drama is often referred to as television’s golden age. This may overstate
the case; much—perhaps most—of the writing was mundane. But the plays
were live, they were theater, they were peculiarly television. And when they
were good, they had a quality that transcended their time, indeed, that is still
evident more than 20 years later.

Overall trends in network programming began to emerge in the early and
mid-1950s. In the latter part of 1948, a number of highly popular radio pro-
grams and stars moved to CBS Radio: Amos ‘n’ Andy, Jack Benny, Edgar Ber-
gen, Red Skelton, and others. The comedians had moved to take advantage of
low capital-gains tax rates. CBS had suggested the idea to Music Corporation
of America, agent for many of the comedians, and the exodus became known
as CBS President William S. Paley’s “talent raid.” The move quickly paid off
for CBS, putting the radio network solidly ahead of NBC in the critical 7-8
P.M. period as early as January 1949. When time came to beef up its television
network schedule, CBS stuck with success. Its television forms and formats
were those of radio—fully sponsored, regularly scheduled programs. Its pro-
gramming nucleus was its stable of big-name comedians. CBS’s strategy
worked, and by 1953 it captured the lead in prime-time network television
ratings.

NBC’s programming reflected the thinking of Sylvester L. “Pat” Weaver.
Weaver, a former advertising executive, joined NBC in 1949 as vice-president
in charge of television. In December 1953, he became president of NBC and
worked to shift control of network programs from sponsors and their advertis-
ing agencies* to the network. He pushed for a new programming form, the

* The practice of advertiser/agency control of sponsored network programs had
originated with AT&T’s concept of toll broadcasting, was inherited by NBC after
RCA’s purchase of WEAF, became general network practice, and transferred to
television as standard procedure.




CHAPTER 4

Rise of Television 65

magazine concept. The network would produce and control the program and
sell time within it to advertisers for commercial messages. Each program
would have a number of different advertisers. Using this concept, NBC
started the Today and Tonight shows, both still in existence and still audience-
ratings leaders in their time slots. Another Weaver idea was the spectacular.
Spectaculars were one-time programs made with extra care and money, pre-
ceded by a larger-than-normal publicity campaign, and designed to stand out
from the usual programming, to create talk and excitement.

ABC had been the weakest of the three major radio networks. It began
video operations in 1948 and found itself even weaker, relative to CBS and
NBC, as a television network. In 1951, ABC entered into negotiations for a
merger with United Paramount Theaters, the former exhibition arm of Para-
mount Pictures. The merger was completed in 1953, bringing Paramount’s
working capital and former Paramount executive Leonard Goldenson into
ABC. Goldenson used his Hollywood contacts to get the major studios in-
terested in program production. Using the same themes and formulas popular
among movie audiences in the 1930s and 40s—cowboys, cops and robbers,
detective storiess—ABC played a catch-up game. Its first big successes were
Cheyenne, produced by Warner Brothers, and Disneyland, produced by the Walt
Disney organization. ABC-TV based its programming strategies on action-
adventure dramatic series—The Untouchables, 77 Sunset Strip, The Rebel, Rifle-
man, Hawaiian Eye, all were violent, but all attracted audiences. The network
said it gave the television audience what it wanted, that audience members
“voted” for violence with their television dials in a form of “cultural democ-
racy.” In spite of having fewer and weaker affiliates in the large markets,
ABC-TV worked to close the ratings gap between itself and CBS-TV and
NBC-TV. In the 1975-1976 season, ABC-TV actually led the other two com-
mercial networks in overall prime-time ratings; ABC continued its rating
dominance into 1978, picking up stronger affiliates on the way. Its days of
being a weak third seemed to be over.

All three network programming trends have left lasting impressions on the
shape of network television. The basis of the prime-time schedule is still the
regularly scheduled program. On the other hand, few programs are com-
pletely sponsored; the network controls the programs, and advertisers buy
spots to run commercials within them. All three networks have telecast spec-
taculars (now called specials) and magazine format programs (e.g., ABC’s
Good Mormning America and CBS’s former late-night Joey Bishop Show). Film pro-
duction has displaced live production of prime-time programs (although there
has been a trend toward electronic production on videotape since 1969). The
television production center has shifted from New York to Hollywood, and
the filmed action-adventure series is a staple of network prime-time
programming.

Many of the major program types developed in radio have proved suc-
cessful in television. Thus over the years in television we have watched west-
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erns, spy stories, mystery series, situation comedies, musical programs,
comedy-variety programs, game and quiz shows, soap operas, and all the rest.
Some program types that were long-running features on network radio, how-
ever, have not been regularly scheduled on commercial network television for
years and appear now only sporadically as specials—for example, experimen-
tal drama, classical music programs, and programming for minority interests,
such as the old NBC radio program for farmers, National Farm and Home Hour.

Television series are, on the average, much shorter lived than radio series.
A television series is a veteran if it survives five years, but many prime-time
radio series ran ten or 15 years or even longer. Because its program series turn-
over is higher, television is much more cyclical than radio. A new program
type becomes popular one season, and it has a host of imitators the next. For
example, in the early 1970s, the popular, so-called “social consciousness” situ-
ation comedies multiplied by means of the spin-off: secondary characters
from one series would become the basis upon which new series were built. Al
in the Family spawned Maude and The Jeffersons; Maude spun off Good Times, and
so on.

Television, on the other hand, has popularized program forms that did not
exist on radio, such as children’s animated cartoons and feature films.* First
introduced on network television in 1961, feature films proved to be extremely
popular. They also had the advantage of capturing and holding audiences for
long periods of time. This inspired the networks to lengthen other prime-time
programming to one hour, 90 minutes, and even up to four hours on special
occasions.! Sports events proved much more popular on television than on
radio, from the early Friday Night Boxing and wrestling programs to sophisti-
cated coverage of golf, tennis, football, baseball, Olympic games, and other
sports. ABC has been especially aggressive in programming sports.

The forerunners of today’s early evening network television news pro-
grams began in the late 1940s. The 7:30 E.S.T. CBS Douglas Edwards with the
News went on first in 1948. NBC’s Camel News Caravan with John Cameron
Swayze at 7:45 E.S5.T. began the next year, and ABC and DuMont soon fol-
lowed with their own newscasts. These newscasts were 15 minutes long, and
the networks contracted with newsreel and other film organizations for news-
film. The networks strengthened their news operations during the 1950s, add-
ing resources and personnel and newscasts at other times during the broadcast
day. In 1963, CBS and NBC increased the length of their evening newscasts to
30 minutes; ABC followed four years later. Polls revealed that the public saw
television as the single most-relied-upon news medium as early as 1959 and as
the most believable news medium in 1961. In 1976, all three commercial tele-
vision networks prepared to lengthen evening newscasts to one hour. Affili-

* The stories of feature films were sometimes adapted fcr radio, as in Lux Radio
Theater (see Chapter 3).
1 See Chapter 6 for a discussion of block programming and audience flow.
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ates, however, protested, saying expanded newscasts would take away 30
minutes of extremely valuable, salable time. By November, network news ex-
pansion seemed to be a dead issue.

Broadcast news also expanded in two other areas—the documentary and
on-the-spot coverage. Edward R. Murrow, along with Fred W. Friendly,
began network television’s first news documentary series, See It Now, in 1951
and established standards by which television documentaries are still mea-
sured. NBC broadcast its Victory at Sea series in 1952, recounting U.S. naval
operations in World War II. ABC’s documentary efforts began in the late
1950s. By 1961, all three networks were producing stimulating, vital news doc-
umentaries. Many local stations began to produce documentaries, too. Some
of television’s finest work has been its live coverage of various events—na-
tional political conventions; elections; presidential inaugurations; the Ke-
fauver Crime Committee Hearings in 1951; the Army-McCarthy Hearings in
1954; the so-called “great debates” between presidential candidates in 1960
and 1976; the deaths and funerals of President John F. Kennedy, Senator
Robert Kennedy, and Reverend Martin Luther King, Jr.; coverage of U.S.
space efforts; the Watergate hearings.

Radio in the Age of Television

In 1950, “radio” still meant networks, national advertisers, big programs, big
stars. But with the sharp increase in the number of radio stations since 1947
and the phenomenal growth of television, it was evident that radio was going
to have to change. Audiences and revenues had already begun to drop.

The answer seemed to lie in a programming form as old as radio itself, the
disc jockey or deejay show. Independent stations had featured music-and-talk
deejay programs at least as far back as 1935. Now, some stations began to
convert to a total deejay format, using it as a basis to specialize. In effect,
these stations were saying that it was useless to compete with television for a
general audience. Instead, they tailored their progamming to reach a specific
segment of the audience, then sold advertising time to companies that wished
to get commercial messages to that specific segment. One such radio pro-
gramming specialization spread during the years, 1948-1952—the so-called
“Negro radio station.” These stations used black deejays, played rhythm ’n’
blues and gospel music, and programmed news and features of interest to the
black community.

About 1950, another specialization evolved and spread—the Top 40 radio
station. Pioneered by group station owners Todd Storz and Gordon McLen-
don, Top 40 stations aimed at the youth market, an audience in its teens and
early twenties. The Top 40 format called for emphasis on the most popular
single recordings, for a rapid fire pace, and for heavy promotion, both on-
air—contests, singing station identifications, and so on—and off-air, in other
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media. About this same time, a new type of popular music arose that became
known as “rock ’n’ roll.” Top 40 radio was the perfect setting for this music.
As the early and mid-1950s ground on, city after city fell under the spell of
raucous, razzle-dazzle, rocking Top 40 stations, and their near-fanatic youth
audiences pushed them to the top of the audience-ratings race in nearly every
market. Medium and large markets acquired two, three, even four Top 40
stations. After some of these failed, radio programmers realized that the lesson
of Top 40 radio’s success was not Top 40 itself, but specialization. In the
1960s, radio formats began to diversify—country music, beautiful music, all-
talk, all-news, and so on.

Network radio’s adjustment to the age of television was more difficult than
that of local stations. The importance, the vitality of radio had shifted from
networks to stations, and it became obvious that if radio networks were to stay
in business they would have to adjust to the needs of the stations. NBC intro-
duced Monitor in 1955. A radio version of Pat Weaver’s magazine concept,
Monitor, was an attempt to adjust network programming to the tune-in/tune-
out listening patterns of modern radio audiences. It ran forty hours (later 25),
Friday night through Sunday. Its slogan was “going places and doing things,”
and it covered many subjects in many areas of interest in short capsules of in-
formation. ABC and CBS began their own versions. NBC tried a weekday
version of Monitor. Meanwhile, the Mutual Broadcasting System (MBS) and
ABC had reduced radio network service to capsule news and features, usually
on the hour and the half hour, giving the rest of the hour to affiliates. First
NBC, then CBS adopted this pattern for weekday programming.

In 1968, ABC took a further step in adjusting its radio network to the
needs of affiliated stations. It offered four separately programmed networks,
each tailored to a different type of modern radio station format. None of the
ABC networks dominated a station’s weekend as did Monitor; “needs 84 per-
cent to 196 percent less time than any other major network today,” ABC said
in trade press advertising. MBS followed ABC’s lead four years later, adding a
program service for black stations and another for Spanish-language stations
(dropped after seven months). On July 2, 1973, a brand new organization, the
National Black Network (NBN), signed on, originating hourly five-minute
newscasts aimed at black stations across the country. NBN soon added sports
and features.

In the meantime, NBC changed Monitor and finally dropped it in January
1975. NBC retained conventional network service (news and features), and in
June 1975, added a second program service, the News and Information Ser-
vice (NIS). Designed for stations with all-news formats, NIS fed capsule news,
background reports, and features throughout the hour, giving affiliates oppor-
tunity to insert local news and advertising. Stations subscribed to NIS, paying
a monthly fee for its use. NBC could not attract enough subscribers to make it
pay and, in November 1976, announced cancellation of NIS for mid-1977.
The trend toward network specialization has continued with formation of
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National Public Radio in 1970 to serve noncommercial educational radio sta-
tions and with numerous regional networks that feed state, farm, and other
special interest news and features to affiliated stations.

The FCC’s FM nonduplication rule of 1965 hastened the trend toward di-
versification and specialization in station formats. FM stations began to pro-
gram popular music. As rock music divided into increasingly esoteric forms,
large-market FM stations specialized and appealed to the audiences that
those forms generated. By 1970, FM stations successfully competed for ratings
with AM stations in some markets. In 1977, FM stations attracted 44.6 per-
cent of the radio audience in the ten largest markets and actually got larger
shares than AM stations in four of those markets, Dallas-Fort Worth, Wash-
ington, D.C., Philadelphia, and Detroit.

1950s: Decade of Fear and Corruption

The 1950s constituted what was probably the most shameful, scandal-ridden
ten years in the short history of radio and television. Within this one decade
occurred McCarthyism, blacklisting, FCC corruption, the MBS-Trujillo deal,
the quiz show scandals, and the payola/plugola revelations. McCarthyism, of
course, transcended the field of broadcasting, pervading all aspects of Ameri-
can life. And in dealing with the overall issue of McCarthyism, broadcast-
ing—for once during the 1950s—emerged from a moral problem with
something more than poltroon or humbug status—largely, it must be added,
through the courage of two individuals. The late Joseph McCarthy, then jun-
ior senator from Wisconsin, did not invent the mass paranoia that bears his
name. He did profit by it, building a career on finding and purging from the
U.S. government people he accused of being or having been Communists.
McCarthy’s tactics, fed by a growing public fear of atomic attack and internal
subversion by Communists, created an aura of universal suspicion and accu-
sation. People and ideas were labeled “Communist” just because they were
different. An accusation by itself of being a Communist or Communist sympa-
thizer—whether true or not—was cause enough for the accused to be sum-
marily fired. The careers of many innocent people were ruined. McCarthy
was a master at using news media to publicize his activities and thus to build
his power base among the people. Few opposed him because McCarthy would
brand the opposition “un-American,” synonymous in those days with “Com-
munist” or “traitor.”

Finally, Edward R. Murrow and Fred Friendly did what others could not
or would not do. In 1953-1954, they focused the journalistic eye of a number
of See It Now programs on McCarthy-inspired accusations of guilt by associa-
tion. On March 9, 1954, Murrow and Friendly did a program on McCarthy
himself, juxtaposing film clips of various speeches the senator had made to
show the inconsistencies and illogic of McCarthy’s rhetoric. Letters, tele-
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grams, and telephone calls flooded into CBS, overwhelmingly favorable to-
ward the program. Senator McCarthy’s rebuttal, a personal attack on
Murrow, was broadcast by CBS on April 6. McCarthy seemed almost to have
designed the program specifically to prove Murrow’s points, and the mail ran
two-to-one in favor of Murrow afterwards.

Two weeks later, ABC broadcast a series of hearings before the Senate Per-
manent Subcommittee on Investigations over a dispute between McCarthy
and the U.S. Army. The hearings ran 36 days, exposing the real, live
McCarthy to many for the first time. On the thirtieth day, McCarthy
launched a vicious, unprovoked, and irrelevant attack on a junior member of
the Boston law firm of Joseph N. Welch, the Army’s lawyer. McCarthy’s fall
seemed to date from that point. The Senate voted to censure him later that
year. In May 1957, he died.

One of McCarthyism’s more virulent forms was known as blacklisting,
And the broadcasting trade was anything but heroic in the matter of blacklist-
ing. It worked like this: self-appointed protectors of the public weal, who pro-
fessed to be concerned that Communist agents were gaining control of the
nation’s communications channels, would supposedly investigate the back-
ground of performers for stage, screen, and broadcasting. They circulated lists
of performers alleged to be Communists or Communist sympathizers to pro-
ducers, sponsors, studio heads, and others. Blacklisted performers lost their
jobs and could not get new ones, often without knowing why; few employers
would admit to being influenced by the blacklisters. The performers were
presumed guilty based on allegations alone. Some never got entertainment
work again. Some went through humiliating blacklister-specified rituals of
“clearing,” usually by publicly admitting they had been Communists
(whether or not they actually had been) and by vowing to take a militant
anti-Communist attitude from then on. Some committed suicide.

The leading blacklisters in broadcasting included three ex-FBI agents,
who published Counterattack: The Newsletter of Facts on Communism and the pa-
perback Red Channels: The Report of Communist Influence in Radio and Television,
and Aware, Inc., publishers of periodical bulletins listing supposed Com-
munists. The blacklists were by no means eleemosynary* activities. Vincent
Hartnett, who formed Aware in 1953, checked out names for a fee on request
by sponsors and producers. He would also prescribe how blacklisted individu-
als could clear themselves—again for a fee. He was backed by Laurence
Johnson, owner of a supermarket chain in Syracuse, New York. If broadcast
programs persisted in using performers blacklisted by Aware, Johnson could
pressure the sponsors. Agencies, networks, sponsors, stations—all ran scared,
bowing to the whims of Aware, because of the possibility of economic recrimi-
nation by Johnson.

* A word meaning of, for, or supported by charity; from the Greek eleémosyné
(pity).
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John Henry Faulk, radio personality with WCBS, New York, opposed
Aware influence in the New York Chapter of the American Federation of
Television and Radio Artists, the broadcast performers union. In 1956, Faulk
helped put together a non-Communist, anti-Aware slate of candidates for
election to office in the union. He himself was one of the candidates on this
slate. Aware published a bulletin blacklisting Faulk. His radio program lost its
sponsors, and Faulk brought suit against Hartnett and Johnson for libel in
June. WCBS fired Faulk, saying his ratings were poor. He hired Louis Nizer, a
famous trial lawyer, as his attorney, and finally, in June 1962, Faulk’s libel
case reached the trial stage. The jury found Hartnett and Johnson guilty of
libel and awarded Faulk more damages than he had asked—an unprece-
dented $3.5 million (subsequently scaled down to $550,000 by an appellate
court). Faulk’s victory signaled the end of blacklisting in the broadcast trade
but opened no door for the victor. It was not until 1974 that a Dallas radio
station broke the blacklisters’ curse and hired Faulk as a telephone call-in
show host, his first regular job in broadcasting in almost 18 years.

A third problem during the decade of the 1950s involved broadcasters,
FCC commissioners, and members of Congress in a tangle of ex parte con-
tacts—mutual, illegal backscratching. In 1957 the Committee on Interstate
and Foreign Commerce of the U.S. House of Representatives hired Dr. Ber-
nard Schwartz, a government teacher from New York University. Schwartz
was to investigate performance of the independent regulatory agencies—FCC,
Federal Trade Commission (FTC), and so on. He was thorough, and this was
his undoing. Members of the Commerce Committee tried to impede his in-
vestigation and finally fired him in 1958. But Schwartz made his findings
public by releasing them to the press. In the short time he served on the inves-
tigative staff, Schwartz found that FCC commissioners were being reimbursed
for the same trip by both government and broadcasters and were receiving
gifts from broadcasters—television sets and vacation trips. He found that one
commissioner, Richard A. Mack, had sold his FCC vote to an applicant for a
contested Miami television channel. And he discovered that Congressman
Oren Harris, Chairman of the House Commerce Committee, had paid a cash
total of $500 for one-quarter interest in an Arkansas television station, after
which the station reapplied to the FCC for an increase in power—having been
refused once before—and got it. Dr. Schwartz’s revelations led to the resigna-
tion of FCC Chairman John C. Doerfer and Commissioner Mack.* Harris,
however, went on to a federal judgeship.

A fourth problem of the 1950s involved the Mutual Broadcasting System.
In January 1959, MBS President Alexander Guterma entered into an agree-
ment with representatives of Rafael Trujillo, Dominican Republic dictator, to

* Sherman Adams, assistant to President Dwight D. Eisenhower, also resigned.
Schwartz learned that Adams had pressured the FTC on behalf of an individual
who had, in turn, given gifts to Adams.
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broadcast a certain number of minutes of news and commentary concerning
the Dominican Republic each month. Of course, none of this news was to be
negative. In exchange for this publicity disguised as news, MBS received
$750,000. The next month Guterma became involved in legal and business
problems. The Dominican Republic sued to get its money, and thus the
agreement came to light.

Then, there were the quiz show scandals. In 1955, The 364,000 Question
started on CBS-TV. First of the big money quiz shows, it was based on an old
radio program, Take It or Leave It. But rather than the radio ceiling of $64,
contestants on the television game could win as much as $64,000. The high
money, the suspense of the game itself, the gimmicky (for its time) setting—all
helped to make The $64,000 Question immensely popular. Naturally, it
spawned imitators. By July 1955, three of the top ten programs in audience
ratings were big-money quiz shows. Then, in 1958, a few contestants an-
nounced the shows were rigged. Networks, advertising agencies, former con-
testants, producers—all vehemently denied any rigging. But in 1959, after
probing by a New York district attorney, by a New York grand jury, and by a
U.S. House subcommittee, the truth came out. The shows had been rigged on
a regular basis to enhance, said the producers, its “entertainment value.” Ten
persons pleaded guilty to perjury for having lied to the grand jury, and the
careers of a dozen or so other persons were ruined. The big-money quiz shows
disappeared from network schedules.*

Hard on the heels of the quiz show scandals came the payola revelations.
Plugola had been discovered several years before; if a certain product was
used on-camera in a television program, the publicity agent for the manufac-
turer of that product would pay money to the program’s writers and director.
Network continuity offices had begun to check scripts and scenes carefully.
Now, in 1959, it came out that record companies had paid disc jockeys under-
the-table to promote records. The theory was that if a top disc jockey on a big
market radio station played and pushed a record enough, it would become
popular. Payola was, in effect, advertising for which the station received no
revenue and, worse, was not labeled as advertising and thus deceived the
public. Some of the nation’s best-known deejays were caught in this one."

* The big money quiz shows began to creep back into television schedules in the
mid-1970s. In late August 1976, Viacom, a prominent program syndicator, an-
nounced a weekly series titled, The §/28,000 Question. The next week, NBC-TV re-
leased information on two new quiz shows to premiere in October—50 Grand Slam
($50,000 top prize) and Stumpers ($20,000 prize).

* In spite of congressional hearings and efforts by broadcasters and the FCC to
curb the practice, payola continues. Every eight months or so the trade press reports
allegations or FCC investigations of more payola.
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New Brooms

“A new broom sweeps clean” goes the old bromide. And since 1959 a number
of new brooms have led to sweeping changes in and challenges to commercial
broadcasting: an FCC more responsive to its legal charge to regulate in the
public interest, a viable system of public noncommercial broadcasting, evolu-
tion of the Fairness Doctrine, activist audiences, and new media.

The first change was the FCC. Beginning in 1960, there was to be a new
approach to regulation; the public interest would come before the broadcast-
ers’ interest. No more backscratching between the regulators and the regu-
lated (at least not so blatantly!). The FCC issued the /960 Programming Policy
Statement® defining what was needed in programming to meet the public inter-
est. An FCC Complaints and Compliance Division was created to receive and
investigate complaints from the public. The commission developed a new li-
cense application form that would delve into programming in detail. Congress
passed laws amending the Communications Act to make payola and plugola
illegal and prohibiting rigged quiz shows. In early 1961, Newton
N. Minow was appointed to chair the FCC and told broadcasters they would
have to live up to their promises regarding programming on renewal applica-
tions. He told them their programming was “a vast wasteland.” The FCC
subsequently stepped up its disciplinary actions against erring broadcast sta-
tions. In 1962-1963, five licenses were revoked, eight license-renewal applica-
tions were denied, 17 were designated for hearing with questions concerning
license renewal, ten received short-term renewals, and 20 paid fines.

Also, in the 1960s, noncommercial broadcasting began to develop as a vi-
able alternative to commercial broadcasting. After the FCC reserved televi-
sion channel allocations for noncommercial educational use in 1952, the
problem of where to get money to build and operate stations still remained.
By the end of 1953, only two educational stations were on the air.* The Ford
Foundation, through its Fund for Adult Education, funded the initiation and
operation of a number of stations. But the stations’ miniscule operating bud-
gets came mostly from the institutions to which they were licensed—com-
munities, state universities, school systems, state educational television (ETV)
authorities. Congress passed the Educational Television Facilities Act of 1962
to provide federal matching funds for construction of noncommercial televi-
sion stations. The 1962 act helped put new stations on the air and expand fa-
cilities of others.

By 1965, there were 100 noncommercial television stations. Now, it was
time to upgrade programming. A 1964 conference of ETV station personnel
recommended formation of a commission to suggest national policy on ETV.

* KUHT, channel 8, Houston, and KTHE, channel 28, Los Angeles. The latter
station went off the air, September 1954.
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In 1965, the Carnegie Corporation provided funds for the commission, mem-
bers were appointed, and a staff was hired. Endorsed by President Lyndon B.
Johnson, this blue-ribbon citizen panel was known as the Carnegie Commis-
sion on Educational Television. In its report, released February 1967, the
commission urged creation of a Corporation for Public Television. The pro-
posed corporation would receive and disburse government and private funds
to extend and improve programming. President Johnson presented a legisla-
tive proposal to establish a congressionally chartered nonprofit Corporation
for Public Broadcasting (CPB) to encompass both radio and television. Con-
gress passed the Public Broadcasting Act of 1967, extended the ETV Facilities
Act for three more years, and authorized funds.

The Carnegie Commission had recommended that the Corporation be
trust-funded by a dedicated federal excise tax on television sets. This would
provide revenue for CPB without having to depend on congressional appro-
priations, thereby insulating the Corporation from political interference in
programming. To avoid controversy and to get the bill passed, this trust fund
tax was not made part of the legislative package. And, as the commission
foresaw, there has been political interference in programming policies both
from members of Congress and from the executive branch, particularly dur-
ing the administration of President Richard M. Nixon.

Other problems emerged: chronic underfunding; bitter struggles among
components of public broadcasting for access to funds and control of pro-
gramming; constant interruption of broadcasts to raise funds, leading to com-
plaints from viewers; continual reliance on corporate underwriting of
programming, leading to complaints from commercial broadcasters; inade-
quate programming for attracting large national audiences or meeting special
audience and strictly instructional needs. In response, the Carnegie Corpora-
tion announced formation and funding of a new commission in 1977. The
Carnegie Commission on the Future of Public Broadcasting would study
issues involving creative programming, public participation in policy forma-
tion, impact of new technologies, funding levels and sources, and structure of
the system. The commission was to report its findings in January 1979.

Nonetheless, public (as they are now called) radio and television have im-
proved immeasurably since 1960. Their programming is often just as slick and
professional as that of commercial television [more so, in the case of the con-
sistently fine dramas from the Public Broadcasting Service (PBS)]. They now
attract audiences seeking alternatives to commercial programming and have
even begun to influence—if ever so slightly—the programming of commercial
broadcasters.*

* The Forsyte Saga, aired by PBS, inspired the commercial networks’ miniseries
(see Chapter 5). Recent commercial network children’s programs have used some of
the production techniques pioneered by Children’s Television Workshop (CTW) on
its Sesame Street. Public television personnel have been hired by commercial broad-
casters (and vice versa).
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A third new broom was the evolution of the FCC’s Fairness Doctrine.
Originally stated in a context that referred primarily to broadcast editorials’
broadcasters interpreted it for years as meaning that if they broadcast an edi-
torial taking one side of a controversial public issue, they had to ensure that
all other sides of that issue were presented over their stations, as well. How-
ever, through policy announcements, primers, and rulings in many different
types of cases, the FCC, the courts, and the public interest groups have ex-
panded the scope of the Fairness Doctrine so that its requirements come into
play for almost any type of broadcast that deals with a controversial public
issue.*

A fourth new broom is the activism of the audiences. Broadcasting’s audi-
ences have complained to the regulatory agency about stations and program-
ming since the 1920s. But only since 1966 has the public been able to directly
affect the broadcast station licensing process. In the 1966 and 1969 WLBT
cases,’ a federal court of appeals ruled that the FCC had to allow representa-
tives of the public to participate in license-renewal proceedings and had to
give weight to their testimony in arriving-at decisions. Since that time, citizen
groups—many formed for this one purpose-—have challenged station license
renewals. Stations have entered into negotiations with citizen groups, discuss-
ing policies, soliciting suggestions, and making agreements; in this way, the
public can now directly influence programming. In the 1970s the FCC
adopted rules, the net effect of which was to encourage the public to take a
more active interest in license-renewal proceedings.® Citizen groups have also
filed Fairness Doctrine complaints about commercials and other aspects of
broadcasting programming.

The final new broom consists of potential rivals for broadcasting. Televi-
sion licensees, perhaps remembering the way their own medium dominated
and altered radio, have fought development of cable television and pay televi-
sion. And they view the development of home video systems with a great deal
of suspicion. Cable television (CATYV) originated in the early 1950s, designed
to bring television signals into a community where they could not normally be
received. Subscribers paid fees to hook up to and use the signals. Cable televi-
sion systems spread to urban areas and originated and carried their own pro-
gramming in addition to carrying over-the-air signals. They carried the
signals of television stations from other cities, giving local stations added
competition for audiences.

Pay television was conceived as an over-the-air situation: a pay television
station, licensed as such by the FCC, would broadcast special programming
via a scrambled signal, and audiences could pay a fee to have the signal un-
scrambled and to see the program. In the 1970s, the concept of pay television
came to cable: cable subscribers could pay an extra fee to see special, cable
company-originated programming on one or more cable channels. Television
licensees saw these developments as a two-prong threat: cable television, espe-

* See Chapter 14.
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cially pay cable television, (1) could become a competitor for programming—
major motion pictures, sports events, and so on—and (2) could drain off audi-
ences and revenues. Both cable and pay cable showed every sign of growing
into rivals for broadcast television, with pay cable particularly in the midst of
a subscriber boom.

Television licensees were not exactly reassured by the prospect of home
video systems, allowing people to record off the air or to buy videocassettes of
their favorite performers and performances for convenient and repeated play-
backs. Sony put its Betamax, first of the (relatively) low-cost, mass-produced
home video systems on the U.S. market in late 1975. Other companies intro-
duced their own brands. Prices dropped, sales went up, and by late 1977,
manufacturers predicted 50, even 75 percent penetration in ten years.

Radio licensees do not seem to face such serious competition from other
media. Some radio licensees have expressed concern over distant radio signals
that CATV systems import into their markets, and some licensees have ex-
pressed fear that widespread use of citizens band radio has cut into automo-
bile radio audiences. (See Chapter 22 for a discussion of cable television, pay
television, and other new media; citizens band radio is discussed in Chapter
21)

These are just some of the factors pulling for change; there are others. And
together they constitute a degree of instability for the broadcasting trade.
They are by no means fatal at this point. Quite the contrary: the U.S. De-
partment of Commerce estimated television earned a record $5.9 billion in
1977 and its earnings would increase by 12 percent in 1978. On the other
hand, it should be remembered that radio was making record profits, too, in
1947, just before television changed everything. So the tacit and—to the
trade—terrible questions are: How long will the age of television last? and,
What comes next?

Notes

1 41 FCC 148.

2 RCAw US, 341 US. 412.

3 Report and Statement of Policy re: Commusston en banc Programming Inquiry, 25 Fed. Reg.
7291, July 29, 1960.

4 In the Matter of Editorializing by Broadcast Licensees, 13 FCC 1246, June 1, 1949.

5 Office of Communication of the United Church of Christ v. Federal Communications Commis-
ston, 359 F. 2d 994 (D.C. Cir.), Mar. 25, 1966; and 425 F. 2d 543 (D.C. Cir.), June
20, 1969.

6 47 CFR, §§ 73.1202, 1.526.
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Chances are good that you will feel this section is the real meat of
this book.

And you may be right.

The glamor and excitement of broadcasting definitely grow out

of programming and program creation. There is a feeling of creativ- -

ity and accomplishment and vitality in radio and television pro-
gramming that stretches from the disc jockey shift at the local
250-watt radio station to the highest-paid directing positions for
network television prime-time programs. It's fun. It's hard. It's long
hours, crises, and heartbreaks. You have towant to do it—more than
pay, pride, or privacy. And if you don't, you had better choose
something easier for your life's work, such as brain surgery or cor-
porate accounting.

End of sermon.

At any rate, this is the section in which you find out how it all
works—how programs are put together; how stations are pro-
grammed; how broadcast news works; how commercials are
created. But watch out! It's addictive.




Proc
ond

uction, Programs,
Oerformance

To the broadcaster, radio and television are businesses; their purpose, to earn
a profit. But to most of us radio and television are show business, and their
purpose is to present programs that entertain. In this chapter we examine
these programs. A broadcast program is like a many-faceted jewel that can be
examined from an almost infinite number of angles. At this point we are in-
terested in its structure, the program as a creative endeavor, thus we focus on
five of the facets: production, both radio and television; types of programs;
broadcast of programs; talent; and critical review.

Radio Production

To exist, a radio program must start with sound. Here, we shall see the process
by which sound becomes a program.

Sound may be “live”—for example, a human voice speaking or a musical
instrument being played. Or sound may be stored—for example, a disc
recording (a record) or a recorded audio tape on a reel, cartridge, or cassette.
But to be broadcast, sound must be converted into a series of electrical pulses
called an audio signal—audio or the signal for short. It is the audio source
that makes this conversion possible. A microphone and a telephone are both
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Audio Erase Record Playback
tape head head head

(c)

Figure 5-1. Broadcast Audio Tape Recorders. Photo (a) shows a reel-to-reel ma-
chine; photo (b) a cartridge (cart) machine. Both have their advantages: the reel-to-
reel machine generally produces better quality recordings and playbacks and allows
easy access to the tape for editing; the cart machine is quick to use and load and
allows for automatic stop and recue of tape. Both use %'’ tape (which, in the cart, is
in the form of a continuous loop enclosed in a flat plastic box) and, for broadcast
work, usually operate at 7% inches per second (i.e., 7%z inches of tape pass the
heads each second). (c) To record audio, an oxide-coated tape moves past heads
at constant speed. The heads are actually small electromagnets. The magnetic
properties of the record head vary with the audio signal fed into it and thus induce
varying patterns on the oxide as the tape moves past. By putting those patterns on
the tape, the tape machine has encoded the audio into a form that may be stored
and then retrieved many times. When the tape is played back, the playback head
“‘reads'’ these patterns and converts them back into audio. During recording, the
erase head clears off all previous signals from the tape so that the record head en-
counters a ‘‘clean’’ (i.e., unrecorded) tape.

Photo {a) courtesy of Ampex Corp. Used by permission. Photo (b) used by permission of Harris Corp.

audio sources that convert live sound into audio signals.* The stylus and car-
tridge of a turntable tone arm and the playback head on a tape machine con-
vert sound stored on records or tape into audio. The audio signal from one or
more sources is fed to an audio control board operated by an audio techni-
cian. A director tells the technician which audio signal or combination of sig-
nals to put on the line, that is, which to amplify and send to the next point on

* One exception to this definition of audio source is an electronic tone generator,
such as the so-called “synthesizer” used in music. Here, the information is first
created as audio and then converted into sound.
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Figure 5-2. Radio Production Process.

the way to broadcast. More times than not the same person is both audio
technician and director and is called the producer.” On most local disc jockey
programs, the technician works alone, combining two jobs—talent and audio
technician. This is called combo (combination) operation.

From the audio board, the signal may be routed to either of two destina-
tions. First, the signal may go directly to the radio station transmitter. There,
the carrier (the radio frequencies on which the station operates) is modulated
(changed and made to carry audio) by the audio signal and radiated from the

' Notice that use of the terms “director” and “producer” in radio production
does not necessarily correspond to their use in television and film production. To
further confuse matters, titles and duties of radio program production personnel
vary from place to place. Sometimes the director is called a producer. Sometimes
the director’s supervisor is called a producer.
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Figure 5-3. Radio Combo Operation. In front of the operator is the audio console.
Meters at the top of the console indicate relative loudness of the audio signal. The
microphone, over the console, is on an adjustable boom to accommodate different-
sized operators and may be swung out of the way when not in use. The operator is
loading a cart in the tape cart machine, ready for playback when the cut is finished
on the record now playing (foreground). There are other turntables handy to the op-
erator, but not seen in this photograph. Behind the operator is a storage rack for
tape carts. The CRT screen and control panel (between console and cart rack) is for
remote control of other equipment.

transmitting antenna to be received by your radio. Or second, the signal may
be recorded for broadcast at a later time or for repeated broadcast. If the pro-
gram needs no further creative work, the recording can be made on either a
reel-to-reel or a cartridge tape machine. The recorded tape is then ready for
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playback, at which time the signal is fed to the transmitter for broadcast.
Often, however, for reasons of time (to lengthen or shorten) or of continuity
(material must be added, deleted, or rearranged), the recording is made on a
reel-to-reel machine and the tape is edited (segments of the tape are physically
cut out, added, or rearranged, or two or more tapes are edited together). This
is done by the director or producer. The edited tape is then played back, and
the signal is sent either directly to the transmitter for broadcast or to another
tape recorder (often a cartridge machine) on which a dub (duplicate) of the
edited tape is recorded. The signal from the dub is then fed to the transmitter.

Tape delay represents a midpoint between immediate broadcast and
recording for later broadcast. Stations use tape delay to retain control over
content in telephone call-in programs. A tape machine is placed between the
audio control board and the transmitter. The machine’s recording head puts
on tape the signal coming from the board. The playback head then picks up
the signal off the tape and sends it on to the transmitter. But the tape is
threaded so that any given spot on the tape reaches the playback head several
(usually seven) seconds after it leaves the recording head. Thus if someone
utters an objectionable remark during a program, the station has those several
seconds within which to react and cut the remark before it actually goes over
the air.

Very few radio programs are produced that are both scripted and live.
The majority of live programming at most radio stations consists of the disc
Jockey or the telephone call-in talk format. Except for perhaps some commer-
cial copy* that must be read live, the disc jockey and call-in formats do not
use a script in the formal sense of the term. Even a public interest program
often takes the form of extemporaneous discussion, with the moderator’s list of
questions being the only written script. News programs, sports programs, and
weather reports are fully scripted, and sports play-by-play broadcasts use
semiscripts and format sheets.

For the most part, scripted network- and station-produced radio programs
are commentary, editorials, documentaries and (rarely) dramas. A great vari-
ety of scripted, recorded radio programs is available from syndication sources.
The term syndication implies production, sale, and distribution of programs
designed primarily for the station to attract and interest an audience. There
are firms that produce such programs, and the programs themselves range
from one minute to several hours in length and from commentaries and fea-
tures to drama and musical anthologies. Syndicated music services offer auto-

* Copy is often used synonymously with script in broadcasting.

T Format sheets or rundown sheets list each item in the program—opening,
closing, first interview, and so on—in order, along with its time. A semiscript or
routine sheet contains as much of the dialogue as can be prepared in advance—
exact wording for the opening, for the closing, for the announcement of station
breaks, for interview questions, and so on.
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mated stations literally weeks of music programming. But there are also many
programs that are designed to promote the point of view of the producing or-
ganizations. These organizations include churches and church-related groups,
various levels and branches of government, educational institutions, political
organizations, industry and trade groups, labor unions, and other special in-
terest groups. Sometimes stations are asked to air these programs for free;
other times stations are paid rate card prices (the amount charged to adver-
tisers) to run them.

Television Production

Television programs originate primarily from the networks, syndication
sources, and individual stations. As with radio stations, most of the scripted,
locally produced television programs are news, sports, and weather. Some sta-
tions also produce well-done local public affairs, minority interest, children’s,
and documentary programs. Other stations put minimal effort into such pro-
grams, and the results are boring and insulting, and are scheduled at odd
hours with low audience levels. Independent companies produce most of the
entertainment programs for networks and for syndicators. Some production
companies syndicate their own programs.

A television program begins as someone’s idea, then is written up in a
brief, descriptive form called the presentation and is submitted to a produc-
tion company. Most production companies do not accept unsolicited program
ideas from individuals. An individual must get a recognized agent to contact
the production company and submit the presentation. If the company accepts
the idea, it will buy the idea from the individual (called in the trade, the
creator), sometimes outright, other times on a royalty or percentage basis.
Often the creator is hired as story or script consultant.

When an idea for a program series is aimed at a network, the production
company will present the idea to network program executives. If the network
likes the idea it may commission (contract for) an elaboration of the idea,
ranging from a simple outline up to an extended pilot (sample) show, in the
form of a made-for-television movie, with all the performers and production

dFigure 5-4. Broadcast Recording Media. (a) (Left to right) 2** videotape for quadraplex machine; %'’
audio tape for reel-to-reel machine; 35 mm motion picture film (production medium for all film television
programs and fiim playback medium for networks); 16 mm film (production medium for most local film
commercials and for news film and playback medium for all syndicated film programming and film com-
mercials distributed to stations). Tape is displayed oxide (recording) side up; film, emulsion side up. Note
optical sound track (two thin vertical light lines) just to the right of the left sprocket holes on the 35 mm film
and on the opposite side from the sprocket holes on the 16 mm film. (b) (Left to right) 2*’ video tape open
reel; 16 mm film on reel; %'’ videotape on cassette; (top to bottom) % ‘* audio tape on open reel; %’ audio
tape in cartridge; %'’ audio tape in cassette (often used for out-of-studio news work).
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ELECTRONIC
TELEVISION
PRODUCTION

personnel that would be used in the series. Should the program idea reach the
pilot stage, budgets are drawn up, performers and crew are hired, sets are
created or selected, and production schedules are issued.

By this time the original concept has gone through many changes at the
hands of agents, production company executives, network people, and so on.
Sometimes the finished product resembles the creator’s first idea only in the
most general manner. The script, for example, will be changed continuously
right up until the first day of production, and often even during production.
The script is first duplicated on white paper, then each set of changes is
printed on a different colored paper. By the time production finishes, the
script will consist of every imaginable hue, with very little or no white
remaining.

The producer is the person in overall charge of the program. The producer
first shepherds the program through the preproduction phase: has the script
written, cost estimates and budgets made, personnel hired, sets built, and so
on. Then the producer oversees the production phase as the director translates
the written script into visual images. Finally, the producer supervises activities
of the postproduction phase during which the visual images are turned into a
finished program. Sometimes writers or directors, in order to retain creative
control of their material, also take on the role of producer. They are called
hyphenates because of the hyphens in their job titles: producer-director, pro-
ducer-writer, or producer-director-writer.

As radio must have sound, television must have sound and picture. We know
how sound originates. The principle is about the same for both media. But
what about the picture? In electronic television production, the picture infor-
mation or video originates in the television camera as specific electrical
charges (electrons), each of which carries a different minute bit of picture in-
formation. Through various electronic devices, these electrons travel at the
speed of light and are able to create a picture of a physical scene instantan-
eously on the television screen. (See Chapter 11 for a more complete technical
explanation.) Electronic television production techniques are used for both
live and videotaped television programs.

Camera. A television camera originates video. A television program uses a
number of television cameras. Any camera or combination of cameras may be
put on the line, that is, selected to send the video on to the next point in the
production process. Each camera has an operator with whom the director
communicates by means of a two-way headset. Each camera has a variable
focal length (“zoom”) lens to enable it to get closeup, medium, and long shots
(camera views or pictures). A camera is usually mobile, so that it can be
moved to different positions. A camera control unit (CCU) sends power and
drive pulses (electronic picture control information) to the camera; the CCU
is usually located in an engineering room, and one technician operates several
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CCUs at once. A camera cable connects camera and CCU, delivering drive
pulses to, and video from, the camera. Camera, cable, and CCU are known
collectively as a camera chain.

The cameras discussed above are the type used for studio productions and
for scheduled remotes (broadcast of events that have been planned and take

Camera

[T1

Videotape machine

Switcher Processing

Either
Recorded for or both
later broadcast

— =Direction of feed
of video signal

Immediate
playback
pabilit

[T1

Videotape machine Transmitter Your television receiver

Figure 5-5. Electronic Television Production Process. Video sources include the playback head of a video-
tape machine, the pickup tube of the film chain in the telecine unit (for slides and fiim), and live studio and
remote cameras. These feed to the switcher for mixing and special effects. After leaving the switcher, the
video signal is processed, then recorded for later broadcast, or sent directly to the transmitter for immediate
broadcast, or both broadcast and recorded at the same time. Unlike film, which has to be processed before
use, videotape is ready for playback immediately after recording.
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Used by permission of Jarman, Spitzer, and Felix for lkegami Electronics (USA), Inc.

Figure 5-6. Modern Studio Camera. The operator focuses on a scene in a dramatic
production. Lighted red indicators on front, top, and rear of the camera mean that it
is on the line, that is, punched up on the switcher. Note that the operator wears a

headset for communication with the director.

place outside the studio). Two other types of cameras are the film chain and
the minicamera. The film chain is basically a camera that has been mounted
permanently in a stationary position. Adjacent to it are film and slide projec-
tors, all of which are aimed at a device called a multiplexer. The multiplexer,
in turn, aims the beams from one or more of the projectors into the lens of the
camera. Projectors, multiplexer, and camera are collectively referred to as the
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Photograph courtesy of CEl. Used by permission.

Figure 5-7. Electronic Minicamera.

telecine unit and are the means for integrating slides and films into a televi-
sion program. The minicamera has no cable. Its videc signals can be recorded,
or relayed via radio waves directly to the production studios and used live.
Minicameras are used in scheduled remotes to augment the large, fixed-posi-
tion remote cameras, and, increasingly, in newsgathering operations to sup-
plement or even replace film cameras.

Mixing. Mixing, also called switching, is the selection of the camera or com-
bination of cameras to go on the line. The mixing controls are known collec-
tively as the switcher. Additionally, there is usually an effects generator
associated with the switcher, and between the two devices, various visual ef-
fects may be achieved, ranging from a simple cut (instantaneous replacement
of one picture by another) to exotic mattes and keys (part of one picture is in-
serted into another). Controls for the switcher, the effects generator, and the
telecine are located in the production control room and operated by the tech-
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Used by permission of The Grass Valley Group.

Figure 5-8. Switcher. This compact switcher includes special effects. The bottom
two banks of buttons are used for straight cuts between cameras. The fader bars
(large handle) to the right allows fades, dissolves, and superimposures. The other
two banks of buttons, the other fader bars, and the rest of the controls are used to
achieve special effects. The chart on the upper right shows the types of effects
available. The unit behind the control panel contains the electronic circuitry that ac-
tually does the work, that is, achieves the effects called for on the control panel.

nical director (TD).* The director, also in the control room, issues instruc-
tions to the camera operators and to the TD. Thus the director is
simultaneously directing—telling the camera operators which shots to get—
and editing—telling the TD which (of the several available), and in what
order, shots are to go on the line.

* Confusingly enough, the TD is also sometimes called the switcher. And in
some situations the director is also the TD.
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Figure 5-9. Two Types of Videotape Recorders. (a) The unit at left is a quadraplex
recorder; (b) the one at right, helical scan. (c) The quadraplex recorder is so-called
because it utilizes four tiny recording heads for the video signal. They are mounted
on a small wheel that spins at 14,400 revolutions per minute as the 2’’ wide tape
moves past at 7% or 15 inches per second. These heads thus put the video signal
on the tape at right angles to the long axis of the tape while several fixed recording
heads put on the audio, cue (often used for a second audio track), and control (sync
pulses, to ensure synchronization during playback and editing) tracks. (d) The
recording heads on a helical scan or slant-track recorder are mounted on a short,
wide cylinder. The 1’ wide tape is threaded so that it winds around the cylinder on a
slant. As the tape moves, the cylinder turns, and the video heads put a slanted track
on it. Fixed heads add audio, cue, and control tracks.

Videotape Recorders. After the video signal leaves the switcher, it is pro-
cessed and goes to the transmitter or to a videotape recorder (VTR). If the
signal goes to the transmitter, it modulates the carrier, is joined to the audio
signal, and is transmitted for reception by your television receiver. If recorded
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on videotape, the signal is stored for later playback and transmission.* Like an
audio tape recorder, a VTR records the electronic signal in the form of mag-
netic patterns on tape. Like an audio tape recorder, the VTR can play back a
recording immediately; no further processing or developing is necessary. Un-
like an audio tape recorder, however, a VTR records the complex video sig-
nal, as well as the comparatively simple audio signal. Therefore where audio
tape may be effectively and smoothly edited by physically cutting and splic-
ing the tape, videotape editing requires more sophisticated equipment and
techniques. Minimum equipment for postproduction videotape editing con-
sists of two VI'Rs. One VTR plays back and the other records program mate-
rial in the order it is to appear in the final edited version. The dub becomes
the edited tape. More sophisticated editing can be done by adding a control
console. The tape editor operates the console to command electronically the
two recorders when and where to cue up, play back, and record. Some editing
consoles even allow the editor to isolate and specify the frame' on which a
segment should start or end. In situations demanding elaborate postproduc-
tion editing, two videotape machines are used for playback, a third, for
recording. The editor uses a special console that can insert fades, dissolves,
mattes, keys, and other special effects.

VTRs can also be used as video sources by feeding their signals to the
switcher. The isolated camera or iso is a special use of VTR as video source.
One camera is momentarily assigned coverage of a specific person or action
and its signal fed to a separate VTR. In sports, this VIR is designed to allow
quick cue-up, slow motion, and freeze frame.* Thus, after an exciting play, the
action can be reviewed in closeup and at leisure, even pausing at and repeat-
ing key points. In dramatic production the iso camera is that camera which
has the second best picture or shot (the camera with the best shot is on the
line) at any given time. All of the second-best shots are recorded on a VTR
and may be edited into the program as (and if) needed during postproduction
editing.

Audio. Television audio uses the same equipment and follows the same
principles as radio production. Two differences should be noted, however.
The first involves sound pickup, that is, the capturing of sound by micro-
phone. Unlike radio, in television production the performer is often in motion.

* In some cases a program is simultaneously transmitted live and recorded. The
recording then is used for review and critique or for archival purposes.

¥ American television technical standards specify 30 frames (electronic still pic-
tures) per second, which give the illusion of motion that we see on our home televi-
sion screens.

! Freeze frame is the holding and on-screen display of one of the 30 frames per
second recorded on the tape.
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There are basically four options for pickup of moving sound sources: small
microphones with long cables held in the hand or hung on the performer;
wireless microphones (actually tiny transmitters, with strategically located re-
ceivers feeding the audio into the console); boom microphones, located on the

(a)

(b)

Photograph (a), courtesy of Ampex Corp. Used by permission. Photograph (b) used by permission of Sony
Corp. of America.
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end of a horizontal pole that crew members move to keep positioned in front
of the performer but just out of the camera picture; or prerecording, often
used in musical numbers, in which a recorded audio tape is played back and
the performer mouths the words. A second main difference between radio and
television audio involves additional audio sources. A television audio console
receives all audio sources commonly used in radio, plus audio from videotape
playbacks and film sound tracks.

Rehearsal, Production, and Postproduction. In dramatic production, the
director blocks (plans) all performer and camera movements in advance.
Television studio time is expensive, so that the director rehearses performers
elsewhere, perhaps in an empty rehearsal hall. By the time they move into the
studio, sets have been erected, dressed (props put in place), and lighted. The
director rehearses cameras and performers together many times, and finally
the production is broadcast or taped.

In addition to the technical director, a number of other people work in the
production control room and assist the director during rehearsals and taping.
A production assistant keeps the place in the script and times the production.
The associate director helps with what is coming up—readying the next cam-
era shot, calling for rolling (starting) of film and VTR, reminding the director
of upcoming lighting effects. The lighting director, who has already planned
and supervised the setup of lighting for the production, relays the director’s
commands for lighting changes to the lighting board operator out in the stu-
dio via a private communication headset link. The audio technician and
audio console are also located in the production control room.

Another set of production personnel work in the studio. In addition to
camera operators, there is a floor crew. Floor crew members, headed by the
floor manager or stage manager, hold cue cards, manage camera cables, give
time and on-the-air cues to performers, and do almost anything else the direc-
tor needs done off-camera during a production. One floor crew member may
operate the prompter unit, a device that projects a copy of the script onto a
half-mirror positioned in front of the camera lens (which explains why the

Videotape Editors. Photo (a) shows a tape editor that operates in conjunction with a quadra-

plex recorder. It allows the operator to see what proposed edits will look like before actually executing them,
to add special effects and transitions, to add titles and captions, and even to store editing decisions for refer-
ence or future use. It includes a computer that can store edit decisions for as many as 3200 scenes, a video
monitor, a cathode ray tube display, audio/video switcher and special effects controls, remote controls for
the tape machine, an alphanumeric keyboard, and a computer terminal and hardcopy printout unit. Photo
(b) at right shows a different type of editor. It is designed to work with 3’ videotape cassette machines and
is especially popular in television news work. ENG (electronic news gathering, i.e., minicameras used in
news} operators bring in recorded tape, shot on location for use in a television news program, and the news
tape editor uses this device to edit the material down to fit time and story requirements. The signal is then
fed through a device that brings it up to broadcast technical standards.
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newscaster can look straight into the camera so much of the time). Electri-
cians set up and adjust lights under supervision of the lighting director. Scene
designers, carpenters, and stagehands create settings, while wardrobe,
makeup, and hair styling personnel ready performers. In an engineering area
the video technicians adjust the CCUs; the telecine operator loads film and
slides; and the videotape operator loads and readies the VTRs for playback
and recording.

Videotape is edited during the postproduction phase. The amount of edit-
ing varies with the program. For example, many soap operas use live-type vi-
deotaping. Here the VTR begins recording, and the program is performed
just as if it were being broadcast live. The tape is later broadcast with little or
no editing. At the other extreme is a production such as The Electric Company,
produced in segments and assembled afterwards, almost like editing a film
(see next section). Somewhere in between is A!l in the Family and similar pro-
grams. These programs are recorded twice, all the way through, then separate
scenes or shots are recorded again as needed. The best of each is edited to-
gether to make one complete program.

In 1977, CBS developed a multivideotape technique, somewhat parallel to
the multicamera technique used for years to produce filmed situation come-
dies (see below). The network outfitted its Studio Center production facility in
Los Angeles with the new system and MTM Productions was the first to use it,
producing two new series for the CBS fall 1977 schedule, We’ve Got Each Other
and The Betty White Show. In the CBS system, each of four electronic cameras
feeds a separate videotape recorder. All four operate simultaneously. The re-
sult is four complete videotapes of the same scene, each from a different angle
or shot. There is no control room; on-line switching is completely eliminated,
so that the director works in the studio with the performers. After production,
an editor selects various shots and angles from the four videotapes and edits
them together into the finished production. Thus all editing is done in the
postproduction phase, motion picture style.

Much television program material is produced on film. In motion pictures a
scene is photographed as a series of still pictures (called frames) taken one
after another, 24 per second. The exposed film must be chemically processed
(developed) to bring out and make the photographs permanent. The film is
semitransparent so that a light beamed through it projects an enlargement of
the pictures. When used in a motion picture projector these separate still pic-
tures are shown in such a way as to create the illusion of motion. The projector
places one frame in front of a light source, opens and closes a shutter to allow
the light to project the picture for about 1/50 of a second, closes the shutter to
shut off the projection, and moves the first frame out and the next one in. This
action is repeated 24 times per second. At this point, we still have a series of
still pictures, but a trick of the eye called persistence of vision translates the
still pictures into motion. When you look at an object then glance away, the
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retina of your eye retains the image of the object for the briefest of instants;
this is persistence of vision. As you watch a motion picture, your eye retains
the image of each frame until replaced by the next image, and your brain
connects the two images, interpreting the result as motion. Thus the projector
and your eyes and mind collaborate to achieve the effect of motion.

Production. Some half-hour situation comedies use electronic-style produc-
tion techniques with film cameras. The program is performed, often on a stage
before an audience. A number of film cameras are placed so as to film the pro-
duction simultaneously from different angles. The result is a number of film
copies (prints) of the program. The editor chooses the best parts of each to
make the final copy of the program. This technique is used in many situation
comedies such as Happy Days. Though not currently used in broadcasting, an-
other method of film production uses electronic cameras and a switcher. The
picture is fed to a kinescope, a high-intensity television picture tube. A film
camera is aimed at the tube and films the picture. This prevideotape method
of recording electronic television is called kinescope recording.

The majority of film television drama is produced using feature film or
“Hollywood” production techniques. One camera is used. The camera has
one lens that may be changed or a turret of four lenses, any one of which may

e

Photograph courtesy of Victor Duncan, Inc. Used by permission.

Figure 5-12. Film production. This crew is set up for sound filming.
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be used. Each time a new shot is to be filmed, the lens must be changed, the
camera moved, or both. Each time the camera moves, it is a new setup, and
often the lights and microphones must be reset, too. A setup takes anywhere
from a few minutes to most of a day, according to its complexity.

The director and performers use the shooting script as the plan for the
program. Complete with dialogue and action, the shooting script is divided
into short, sequentially numbered segments called scenes. Consecutive scenes
that take place in the same setting are referred to collectively as a sequence
(roughly, equlvalent to a scene in the theater). Each scene is filmed separately,
the camera is turned on, the action is performed, and the camera is stopped.
Usually, two or more attempts are needed to film a scene satisfactorily; these
attempts are called takes and are numbered sequentially. The amount of film
shot by one camera in one take is called a shot.* The various shots will even-
tually be put together into a storytelling sequence, so that the shot is the basic
building unit of film. At the beginning of each take, before scripted action
begins, an assistant slates the scene by holding in front of the camera a board
called a slate with scene and take numbers written on it. A scene filmed as
written in the script is assigned the number it has in the script. But the direc-
tor also films each scene several other ways in addition to that prescribed by
the script; these supplementary scenes are designated by letters of the alpha-
bet. Thus a slate with “scene 23C, take 4” written on it identifies the fourth
attempt to film the third different way the director has thought of to film
scene 23 of the script. The slate also identifies the setting as interior (inside a
house or building) or exterior (outside, in the open), the time as day or night,
and the scene as sound (sound is recorded) or silent (no sound recorded).

Scenes are not filmed in the order they appear on the program. In the fin-
ished program, a particular sequence might open on a closeup showing head
and shoulders of a performer speaking the first line, cut to a reaction shot of
another performer as the original performer speaks the second line, then cut to
a long shot (showing all or most of the performers and a large portion of the
background) as the third line is spoken. In filming, however, the entire se-
quence was first filmed in one or a series of long shots. These master shots
corresponded to the scenes as written in the script. Then the director filmed
supplementary scenes—first, medium shots (showing the upper part of per-
formers); then, closeup shots; finally, reaction shots (showing a performer
seeming to watch or listen to someone or something else) and shots of objects
(the closeup of the murder weapon or the glass with the lipstick on it). Se-
quences are also filmed out of the order in which they appear in the program.
The script may call for the first sequence to take place in an office, the second
in a home, the third in the office again, the fourth in a bar, the fifth in the
home, the sixth in the office, and the seventh back in the bar. But in filming
the program, the first, third, and sixth sequences will be filmed one after the

* The term “shot” is often used interchangeably with the term “scene”; thus the
question “What’s the next shot?” actually means “What scene do we film next?”
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other in the office set; the second and fifth in the home set; and the fourth and
seventh, in the bar set. This filming method saves time and money by reduc-
ing major camera movements from one set to another and by allowing a par-
ticular set to be struck (taken apart) or used by another production crew.

Usually, the director’s supplementary scenes do not repeat the master shot
in its entirety but contain only bits and pieces of the action. However, by the
time the director has filmed the sequence from all angles and views, much
more film has been shot than will be used. On the average, ten feet of film are
shot for every one used in the program.

Dialogue is recorded at the same time as the picture, but separately. While
the camera records the picture, sound is recorded on audio tape. When a
sound scene is filmed, the assistant who slates the scene also announces the
scene and take numbers, then snaps a clapstick, a small board hinged at one
end to the top of the slate. This clap provides a visual and aural cue by which
film and sound track may later be synchronized. Sound recorded while film-
ing is called sync (for synchronous) sound.

A film production crew is actually a number of different crews, each re-
sponsible for a different aspect of production. The director supervises crew
chiefs, directs performers in rehearsal and during filming, and decides how to
film each scene and sequence. A unit manager arranges for logistical sup-
port—meals, transportation, lodging, permission for use of nonstudio sites for
location filming. An assistant director handles administrative details on the
set. A script clerk keeps records on which and how scenes were filmed. The
director of photography is in charge of the camera crew, advises the director
on how to use the camera in filming a scene, and designs and directs the setup
of lighting. Members of the lighting crew are called gaffers. Carpenters build
the set; grips move in heavy scenery and furniture, and props (the property
crew) dress the set and procure and store small articles seen on-camera. The
sound crew is headed by the mixer (who runs the audio control board) and
includes the recordist (who operates the audio tape recorder), and one or
more boom (microphone) operators. And, of course, various and sundry per-
sons are in charge of costuming, makeup, hair dressing, and so on.

Other crews may also film parts of the program. A smaller second unit
crew may shoot background or other scenes that do not require the director’s
supervision. The special effects crew specializes in filming tight closeups of
objects that must appear to be something they are not—a closeup of a braided
wire unraveling that is supposed to be the vital guy wire holding up the tower
on which the star is perched, or the miniature model town that must look like
its full-sized counterpart. Animation and title crews use special cameras that
film as a still camera, one frame at a time, stopping after each frame. Anima-
tion is film of a series of drawings, and each second of screen time may require
at least 24 separate drawings. The total number of drawings required for even
a short animated sequence can be very high. Consequently, animation is very
expensive compared to live action filming. Titles are the credits—‘“written
by . . .” “directed by . . .”—at the beginning and end of the program.
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Some scenes may come from stock footage, film shot previously for other pur-
poses and used again as part of the current production.

Postproduction. Each day, exposed film is delivered to the processing labora-
tory, along with instructions as to which takes to develop. The laboratory
processes the film, turning it into a negative on which colors and black/white
values are reversed. The negative is then used to make a positive print (color
and black/white values correct). The negative is stored, and the positive is

Camera

Exposed Film

(Positive) Work print

Relgase Divided
prints into takes,
scenes, etc.

Cut negative Cut work print
Negative cutting (conforming) Editing

Figure 5-13. Film Production Process. Audio, design, costuming, opticals, and many other steps have
been omitted for the sake of clarity.
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projected and viewed the next morning by producer, director, editor, director
of photography, and other key production crew members. The scenes they
view are called dailies or rushes and are reviewed to determine if any need to
be refilmed because of production or laboratory mistakes.

After review and approval, the print goes to the editor. The editor cements
together shots to make the workprint, a prototype of the program. The editor
chooses scenes and sets them in the order that will best tell the story. The first
version of the workprint will be purposely too long; this is the rough cut. Then
bits and pieces are trimmed out, both to shorten the program and to tighten it
dramatically. The final version, as approved by producer and (if it is in the
contract) director is the fine cut workprint.

The editor has also edited the dialogue to match the picture. But other
sound must be added: sound loops (recorded sound effects), background or
theme music, voice-over narration (if used). After music and sound effects
have been selected and a narration track recorded, the fine cut workprint is
sent to a rerecording studio for the final mix. All the separate sound elements
are mixed (blended) and recorded onto a single tape. Technicians seated at a
long audio control board watch the projected workprint while twisting dials
to raise or lower each separate audio source. The completed sound track is
then transferred from magnetic tape to a photographic film medium, the op-
tical sound track.

Workprint and optical sound track go to the negative cutter, who takes
the negative out of storage and conforms it, that is, cuts and edits it to match
the workprint and prepares it for the laboratory. Conformed negative and
optical sound track go to the laboratory where they are combined onto a sin-
gle positive print, the completed program. The first print to satisfy the lab-
oratory for technical quality is submitted to the producer. This is called the
answer print. The producer makes suggestions concerning color and intensity,
the changes are made on the laboratory printing machine, and the release
prints—copies of the program ready for broadcast—are made and shipped to
network or stations.

We have described two different types of television production. In electronic
production, the program is largely produced in sequence and in real time.
There may be some postproduction editing, but for the most part the shots
have gone together in the proper, finished order at the time of production. In
film production, on the other hand, the program is produced out of sequence
and is edited after production. The director films, then the editor assembles.

There is a difference, too, in quality of picture. As viewed by audience
members on home receivers, electronic production results in brighter, sharper
pictures, more intense colors, better color reproduction, and greater feeling of
simultaneity—of watching a performance as it happens. Film programs seem
less alive than electronic productions chiefly because of their intermedium
nature—the program is produced on film and played back on television. Film
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stores information via photochemical means; television transmits information
using electrons. Each medium has its own limitations on amount and types of
information it can reproduce. The combination of these two sets of limitations
makes for a picture that is not as crisp as a direct, electronic picture. Video-
tape, on the other hand, is actually part of the electronic production medium.
Videotape avoids loss of crispness because it simply stores signals from elec-
tronic cameras, reproducing them with nearly total fidelity upon demand. In
fact, unless the viewer is so informed, it is impossible to tell whether a produc-
tion is live or on videotape.

Film production, however, is still the method that allows greatest flexibil-
ity in production—scheduling performers, crews, and sets; moving from loca-
tion to location; postproduction editing. Film is also the medium with which
most major production companies are most experienced. And although video-
tape production is slightly less costly, initial investment in equipment is much
higher than for film production. Also, film is still an easier medium by which
to syndicate programs (see Chapter 6).

A sort of trichotomy has evolved based on live, videotape and film produc-
tion characteristics. Programs on which the element of time is important—to
get it on the air as soon as possible—are produced live, using electronic tech-
niques. These include news, sports, play-by-play, on-the-spot coverage, local
church services, and occasionally, informational and public affairs. However,
the majority of television programs are produced on either videotape or film.
Both allow some degree of flexibility in production scheduling and postpro-
duction editing. Perhaps more important from an economic standpoint, both
allow the program to be syndicated. Videotape is used for programs in which
the illusion of aliveness and simultaneity is thought to be important. These
include soap operas, a number. of network prime-time half-hour situation
comedies, almost all of the Public Broadcasting Service’s dramatic programs,
couch-and-talk shows, children’s programs, game shows, various commercial
network musical, variety and (occasionally) dramatic programs, and some
syndicated religious programs. Videotape is also used for instructional televi-
sion programs for time and money saved over comparable film productions.
Film production is used for programs where production flexibility and syndi-
cation are important, while time and apparent simultaneity are not. These
include most regularly scheduled commercial network dramatic programs,
some situation comedies, documentaries, and made-for-television movies.
Film is the natural medium for animation as well, thus children’s cartoon
programs are on film.

Most radio stations emphasize programming as a whole, not individual pro-
grams. Radio audiences listen to rock radio stations, not to rock radio pro-
grams; they listen to country music stations, not country music programs; they
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listen to jazz stations, not jazz programs. Radio programming is discussed in
some detail in Chapter 6; therefore the remainder of this section focuses on
television programs. We shall examine television programs in five broad cate-
gories: entertainment, information, sports, special audience, and educational
and religious.

One continually popular type of television entertainment program is the
weekly dramatic series. A program in the dramatic series is one hour, some-
times 30 or 90 minutes. Each program in the series features a complete and
different play, but the same performers play the same main characters every
week, with only supporting characters changing. Some examples of dramatic
series are CHiPs, The Waltons, Quincy, and Barnaby Jones. A second type of dra-
matic program is the daily serial, also called soap opera. Soap operas run 30
or 60 minutes per daily episode. Usually, several main plots unfold at once in
a soap opera. Dramatic pacing is slow, and plot and characters carry over
from one program to the next.

A third type of dramatic program, the miniseries, combines elements of
both the dramatic series and the serial. The miniseries is finite; the series will
run for a specific number of programs and then end. The individual programs
have continuing characters, and each program is a complete story, but the se-
ries also tells an overall story—a family evolving with the times or an individ-
ual going through a particularly critical phase of life. There is a trace of the
soap opera’s cliff-hanging element in the miniseries; an individual episode,
while complete in itself, may close with a tacit question concerning the fate of
a major character or endeavor. The miniseries met first success with a British
Broadcasting Corporation production, The Forsyte Saga, aired by the Public
Broadcasting Service (PBS) in 1969. The most successful miniseries in terms of
audience was ABC-TV’s Roots, broadcast over eight days in January 1977.
Overall, Roots was the most watched program in the history of television; in-
dividually, its eight episodes attracted the first, fourth, fifth, sixth, eighth,
ninth, tenth, and thirteenth largest audiences in television. A number of tele-
vision stations banded together to finance Operation Prime Time (OPT).
OPT’s first production effort was the miniseries, Testimony of Two Men, which
the stations broadcast in May 1977. Testimony was successful enough to inspire
OPT to plan three more miniseries for 1978.

Other types of entertainment programs include comedy, musical, variety,
talk shows, game shows, and feature films. Comedy programs may feature the
funny person, the comedy that derives from putting certain types of people in
certain types of situations (the situation comedy, for example, M*4*S*H, La-
verne and Shirley), or a string of seemingly unrelated funny lines and situations
(Monty Python’s Flying Circus, Hee Haw).

In their pure forms, musical programs would feature only music, and va-
riety programs would feature various changing acts and performers. Most
often, however, music and variety are combined. In the Donny and Marie pro-
gram, for example, the stars have performing guests and act in comedy skits,
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as well as do musical numbers. Even comedy programs may contain music
and variety, for example, Saturday Night Live.

The basic talk show format features a moderator who carries on conversa-
tions with one or more guests, for example, Johnny Carson and Merv Griffin. Talk
shows may have elements of comedy, music, and variety as well. Game shows
use a host or hostess who sets up the game situation or asks the questions and
one or more contestants who try to win the game and collect a prize. The
variations on this theme are endless, and the multitude of programs covered
by the term “game show” run from the local stations’ Bowling for Dollars to the
networks’ and syndicators’ Let’s Make A Deal and Hollywood Squares.

Both stations and networks run feature films. Networks usually attempt to
acquire the most recent or successful films they can. Local stations also do this,
but in addition, package older and less well-known movies in imaginative
ways, for example, “Science Fiction Week” on the afternoon movie or the
“Mr. Moto” series on the Saturday night film program. Public television sta-
tions have even run films from the silent era. With the exception of game
shows and feature films, any of the entertainment program types may be de-
veloped into a one-time, high-budget special.* A special is usually at least an
hour in length and widely publicized in advance. Most specials come from the
network, but some are available from syndicators.

Information programs include news, discussion, documentaries, on-the-spot
coverage, and commentary and editorials. A television news program features
one or more anchor reporters who appear on every program and read the
news stories. They concentrate on the latest and most important news, and
their reports may be accompanied by slides or film. They also introduce short
films or videotapes containing news items related by other reporters. Discus-
sion programs feature a group of persons—journalists, experts in some field,
or well-known erudite persons—discussing a subject among themselves. Wash-
ington Week in Review and Wall Street Week are examples. On an interview pro-
gram, one or more persons ask questions of a politician or other public figure.
Meet the Press and Face the Nation are weekly interview programs that have been
running for years.

Documentaries are extended film reports on a particular subject, feature-
ing footage of the actual individuals, activities, and locations involved. Net-
work news organizations, local stations, and syndicators all produce
documentaries. They usually average 60 to 90 minutes in length, although
ABC-TV once ran a four-hour documentary on Africa. Some local stations
produce minidocumentaries, which run no more than ten minutes or so and
are aired daily on the early evening newscast. On-the-spot or remote coverage

* Even feature films have been given “special” status on occasion, for example,
Gone With the Wind, Bridge over the River Kwai and The Godfather.
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is a live broadcast from the scene of a news event. Both stations and networks
air commentary, but only stations broadcast editorials—in which a stand is
taken on an issue—on a regular basis.

Sports programs are divided into two main categories—sports reports and
play-by-play. A sports report is structured much like a newscast. An anchor
reporter reads sports news—who won, who got hired, what stadium is nearing
completion—often using slides and film. Sometimes the sports report includes
an interview with a prominent sports figure. Local stations do most of the reg-
ularly scheduled sports reports. Play-by-play is a remote telecast of an entire
sports event—a football game, a horse race, a golf tournament. Several sports
announcers offer commentary, statistics, explanations, and interviews during
the event. Play-by-play comes from local stations, from national networks, or
from special networks formed just to carry a particular sports event or series of
events. In addition to reports and play-by-play, there are documentaries on
sports personalities or events, program series devoted to a single sport (such as
fishing or hunting), and sports potpourri programs, for example, ABC’s Wide
World of Sports, CBS’s Sports Spectacular, and NBC’s Sportsworld.

Special audience programs are designed to appeal to a particular segment of
the public. Common special audience programs include those for women,
children, specific ethnic groups, and farmers. This program category overlaps
the others somewhat; many of these programs could also be classified as en-
tertainment or informational. Local commercial stations and PBS originate a
majority of the special audience programs. Women’s programs range from
the traditional fashions-and-cooking presentations to a few that explore the
meaning and worth of being female. There are a great many programs for
children, from the Saturday morning cartoons, many of which serve chiefly as
vehicles for selling toys, cereal, and sweets to children, to the entertaining,
learning-oriented Captain Kangaroo, Misterogers Neighborhood, and Sesame Street.
Programs for special ethnic groups originate chiefly from local stations and
PBS. Local stations are also the chief source of programs for farmers. Find a
special audience of a large enough size, and someone will program for it—
cooking shows, home repair programs,.gardening programs, and so on.

Educational programs may be instruction—for-credit lessons for classroom or
home use—or educational in a broad sense of the term, as public interest or
cultural enrichment programming. Not surprisingly, public television stations
have the heaviest concentration of both types of educational programs. But
using our broad, second definition of “educational programs,” much of the
news and public service efforts of commercial stations could also be considered
educational.

Religious programs are broadcast chiefly on commercial stations. Some
are local in origin, some come from networks, others come from religious syn-
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dication sources—a denominational radio-television-film agency or an evan-
gelistic association. The programs themselves range from local Sunday
morning worship services to slick, star-studded productions of major evange-
lists, from childrens’ programs that teach moral lessons to intellectually
stimulating, professionally produced dramatic presentations.

In the United States, radio and television programs begin and end at exactly
the time they are supposed to, and every second during the broadcast day is
accounted for. This precision would not be possible without the program log,
published by the station traffic department. The traffic department maintains
charts and notebooks showing what program elements (programs, commer-
cials, public service announcements, and other material) go on the air, when
and how often they run, and how many days, weeks, or months they will run.
Changes, deletions, and additions are posted on these charts and notebooks.
Each day, the traffic department compiles information about the next day’s
programming and publishes the log, ready for the sign-on crew the next
morning. The log lists in chronological order each program and announce-
ment, its length, when it begins and ends, the type of program material it is
(news, religion, entertainment, etc.), whether or not it is recorded, the source
of the audio and (in television) the video, and sponsor and advertiser
information.

To understand how a broadcast station translates its program log into an
ongoing broadcast of programs, it is necessary to know the physical place from
which programs originate. We shall call these places of origin sources, al-
though it must be understood this is a special use of the term. Sources of pro-
grams here means where the programs come from when they are actually
broadcast, not who produced or distributed them. The term program is also
used here in a special sense to refer to anything listed on the program log and
thus includes commercials, station identifications, and other such elements, as
well as those productions we normally think of as programs.

Radio and television stations have four main sources or inputs of pro-
grams. One source is live from the studio. Some programs that originate in
the studio also have input from other sources. For example, a disc jockey radio
program includes disc recordings and audio tape commercials and jingles. A
television news program includes film and tape reports and commercials. A
second source is the network. A radio station may belong to several networks,
for example, a national radio network, a network to broadcast major league
baseball games, a network to broadcast the state university’s football games,
and a farm news network. Even an independent (i.e., not affiliated with one of
the three major commercial networks) television station may occasionally
carry programs from a network of one kind or another. A third source is live
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PROGRAM TITLE/SPOT ADVERTISER TIME CR.INT. er. | PROG.

7 :00| STATION ID - KDNT - DENTON, TEXAS

7:00 SCHOOL LUNCH MENUS 5M PSA L
428 PLYMOUTH CHRYSLER/DALLAS ZONE 60 cM T
433 TRITTS LADIES WEAR 30 cM T
393 WAREHOUSE PARTS 30 cM T
7 :15 | COMMUNITY ANNC. PSA L
394 LEE OPTICAL 30 cM T
363 BILL NUE/STATE REP/DEM 30 cM/POL T

{PAID FOR BY COMM ELECT. BILL fIUE)

7:24 KDNT NEWS/420 WESTERN STATE BANK(OPEN & CLOSE) 5M/60 N/CM L/T

7:29 505 DALLAS FORD DEALERS 60 CM T

7 :30 | STATION ID - KDNT - DENTON, TEXAS

7:30 TSN NEWS (OPEN & CLOSE) 15M N NET
375 TEXAS MEADOWS 60 CM T
375 TEXAS MEADOWS 60 CcM T
375 TEXAS MEADOWS 60 CM T

785 | WEATHER /5o opatr nuse sreax mouseropes &lcrose)| eosso N/gn br
392 MUFFLER MASTERS 30 cM T .
324 COWTOWN BOOTS 30 cM T
438 NORTH TEXAS BANK 30 cM T

7:50 T.D.T.Q. cM L

7 :55 | ¥SM NEWSxx N NET

Log courtesy of KDNT. Used by permission.

Figure 5-14. Radio Program Log. This is part of a morning drive time log. In the
""Program Title/Spot Advertiser’’ column, the numbered items are commercials;
the numbers indicate which tape carts they are on. Numbers in the ‘‘Comm. Time
Annc. Int.”" column indicate times: ''30"’ = 30 seconds; ‘60" = 60 seconds;
"*5M’’ = 5 minutes; and so on. The next column reflects the classification of each
program item: ''PSA’’ = public service announcement; ‘'CM’ = commercial an-
nouncement; 'CM/POL’" = paid political announcement; ‘N’ = news. The last
column shows program sources: ‘'L = live; "T" = tape; 'NET’’ = network. The
operator writes in the time each item begins in the ‘‘Start Time'’ column. The opera-
tor puts a check mark in the ''Spot’’ column after each program or announcement
has been broadcast.
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from a remote. The program is relayed from the remote location to the sta-
tion. The broadcast of a local high school basketball game, the Sunday morn-
ing worship service at a local church, the annual Thanksgiving Day
parade—all are examples of remote broadcasts.

A fourth major source is from recordings. These may be syndicated pro-
grams or locally produced programs. Some syndicated radio material arrives
at radio stations on large disc recordings called electrical transcriptions; most,
on reels of audio tape. But almost all radio programs are put on audio tape
cartridges for easy handling and instantaneous cueing. Recorded television
programs are on film or videotape. Television stations may put short program
material on videotape cartridges for ease of handling. Television audio and
video may originate from different sources, for example, a news story may
consist of a silent film narrated live by the newscaster.

The operator at a radio station (usually the announcer or disc jockey on
duty) sits at the audio console and feeds the programs to the transmitter as
prescribed by the log—originating some live, throwing the switch to bring in
the remote, loading and playing back tape programs, opening the microphone
in the booth for the newscaster, bringing in the network on time. The person
in charge of getting a television station’s programs on the air on time and in
correct order is the duty director or residue director. Aided by an audio tech-
nician seated at a nearby console, a video engineer, a videotape technician,
and a telecine technician, the duty director starts and stops film projectors
and videotape recorders, joins the network, cues the booth announcer, signals
directors of live studio and remote programs when to begin, and goes into and
out of various program sources.

The two major production centers for nationally distributed television pro-
grams are New York and Hollywood. People who wish to write, direct, and
perform in “the big time” congregate around these two cities. While the pay is
high and the life seems glamourous, the work is hard and long, and job secu-
rity is low. To put together an hour-long television film show such as CH:Ps,
Wonder Woman, or Lou Grant every week is all-involving and demanding, re-
quiring early-morning-to-late-evening production schedules and, for the
director, producer, and other key creative personnel, seven-day work weeks for
most of the year. Programs using electronic production techniques take just as
much time; the taped half-hour situation comedies such as All in the Family
and One Day at a Time are usually produced on a seven-day per week schedule.

Perhaps the hardest grind of all is the daily soap opera. Writers must pre-
pare five scripts a week in advance. The director must work out camera and
actor blocking on five programs per week. Actors must memorize lines from
five scripts a week. Say what you will about the content of soap operas, the
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level of directing and acting is consistently at least adequate, sometimes very
good. The “soaps” are a real finishing school in which directors and actors
polish their craft.

It is extremely difficult to break into big time television without (and
sometimes even with) experience and performance credits. Actors have
usually performed in a number of stage productions before they get their first
part in a television commercial or bit-part in a dramatic program. Singers and
dancers usually have stage, nightclub, or recording credits before they get
their first chorus job in a television musical-variety show. News reporters come
from local stations, from wire services, or from newspapers. Sports announcers
have worked at local stations or have previously made names for themselves in
other fields. Directors start as script clerks or assistant directors on television
commercials, begin at local stations, or come from other media. Writers have
agents to submit program scripts; and most agents will not represent a writer
who has no previous writing credits.*

Even at the local station level it is difficult to get a first job in television or
radio in large or medium-sized cities. It is not until you get to smaller televi-
sion stations or small town radio stations that it is usual for the talented new-
comer to break into broadcasting. From there it is a matter of talent,
ambition, and hard work to get to the good pay and bright lights of large
market stations or national television or radio. Chapter 20 examines the hows
and whys of careers in broadcasting in some detail.

A play in the theater runs for a number of performances. A motion picture
plays for days or even weeks at various theaters around the country. A book
remains in bookstores or in libraries over a period of time. A work of art exists
for the ages. Ciritics of theater, motion pictures, literature, and fine arts report
on what they see as good, bad, or indifferent and can influence future atten-
dance and sales. A television critic cannot do this. A television program is here
and gone in an instant, to be repeated rarely and at widely spaced, unan-
nounced intervals as reruns or in syndication, making it difficult for the TV
critic to influence future attendance.

What is criticism? You have probably heard some people say they never
watch television because it is so bad, so violent, so immoral, or so commercial.
That is criticism, but it is not the type we mean here. Usually, the I-never-
watch-TV criticism implies (1) use of critical standards from other media such
as literature or painting to judge television and (2) judgment of the medium
as a whole, rather than as to its individual parts. After all, few people have

* In which case the fledgling writer attempts to find an agent who does take on
new talent.




112 Creative/Informational Perspective PART TWO

stopped reading books because there is so much “trash” in the bookstores; why
then should television be judged by such an inclusive standard? To condemn
television out of hand is to condemn the consistently high standards of net-
work news organizations, the occasional presentation of outstanding drama,
music, dance, and film, and the entire schedule of PBS, much of which quali-
fies as fine art by any standards.

Aside from its presentation of journalism and fine art, one should be able
to distinguish between good and bad television, even among the more popular
entertainment programs. This is the job of professional critics—persons such
as John O’Conner of The New York Times, Terrence O’Flaherty of the San Fran-
cisco Chronicle, Barbara Holsopple of the Pittsburgh Press. These critics look at a
television program and, recognizing the limitations of the medium—it has to
draw a large audience, has to fit within a time slot, has to be sponsorable, and
all the rest of the “has-tos”—judge the worth of the program. They look at its
overall premise or theme or idea, the writing, the directing, the acting, the
opening and closing titles and credits, the music, the setting. They judge these
elements on originality, cleverness or quality, depth, taste. And, based on
prior experience and their individual, absolute standards, they make distinc-
tion between good and bad situation comedies, game shows, comedy-variety
shows, action-adventure dramas, soap operas, sports play-by-play, talk shows,
children’s programs, political convention coverage, documentaries, and so on.

A critic pays particular attention to the new programs each September
and January. The repetitive nature of television series allows the critic to look
at the first one or two programs and to make fairly accurate critical judgments
about the entire series. If the initial judgment is wrong, the critic can reexam-
ine and re-review the series later in the season. Unlike their colleagues in art,
music, drama, and literature, television critics are expected to comment on
nonprogram aspects of their medium—business developments, laws and regu-
lation, station and network personnel changes, and advertising practices.

Rarely do the mainstream broadcasting critics deal with radio. One can
find, however, reviews of the programming of individual radio stations, of
radio specials (“The History of Rock 'n’ Roll” or “Woodstock Revisited”),
and of station personalities in some youth-oriented or underground publica-
tions. Newspapers and magazines also run occasional feature articles on some
aspect of radio.
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Programming

The “product” of broadcasting is time, your time. You donate your time to
stations (and, through them, to networks), which, in turn, sell it to advertisers
to air commercial messages. In exchange, you receive elements of entertain-
ment and information put together in a particular way. This is programming.
Good programming convinces you to donate time to a particular station. Poor
programming results in few listeners and viewers, low prices for time, few ad-
vertisers, and low profit. Ultimately, then, success in programming is mea-
sured in terms of profit, and successful programming is vital to a broadcast
operation.

There are as many formulas for programming as there are stations, and
there are as many formulas for successful programming as there are stations
operating “in the black.” The one foolproof way to high ratings* cannot be
described because there is no one way. But factors that must be taken into ac-
count to achieve high ratings can be described. These factors are different for
radio and television because the two media program for two different types of
audiences. Therefore in this chapter we shall first examine radio program-
ming, then television programming, both from local station and network
points of view. Our examination includes discussions of audience characteris-
tics, programming formats and concepts, competitive programming, and con-

* A station’s rating is a measure of its popularity. See Chapter 17.
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straints on programming. Next, we examine the role audience promotion
plays in the programming effort. Finally, we look at programming in public
broadcasting at both national and local levels.

Radio Programming

Physically, radio is portable, more so than any other medium. People turn on
the radio primarily when they are doing something else. The radio audience is
the commuter driving to work, the homemaker cleaning and cooking, the stu-
dent doing a homework assignment, the counter people at the local Baskin-
Robbins. The radio audience tunes in and tunes out; it does not listen for ex-
tended lengths of time. Yet, even with what seems to be slapdash attendance,
radio reaches over 75 percent of all persons 12 years and older every day and
some 96 percent every week.

Radio draws its largest audience during morning drive time, 7:00-9:00.
Audience levels decline gradually until early afternoon, then begin building
gradually to peak again 5:00-6:00 p.M. This evening drive time period does
not have as many in the audience as does morning drive time. Radio audi-
ences decline as television sets light up.

50
TV
40 —
Radio

30
20— I
101~ ‘Lj—ﬂ
0 | | | | 1 1 | 1 1 | | | | | 1 1

6 7 8 9 10 11 12 1 2 3 4 5 6 7 8 9 10 11 12
AM PM Mid

Figure 6-1. Radio and Television Audience Levels, 6:00 a.m.—-Midnight. Radio's
audience patterns are almost exactly opposite those of television.

SOURCE: Radia Facts: RAB Packet Piece 1976 (New York: Radio Advertising Bureau, n.d.), p. 14. Used by
permission.
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The implication for the radio programmer is clear. Program elements
must be arranged so that the audience may tune in and tune out as their
schedules demand and not feel that they have missed anything. This usually
means the program elements will be short—music two and one-half to three
minutes, news only slightly longer, commercial messages of no longer than 60
seconds and many still shorter. It also means there will be repetition; if you do
not hear the news or your favorite record while getting dressed in the morn-
ing, turn on your radio as you drive to work and you will probably hear both.
Radio stations and radio networks have designed programming around these
concepts.

Most radio stations specialize. Rather than attempting to program for the
general public as in television, a radio station chooses a target audience, then
devises a programming formula to reach that audience. The formula is often
built around music that appeals to the target audience, and a disc jockey/host
alternates among records, commercials, and self-contained information
capsules.

A key factor in formula programming is consistency—insurance that the
listener can hear the expected programming at any time. One means of
achieving consistency is a chart called the clock hour, which specifies certain
types of music to be aired at certain times, when the disc jockey is to speak and
for how long, when to air commercials, when to give time checks, when to play
a musical station identification jingle, and so on. Some stations have different
clock hours for different times of the day. The early morning clock hour might
emphasize up-tempo oldies, while the late night clock hour might contain a
larger-than-normal percentage of soft, slow instrumentals.

Formats. The formula is also called the station’s format,* and most formats
involve use of a clock hour or some similar guide to ensure consistency. Some
of the major formats include Top 40, Middle-of-the-Road (MOR), Beautiful
Music, Rock, Country, Black, Ethnic/Foreign Language, Talk, News, Reli-
gious, Fine Arts/Classical, and Educational.

One of the oldest radio formulas is Top 40. Based on a playlist of the most
popular 45 rpm recordings, Top 40 radio also features news, weather, sports,
traffic information, and features in short capsule form, tied together with
music, commercials, time checks and station identifications by a host/disc
Jjockey. Production is tight, with no dead air between program elements. Top
40 radio attracts a large and diverse audience.

* The word “format” in radio programming also refers to the specific lineup of
program elements—introductions and closings to be used with newscasts, when and
where to play jingles, air weather reports, give time checks, speak over the openings
and closings of records, and so on. Thus “format” also means the clock hour and its
accompanying instructions.
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Figure 6-2. Radio Format Clock. The large *'S" stands for ‘‘spot’’ (i.e., commercial
or PSA).

Adapted from KNTU “"Rock Color Wheel." Used by permission,

Middle-of-the-Road (MOR) often features the same type of program ele-
ments and tight production as Top 40. MOR hosts are usually not as frenetic
as their Top 40 counterparts. They tend to stay away from the hardest rock
records, instead playing softer popular music and quieter versions of rock hits.
Like Top 40, successful MOR stations have large and diverse audiences.
MOR is also called Adult, Adult Contemporary, Bright, Up-tempo, Good or
Easy Listening, Standards, and Conservative.

Beautiful Music is often FM radio. It is characterized by lush orchestral
arrangements, few and low-key commercials grouped in order not to interrupt
the music, unobtrusive hosts who give only station identifications and time
checks, little news, and few or no features. Beautiful Music is also called Good
Music and Instrumental Music.

There are numerous esoteric variations of rock and Rock radio stations. A
Top 40 station plays the occasional ballad that becomes popular, whereas
Rock stations play only rock music. The most popular Rock radio format is
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called Contemporary or Popular. A similar format is Request, in which the
station’s playlist is determined by audience members contacting the station
and asking or “voting” for particular records. Album-Oriented Rock (AOR)
radio features cuts from albums, and often whole albums. Some stations pro-
gram AOR (formerly Progressive rock) using only a playlist, and the disc
Jockey selects records according to the mood and flow of the program. This is
Free Form radio and may include music other than rock, such as classical.
Golden Oldies stations feature hit rock records from past years. Golden Oldie
radio is also called Nostalgia, Old Gold, Solid Gold, Solid Gold Rock, and
Classic Gold.

Country radio, also called Country and Western, attracts listeners from all
age groups, in all parts of the country, and from urban as well as rural areas.
Modern Country radio—Countrypolitan and Contemporary Country—is
often programmed much like MOR, except that the recordings are Country
hits. Variants include Bluegrass and Progressive Country.

Black radio usually features the hit black records, and news, features, and
comment on the black community. It is also called Soul and Rhythm and
Blues. Variants include Gospel and Jazz.

Ethnic/Foreign Language stations air significant amounts of program-
ming or even broadcast entirely in Spanish, Eskimo, Filipino, French, Greek,
Italian, Japanese, and Polish.

A Talk radio station broadcasts little or no music. Its basis for program-
ming is the telephone call-in show. The Talk radio audience often includes
high percentages of older persons. Talk radio is also called Discussion, Inter-
view, Personality, and Informational.

Well-done, News radio can be highly successful. But it is also expensive
and therefore is restricted primarily to the largest markets. While in existence
(1975-1977), NBC Radio’s News and Information Service made News an
available and realistic alternate format for stations in smaller markets.

Groups run Religious radio stations to spread their particular version of
Divine Truth. Variations run from hard-sell, didactic programming to a more
subtle approach. Some groups expect to underwrite all station expenses;
others attempt to have the station generate revenues. These are also called
Gospel, Sacred, Christian, and Inspirational.

Fine Arts/Classical as a format for commercial radio is found only in the
largest markets. The audience for a Fine Arts/Classical radio station, while
few in number, is usually well-educated, has a good income, is fiercely loyal,
and actually listens to (which is unusual for modern radio) the programming.

Educational radio is a generic term, used here to mean no advertising. By
far the greatest number of educational radio stations are in the reserved part
of the FM band, but some are AM stations. Most have adopted one of the
formats described here, particularly AOR, Classical/Fine Arts, Black, and
Public Affairs.

With over 8500 radio stations on the air, one short listing of formats will
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hardly be inclusive. Within each major category described above, there are
almost infinite variations—for example, Latin Rock, Disco Rock, Chicken
Rock. The larger and more diverse the community, the more variations will
exist as full-time programming on radio stations. There are other formats that
really do not fit into any of the major categories—Agriculture and Farm, Big
Band, Comedy, Drama, Public Affairs, and Variety. The problem of cate-
gorization is confused, too, by crossover records. For example, the popularity
of a recording made by a country music performer may spread beyond coun-
try music fans and show up on other types of stations—Top 40, Rock, even
Beautiful Music.

Competition. The shrewd station manager will compete for audience along
several fronts.* A station will upgrade the research techniques it uses to deter-
mine which records are the most popular in its coverage area. It will adjust the
mechanics of its playlist and clock hour to try to get just the right mix of cur-
rent top 10 hits, golden oldies, and hit-bound records. It will make on-air per-
sonnel adjustments—hiring promising new personalities, switching show hosts
from one time period to another, and perhaps firing air talent who have lost
and cannot regain rating points. The station will try a different approach with
news—moving it from on-the-hour to 55 minutes after the hour, including
more human interest stories, strengthening local coverage. It will introduce
new features, alter or cut old ones, and shift time slots for them. It will up-
grade weather and traffic reports by buying radar devices, satellite tracking
equipment, special teletypes, helicopters. It will have more sports, less sports,
no sports at all, or add sports for the first time. It will alter its air personalities’
deliveries, the production gimmicks, the musical station identifications.

Some stations hire programming consultants, also called radio doctors.
The consultant comes into the market, studies its characteristics, listens to the
client station and the competition, lays out a competitive strategy, then alters
the format of the client station. The radio doctor is often extremely successful,
pushing a station low in the ratings to first, second, or third in its market.
Radio doctors began to emerge as major forces in radio programming during
the mid-1960s. For example, between 1963 and 1969, programming consul-
tant Bill Drake radically improved the ratings of four major market stations:
KH]J, Los Angeles, went from twelfth to first in the market in six months;
KGB, San Diego, shot up from the bottom to the top-rated station in 63 days;
KAKC, Tulsa, doubled its ratings in two months; and WOR-FM, New York,
went from money-loser to tenth in the market, the only FM station in New
York’s top ten.

Some radio programming firms offer syndicated music services. These are
used in automated programming situations, quite often in FM radio, and give

* Programming is the first line of competition, but promotion plays a vital role,
too. Promotion is discussed later in this chapter.
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a station a smooth, professional, big market sound no matter where it is lo-
cated. The better syndicated services can help a station’s ratings.

Legal and Ethical Constraints. A broadcaster has certain limitations on what
can be included in station programming. Some limitations are in law or in
federal regulatory agency regulations. These limitations are discussed in detail
in Chapters 13 and 14.

The Radio Code of the National Association of Broadcasters contains
standards of programming and advertising that subscribing stations must fol-
low. Further limitations and requirements arise out of their standards. Not all
radio licensees subscribe to the code, and the code does not have the force of
law, so that not all stations are bound by provisions of the code. But the code
represents the trade’s assessment of what is right and proper in programming.
It is a standard against which all stations may be measured. And in that re-
spect it affects the programming of all radio licensees.

Each broadcaster has a set of personal values concerning programming.
Of course, the values vary with the individual, but most broadcasters take
considerable pride in programming and feel a sense of responsibility toward
their audiences. Call it ethics, conservatism, social responsibility, self-censor-
ship, or whatever—it affects form and content of programming. (See Chapter
15 for more on self-regulation and ethics.)

Finally, factors outside law, regulation, self-regulation, and the broadcast-
er’s own sense of ethics may affect programming. The American Bar Associa-
tion’s Canon 35 specifies that no broadcasting of court proceedings be al-
lowed. The houses of Congress and state legislatures place restrictions on
coverage in their chambers and committee rooms. Citizen groups may orga-
nize and successfully demand or protest changes in programming. Advertisers,
while they do not usually expect to dictate policy, do want to have their say.

The CBS Radio Network, the NBC Radio Network, and the Mutual Broad-
casting System (MBS) all program capsules of news, features, and entertain-
ment scattered throughout the hour and the day. Three national commercial
radio networks have tailored special program services to fit specific station
formats. These include ABC’s American Information Network aimed toward
Talk and News stations, American Contemporary Network designed for Top
40 and Rock stations, American Entertainment Network for MOR stations,
and American FM Network for FM stations; and the National Black Network
and MBS’s Mutual Black Network for black stations.

Television Programming

Unlike radio, television demands blocks of time and full attention from its au-
dience. In spite of advances in miniaturization and portability, television is
not a mobile medium. We sit down to watch television at home, and because
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so much of the content is narrative or otherwise packaged as a unitary whole,
we watch in blocks of half hours and hours. It takes time. And time is avail-
able for most people in the evening, after supper. Audience levels build rather
gradually until 7:00 p.M.,* when they shoot up, far out of proportion to previ-
ous levels. The levels stay up until bedtime, and after 11:00 p.Mm. they drop
dramatically. This 7:00-11:00 p.M. period is prime time for getting larger
audiences.

Television programming aims to attract and hold large, general audiences.
Therefore the dominant programming in television, in terms of audience
drawing power, is that produced by and for networks. The networks, through
their affiliated stations, draw huge, nationwide audiences and thus can charge
advertisers the sums necessary to finance programming. Local stations benefit
from the generalized audience-pulling power of network programming; affili-
ateship brings high audience levels which allow stations to charge more for
their own advertising. Where in radio, then, the emphasis in programming
rests with stations, in television it rests with networks.

Costs and Control. At the outset, television programs had single sponsors; an
advertiser controlled and sometimes even produced a network program as had
been the case in radio. But as production costs rose, it became obvious that
television would be too expensive for single sponsorship. ABC and NBC led a
move toward network control of programming. At the same time, Procter and
Gamble adopted the policy of spreading commercial messages over a number
of programs. The result was participation sponsorship—the network owned
the programs, and advertisers bought time during programs to air messages.
To a large extent, this is the situation today.

Costs of prime-time programming are high and going higher. In 1949 the
total weekly cost of programing for the elaborate Ford Television Theatre, an
hour program, was $20,000. Milton Berle’s Texaco Star Theatre cost $15,000 per
week. Today, network costs for a half-hour series start at $160,000 per episode,
with hour dramatic programs costing at least $360,000 each. Production costs
have grown so great that pilot programs for a prospective series, once consid-
ered expendable if the series did not reach the air, are now often made in the
form of television movies. By broadcasting a pilot as a film some use can be
recovered from production costs even if the series is rejected. Production costs
for daytime television programs are much lower: soap operas costs around
$90,000 per week; game shows, $15,000 to $20,000 per hour; couch-and-talk
shows, slightly higher.

The high per-episode cost of prime-time programming led to three devel-
opments: repeats of a series episode, increasing importance of syndication, and
network ownership of programming. Per-episode production costs are so high
that in most cases they cannot be recouped with advertising revenues from

* Based on Eastern Time.
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Monday through Friday
ABC CBS NBC
10:00 a.m. Edge of Night Price Is Right Wheel of Fortune
(Serial) (Game) (Game)
. Love of Life q .
10:30 Family Fued (Seriat) 1t's Anybody’s Guess
10:565 (Game) CBS News (Game)
11:00 The Better Sex Young and Restless Shoot for the Stars
(Game) {Serial) {Game)
11:30 Ryan’s Hope Search for Tomorrow Chico and the Man
(Serial) (Serial) (Situation comedy rerun)
12:00 Noon All My Children Local Program Local Program
(Serial)
12:30 P As the World Turns Days of Our Lives
(Serial) (Serial)
1:00 $20,000 Pyramid
(Game)
1:30 One Life to Live Guiding Light Doctors
{Serial) (Serial) (Serial)
2:00 1 All in the Family Another World
2:15 General Hospital (Serial) | (Situation comedy rerun) (Serial)
2:30 Match Game
(Game)
3:00 Local Program VelEEles Local Program
(Game)

Figure 6-3. Strip Programming. During weekdays, commercial television networks
generally program the same shows at the same time, Monday through Friday.

just one broadcast. Thus many episodes are repeated so that enough revenues
are generated to cover production costs and to leave a profit. Since production
economics make it almost mandatory that most episodes be repeated, fewer
new episodes are produced each year. At one time, television series consisted
of 39 new episodes each year, 13 of which were repeated during the summer.
Now the norm is 24 or less new episodes a year, most of which are repeated.
After a successful series has run a number of years, sometimes a network will
begin strip programming® old episodes in its daytime schedule, so that each
episode may be seen as many as three times on the network.

* Scheduled Monday through Friday, at the same time every day. Networks
strip program most daytime and news programs.
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When a series has completed its run on the network, it is put into syndica-
tion, that is, made available at a price for local stations to use. With network
exposure barely covering expenses, the first high profit of a series might come
in syndication, accruing to the organization that owns its syndication rights.
For years, the majority of network programming has come from independent
producers from whom the network purchased first broadcast rights. As syndi-
cation became more important, networks began to insist on investing in the
producer’s development efforts. With production costs so high, network in-
vestment was welcome, but the networks also insisted on syndication rights.
Independent producers contended that the three networks now controlled all
program production. Due to production costs, programming attractive
enough to compete with that of the networks could not be produced without
access to the large audiences of the networks. And the networks would not
broadcast a program unless they had exercised production control and owned
its syndication rights. By the late 1960s, local stations bought little program-
ming directly from independent producers; most programming came from the
networks, either directly or from one of their syndication subsidiaries.

The FCC, noting that the program production market had narrowed to
the three national commercial networks, held hearings on the matter. In 1971,
the commission issued rules designed to broaden the market for nonnetwork
controlled, independently produced programming. These rules forbade net-
works from syndicating programming in the United States and forbade sta-
tions in the 50 largest markets (in effect, all markets) from broadcasting over
three hours of network programming during the four hours of prime time.
The latter rule was made in the hope that stations would purchase high qual-
ity prime-time programming directly from independent producers. The FCC
modified the rules slightly in 1974, but the basic principles are still intact.
They are known collectively as the “Prime Time Access Rules.” In November
1976, as a result of antitrust suits filed against the three commercial networks
in 1972,* NBC settled out of court and signed an agreement with the U.S.
Department of Justice to further reduce network interest in production of en-
tertainment programming and to encourage production by independent
companies. ABC and CBS said they would continue to fight the suits.

Constraints.  Besides having the same limitations on subject matter, theme,
and depictions as radio, television has additional legal and ethical constraints.
Even broadcasting’s self-regulation is harder on television than radio. For ex-
ample, the Radio Code says simply there should be no more than 18 minutes
per hour of advertising; the Television Code has a very complicated set of
standards, specifying different maximums for different times of day, number
of program interruptions, and number of commercials.

Network programming seems particularly vulnerable to constraints re-
sulting from outside pressures. The Prime Time Access Rules are an example

* Dismissed and refiled in 1974.
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of direct FCC influence on network programming. The commission used less
direct methods of influence in other instances. For example, the FCC issued a
policy on children’s programming in 1974 that encouraged reductions in
levels of commercialization, maintenance of separation between program
content and commercials, and “elimination of practices which take advantage
of the immaturity of children.” The FCC stated its policy in broad, difficult-
to-enforce terms. Yet, in response, the Television Code was amended to
gradually reduce commercial time and number of interruptions allowed
in children’s programming and to prohibit hosts or primary cartoon
characters on children’s programs from delivering commercials on those
programs.

Also as a result of FCC pressure, the NAB amended its Television Code in
1975 to include a “family viewing” standard. The standard is aimed at reduc-
ing sex and violence in content and says “[E]ntertainment programming in-
appropriate for viewing by a general family audience should not be broadcast
during the first hour of network entertainment programming in prime time
and in the immediately preceding hour. . . .” In early November 1976, a
federal district court in Los Angeles ruled that the standard violated the
First Amendment, precisely because of FCC encouragement. The decision
was appealed, but the NAB decided not to enforce the standard until the
appeal was decided. (See also Chapter 13 for a discussion of Prime Time
Access Rules.)

Some other limitations on television programming result from the com-
mercial nature of the system and are much more intangible. With the decline
of single-sponsor programs, direct advertiser control of content has greatly di-
minished. However, the greater the audience, the greater the charges for ad-
vertising and the higher the network profit. Therefore networks attempt to
maximize audiences by programming material that appeals to the broadest
spectrum of the public and by avoiding themes and depictions that might
alienate major segments of the audience. Such a programming philosophy
generally precludes what challenges or might in any way offend established
norms, customs, political beliefs, and economic systems.

Critics contend that this philosophy of maximizing audience not only
limits range and treatment of subjects within programs, but also limits the
amount of certain types of programs. Programming that draws relatively low
audiences—usually “serious” drama and music, documentaries, public affairs
and discussion programs—is scheduled rarely and at odd hours and, when
programming changes are made, is the first to be cut. Defenders say that net-
works give the television audience what it wants and that the consistently
high ratings for, entertainment programming prove it. The question then
arises, how does the audience know it does not want more serious program-
ming if it rarely has access to it.

Still, ratings are usually relatively low for even the finest Public Broad-
casting Service television programs and for serious artistic and public interest
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programs* from commercial networks. This phenomenon—audience rejec-
tion of certain types of programming—has even been formalized as the LOP
(Least Objectionable Program) theory. LOP holds that people are such habit-
ual viewers that, even when no program has particularly strong, positive ap-
peal for them, they will watch television anyway, choosing the program they
find least unpleasant.

Competitive Strategies. Networks program for different types of audiences at
different times. During the week, daytime television contains mainly game
shows and dramatic serials in an effort to capture the female audience. Some
effort is made to attract younger viewers on weekday mornings and late after-
noons, but the major network push to build a children’s audience is Saturday
morning. The networks produce news programs in magazine format early on
weekday mornings. Within each period—daytime, Saturday mornings, early
mornings, Sunday afternoons, and so on—the networks compete for audi-
ences. But network competition for audiences is greatest during prime time,
and we shall use this 7:00-11:00 p.M. period to illustrate network program
competition at its sharpest.

Competitive strategy in prime-time network television involves the con-
cepts of vertical programming, audience flow, and counterprogramming.
The aim of a network is to capture a large share of audience and to keep it
throughout the evening. This is audience flow. One way to achieve audience
flow is to make programs longer. All other things being equal, an hour pro-
gram gives a viewer only half the opportunity to switch networks as do two
half-hour programs. Over the years, networks have lengthened many program
slots from the traditional 30 minutes to 60 and even 90 minutes, with regu-
larly scheduled slots for motion pictures of two hours and more. At one point,
ABC even scheduled two 45-minute series back-to-back, the theory being the
audience would stay with the network for the full 90 minutes, rather than
tune into the middle of CBS and NBC programs.

More vital than length, however, is strength of individual programs. If one
program has high ratings, then the following program has a built-in advan-
tage, inheriting the high audience level. If the following program is a strong
one, it will keep or even increase the high ratings; if poor, it will waste the
lead-in by losing audience and may reduce audience levels for a stronger third
program. Thus a network will attempt to capture and keep its audience on
any given night through vertical programming. It schedules—one after an-
other—either similar programs (e.g., all comedy and musical variety), also
called mood or block programming, or different types of programs that have
proven individually strong. If vertical programming is successful, that entire
evening each week is said to be the winning network’s night.

* In 1976, however, CBS’s 60 Minutes began to earn ratings in the top ten pro-
grams, making it the most popular public affairs series in television’s history.
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STATIONS

But total audience levels for all three networks is fairly constant, and one
network gains audience at the expense of the other two. In planning its sched-
ule, a network will try to counterprogram, to figure out what types of shows
(e.g., comedy and musical variety) the other two networks will put in a certain
time slot, then put a completely different type of program (e.g., crime drama)
in that same slot. The hope is that the other two networks will fragment the
audience, leaving the greatest share to the counterprogrammer. Another
counterprogramming strategy involves length of programs, such as ABC-TV’s
attempt at 45-minute series. A network may counterprogram by ratings, such
as CBS did in January 1975, when it replaced Paul Sand’s Friends and Lovers, a
show relatively weak in ratings, with The Jeffersons which turned out to be one
of the most popular shows of the season. With this change, CBS also improved
ratings of the program that followed in its Saturday night comedy block.

In January or February, network executives begin planning schedules for
the following fall. Their tool is the scheduling board, a display stand with a
chart showing days and time periods. Programs the other two networks are
expected to offer are shown in each time slot. The other two networks’ offer-
ings are represented by two different colors. The executives then enter pro-
grams of their own network, yet a third color, in an attempt to program
competitively. They must determine which existing programs to keep and
which to drop, what the other networks will do at each time slot, what kind of
programs are needed to maintain successful vertical programming and to
counterprogram on those evenings that are not so successful, and what is
available as new programming.

Ultimately, of course, each network seeks to have its programs earn high-
est ratings in all prime-time programming. But in most cases, the factor that
determines whether a series is continued or canceled is its share.* A program
that has below a 30 share—just under one-third of the total audience—is in
trouble. Competition for ratings and shares is so keen that a network will not
continue a series with a low share, even to the end of the current season. The
practice of canceling some series and adding others at midseason began in the
late 1960s, and ABC gave these January changes the name second season.

In addition to networks, there are a number of other sources of programming
available to a television station. An independent station must depend entirely
on these other sources. A network affiliated station draws on these sources to a
much lesser degree but is still interested in getting the highest quality pro-
gramming possible from them. For it is this programming that makes the cru-
cial difference—difference between profit and loss for an independent station,

* Ratings and shares are explained in Chapter 17. For now, “rating” is the per-
centage of homes tuned to a program based on total television homes; “share” is
percentage of homes tuned to a program based on the number of homes with sets in
use.
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difference between top ratings and running a poor third in a market for an
affiliate. The balance of power in local ratings lies in how well a station han-
dles these nonnetwork competitive programming elements.

Competitive Programming Elements. A key element in competitive program-
ming is syndicated material. Syndicated programming includes series that
have run previously on networks (called off-net programming) and original
material prepared especially for syndication. A station tries to find syndicated
programming that will be popular in its market, then buys the rights to that
programming. These rights usually allow the station sole use of the program-
ming in the market for a stated period—say two years—during which time
the station may broadcast it a specified number of times, usually two or three.

Some syndicated programming is offered on a barter basis. Barter pro-
gramming, also called advertiser syndication, is financed by an advertiser,
and rights are offered to a station for free or very low rates. The barter pro-
gram contains some commercials for the producing advertiser, which must be
run, and some availabilities that the station may sell to other, noncompeting
advertisers. Another source of syndicated programming is the stations them-
selves. This is exemplified by the Operation Prime Time (OPT) venture (see
Chapter 5) in which television stations financed production of their own min-
iseries. OPT’s procedures roughly parallel those of the Public Broadcasting
Service’s Station Acquisition Market (explained later in this chapter).

A second key element in successful competitive programming is feature
films. A television station film buyer who knows the tastes of the market, can
purchase film rights on favorable terms, and can properly package and pro-
mote films is a living profit center. Films need not be new or color blockbust-
ers to attract large audiences. For example, films starring Humphrey Bogart
are proven television favorites, and local station showings of the black-and-
white film Casablanca often give color network fare heavy competition for
ratings.

A third element—perhaps first in importance—is the station’s local news
programming. A strong news department takes time, money, and effort. But
local news, well done, draws high audience levels, good advertising rates, and
enough revenues to pay for itself and turn a profit. Additionally, as the most
conspicuous local production, news contributes to the station’s overall image.

Other local productions can be assets or liabilities in overall programming
strategy. Well-planned and slickly produced local programs—discussion pro-
grams, cooking shows, children’s programs—can augment a good local news
effort in contributing to the public’s general positive feeling and to high cir-

Figure 6-4. Film Packaging. WFAA-TV promotes its 10:30 week night films, fea-
turing an all-Bacall week.
Used by permission of WFAA-TV.
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culation for the station. Poorly done programs drive audiences away and give
the station a bad name.*

The Independent Station. Independent stations do not have widely promoted
current network programs to attract audiences. However, far from meaning
they cannot compete, lack of network affiliation means independent stations
must compete even harder. While rarely tops in ratings, many independents
have enough audience to earn respectable profits.

Independent stations use the same competitive elements as affiliates but
must use them in more imaginative ways. They have perfected the art of
counterprogramming. When networks broadcast game shows in the morning,
independents may counter with situation comedies or couch-and-talk shows.
Later, when networks run soap operas, independents broadcast situation
comedies, musical varieties, locally produced children’s shows, and feature
films. During evening fringe time, 5:00-7:00 P.M., independents do particu-
larly well, capturing a surprisingly large number of persons who would rather
watch reruns of Bewitched or Star Trek than local or network news. Effective
competition becomes difficult during network prime-time programming;
however, an independent may get enough tune-in/tune-out audience to raise
the average rating for any given program to a respectable level. At 10:00 p.m.
Eastern Time (E.T.), independents begin recapturing audiences. While net-
work affiliates usually air showcase local news programs around the early eve-
ning network news, independents often put major news efforts in the
10:00-11:00 p.Mm. (E.T.) block, running a half-hour and in some cases a full
hour of news. Then, while network affiliates run news at 11:00 p.M. (E.T.), in-
dependents are back to entertainment programming.

Two traditional mainstays of programming for independent stations are
feature films and off-net series. Independents have been very successful in
grouping old and familiar films into thematic packages—for example, “The
Films of Bogart,” ‘“The Charlie Chan Series”—and drawing respectable rat-
ings. The series are strip programmed, and it is a rare market in which at least
one independent is not running the original I Love Lucy series, now over a
quarter of a century old. Nevertheless, good series are scarce. Its classic status
may keep Lucy viable for years, but there are too few such perennials. A larger
independent may spot a popular series running on the network and pay for
first off-net rights in its market, an investment of which it may not be able to
take advantage for years if the series has a long network run.

Independent stations compete with affiliates in trying to get good syndi-
cated programs of all kinds. But some independents have gone heavily into
local production as well. They produce talk shows, interview programs, and
children’s shows. Some broadcast play-by-play of local sports events.

* As with radio, a final key in competitive programming strategy is promotion,
discussed later in this chapter.
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Independent stations occasionally carry network programming. If an
affiliate decides not to run a particular network program, the network may
offer it to another station in the market, often an independent. Independents
may also broadcast programs from special networks, perhaps a championship
tennis match or an entertainment special from the Hughes Television
Network.

Independent stations made significant audience rating gains as a result of
the Prime Time Access Rules. While affiliates could run no network pro-
gramming, current or past, during the access hour, independents were free to
schedule off-net series and movies that had previously run on networks. Audi-
ences tuned to the independents. Affiliates tried to regain their audiences by
programming game shows.

Role of Audience Promotion and Publicity

Effective as a programming strategy may be, it will not do any good unless the
potential audience knows about it. Networks and stations cannot rely on audi-
ence dial switching and schedule listings in TV Guide or the local newspaper to
inform the public of new programs or time changes in old programs. The role
of audience promotion is to draw viewers to programming. It is, of course, up
to the programming itself to keep them there, and no amount of clever pro-
motion can keep an audience watching or listening to poor programming.

Audience promotion takes two forms: on-air and off-air. On-air promotion
includes contests (e.g., Dialing for Dollars and the endless variety of radio sta-
tion contests); promotional announcements (promos) for upcoming programs;
mentions on programs of other programs; call letters (e.g., “KBIV, the Best in
Viewing”); thematic graphic designs (to create an easily recognized symbol or
logo of the station) worked into local production; clever station identification
devices (special musical signature or animation); awards (“Here is channel
three’s award-winning news team. . . .””); and even public service (“The KBIV
Action Line Ombudsman”).

Off-air promotion may include advertisements in other media; personal
appearances by station personalities; publicity stunts by station personalities;
use of logo on all station vehicles, equipment, and people (usually on a uni-
form blazer jacket) seen outside the station; group tours of the station; identi-
fication and involvement of the station in worthwhile community activities;
and giveaway of bumper stickers, program guides, and so on, all with the sta-
tion’s logo prominently displayed. In many promotional activities, the station
also attempts to gain additional publicity through a printed release of infor-
mation on the station, its personnel, and its programs to newspapers and trade
publications to be run as news stories.

Good programming and good promotion and publicity are year-round re-
quirements. Some stations increase promotion and publicity activities during
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periods when ratings surveys are being conducted, hoping to generate higher
than normal ratings. Such a practice is called hypoing and, if discovered, is
risky from several standpoints: First, the station may be charged with unfair
competition or with unfair or deceptive advertising practices in violation of
the Federal Trade Commission Act. Second, such a charge would not sit well
with the Federal Communications Commission at license renewal time.
Third, the rating company would note in its report that the station had en-
gaged in activities during the survey period that could have affected validity
of its ratings, thus putting advertisers on notice. Fourth, while it could lead to
short-term audience gains, if programming did not come up to standards
promised by the promotion, it could result in a long-range drop in circulation.

Public Broadcast Programming

NATIONAL LEVEL

The Public Broadcasting Act of 1967 renamed educational broadcasting and
revitalized its programming by providing for a higher level of (primarily fed-
eral) funding. These new funds also enabled public broadcasting stations to
join together permanently in a live interconnected network. Public television
programs such as America, The Forsyte Saga, The Ascent of Man, Civilisation, The
Incredible Machine, and Masterpiece Theatre: Upstairs/ Downstairs drew both criti-
cal notice and measurable audiences. Public broadcasters pay more attention
to ratings, and their evening programming is broader in appeal than before
1967. But, as with any broadcasting, especially television, the greatest positive
enjoyment results from selective attendance—choose the program you want to
watch or listen to, then turn off the set when that program is over.

Unlike commercial broadcasting, noncommercial radio and television sell
no time and therefore must derive funds for programming from other sources.
However, public broadcasting, at both national and local levels, is subject to
some of the same pressures and constraints that limit themes and treatments
in commercial programming. Board members of stations and of national or-
ganizations often come from the same milieu as their counterparts in com-
mercial broadcasting. Individuals often receive appointments as station
managers because of fund-raising abilities, which means they have close ties
with the local social, political, and economic establishment. At the national
level, the majority of public broadcasting funds are appropriated by Congress
and disbursed by the executive branch; programming that displeases either
branch may result in reduced funding. Too often, the net effect is avoidance of
controversy, a blunting of public broadcasting’s potential cutting edge.

Programming for public broadcasting at the national level is largely the re-
sponsibility of two organizations, Public Broadcasting Service (PBS) and Na-
tional Public Radio (NPR). The federally funded Corporation for Public
Broadcasting (CPB) provides funds to PBS for network interconnection, to in-
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dividual production organizations for program production, and to individual
stations for programming and other operations. The PBS network program
schedule consists of those programs whose production CPB has funded
directly, those selected and paid for in large part by the stations as a group,
those financed by corporate underwriting or by foundations, those produced
by individual stations for local audiences and then selected for national expo-
sure; and those which have been aired previously on the network and have
been selected to repeat.

The affiliated stations themselves select and pay for a large portion of the
programs on the PBS schedule. They do this through the Station Program Co-
operative (SPC) and the Station Acquisition Market (SAM). Under the SPC,
PBS solicits and selects programs for its upcoming season schedule. Then, it
sends a list of its selections to each affiliate. The affiliates indicate which pro-
grams on the list they would be willing to broadcast and pay for with money
provided for this purpose by CPB. This selection process may go on for several
rounds. When enough stations have said they will pay to carry a program to
finance production of that program, it is put on the PBS schedule. Under
SAM, the PBS Programming Department finds existing programming, nego-
tiates a price, and attempts to find enough stations willing to help pay for and
arr it.

Sources of programming include PBS member stations, organizations set
up especially to produce for PBS, and production organizations from outside
the public broadcasting pale. Major producing stations include WGBH, Bos-
ton; WNET, New York; and KQED, San Francisco. Probably the best-known
special public television production agency is Children’s Television Workshop
(CTW), producer of Sesame Street, Electric Company, and the 1977 miniseries,
The Best of Families. Long a major source of programming outside of the U.S.
public broadcasting establishment, the British Broadcasting Corporation has
contributed programming ranging from An Age of Kings to Crvilization.

NPR, funded largely by CPB, maintains network operation and program-
ming functions for member stations. These member stations must meet cer-
tain minimum criteria concerning staff and scheduling, but for a very low
yearly price, qualified stations get extensive live programming. NPR broad-
casts many events that are economically unfeasible for commercial networks
to carry, for example, congressional committee hearings and readings of the
complete Watergate tape transcripts. The best-known regular NPR offering is
All Things Considered, a 90-minute news magazine presented each weekday
afternoon.

Local public television stations are often schizophrenic in scheduling. During
daytime a station may broadcast instructional material for in-school use or
for-credit home study. The contracting agency, usually a local school board or
college or both, pays the station for running-—and often producing—this ma-
terial. Quality of instructional material varies with the amount of money,
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time, and creativity put into it. During afternoon and evening hours, the sta-
tion airs general interest programming. Most will come from PBS, but the
station will get some from other sources and produce some itself. Other
sources might include free or low-cost programming from regional networks,
other public television stations, government agencies, or educational institu-
tions. A public television station may buy relatively expensive programming
from commercial syndication sources to put together its own classic film series,
or to air specials or documentaries produced for and first broadcast by com-
mercial television.

The quality also varies for locally produced general interest programming.
Too often, local productions are poorly produced and boring. Lack of local
funding is a primary cause. Some public television stations, however, main-
tain near-network quality levels in all local production. One area of program-
ming in which some public television stations have excelled is that of local
news. Ignoring the fender-bender, film-or-no-story, happy-talk school of tele-
vision news favored by many commercial stations, public stations have opted
for a newsroom approach, with reporters seated around a table responding to
an editor/host. Stories are done in-depth, some with film, and using a lively,
often personal writing style. Guests—usually people in the news—are treated
warmly and courteously but are subject to probing questions, inevitably re-
flecting that the reporters have done their homework.

Local public radio stations are so diverse as to defy classification. Their
programming ranges from being juke boxes for classical or progressive rock
music, to a relatively “straight” variety format; from being playgrounds for a
university’s student government, to being laboratories for instruction in
broadcast production. A few actually air classes and courses for credit.

Probably the most novel form of radio programming is the antiprogram-
ming from stations of the Pacifica Foundation. These stations adhere to what
proponent Lorenzo Milam, author of Sex and Broadcasting, calls “free-form
noninstitutional radio.” Under their philosophy of broadcasting, normal
radio production values are disavowed as barriers to communication. Each
and all may have access to the airwaves. This has brought unpopular causes,
antiestablishment ideas, and strong language before their microphones. They
depend on foundation and community support, and since much of the com-
munity often feels alienated by their programming, these stations seem to
lurch from financial crisis to financial crisis. Complaints and threats to sta-
tions and personnel are normal; some stations have been bombed. Usually,
audiences are so few as to be nonexistent. To these stations, however, what
matters is not whether you listen (although they believe you should), but
whether you have the opportunity to speak. For “odd” and “antiestablish-
ment” as these stations are, they embody a basic principle on which was
founded the political structure of the United States—freedom of expression.
In spite of the supposed universality of this principle, many ideas receive their
only chance for broadcast expression on these stations. Sadly, threats and
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bombings against Pacifica stations reveal that there are citizens who either do
not understand or do not agree with the First Amendment to their own
Constitution.
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ter Than You Think,” New York, Jan. 21, 1971, p. 21. Robert A. Malone compiled
“The New Tricks of Counterprogramming,” a report of how independent television
stations compete with network affiliates, in Broadcasting, Nov. 10, 1969, pp. 36-40.

ROLE OF AUDIENCE PROMOTION AND PUBLICITY

Johnson and Jones, Modern Radio Station Practices, includes a section on promotion
and publicity. Many of the principles are still valid in Chapter 24, “Building the
Television and Radio Audience” in Gene F. Seehafer and Jack W. Laemmar, Suc-
cessful Television and Radio Advertising (New York: McGraw-Hill, 1959).

PUBLIC BROADCAST PROGRAMMING

Robert J. Blakeley, The People’s Instrument: A Philosophy of Programming for Public Televi-
ston (Washington, D.C.: Public Affairs Press, 1971), outlines limitations on commer-
cial broadcasting and how public broadcasting can fill the programming gaps left
by those limitations. Lorenzo W. Milam, foremost exponent of free-form noninsti-
tutional radio, has written Sex and Broadcasting: A Handbook for Starting a Radio Station
Jor the Community (Saratoga, Cal.: Dildo Press, 1971). Steve Post, Playing in the FM
Band: A Personal Account of Free Radio (New York: Viking Press, 1974), describes life at
WBAI, New York station of the Pacifica Foundation.




Neuss

“Did you see the news last night?” someone asks. You assume the question
refers to a television news program, and you are probably right. The wording of
the question and your assumption illustrate a fact of modern life: most of us
rely on television news so much that we have come to think of it as the news,
In a November 1976 national poll, 64 percent of the respondents mentioned
television as one of their main sources of news, and 51 percent indicated televi-
sion to be the most believable news medium. Radio, too, while not dominat-
ing the news field like television, is still an important source of news for many
people. Large numbers of individuals listen to radio news as they get ready for
work in the morning, travel in automobiles, work in their homes or businesses.
In a 1972 national poll, 46 percent of the respondents said radio was their pri-
mary source of news during the day.

In this chapter, our subject is broadcast news. First, we explore the mean-
ing of “news.” Next, we inspect radio newscasts and television newscasts. Fi-
nally, we look at other forms of news programmmg—documentarles
on-the-spot coverage, interviews.

Nature of News

As a broad definition, we can say that news is reports of recent happenings.
But more specifically, we are interested primarily in processed news—news
that has been gathered to a central point, put into form suitable for public
distribution and presentation, and disseminated to an audience.
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WHAT ARE THE
ORIGINS OF
NEWS?

In 1450 A.D., Johann Gutenberg of Mainz, Germany, introduced the concept
of movable metal type to Europe. This was the birth of European printing. In
the early 1600s, newspapers appeared in Germany and Holland, aimed at
merchants and other persons in business. These first primitive newspapers
contained mainly news of shipping and commerce. England’s first regularly
published newspaper began in 1621; its first daily newspaper, in 1702.

Printing came to colonial America when a hand press was established at
Harvard College in 1683. Benjamin Harris published the first colonial news-
paper, Publick Occurrences, in 1690, but authorities closed it down after the first
issue. In 1704, the Boston News-Letter began, and by 1715 it had some 300 sub-
scribers. It contained foreign political news, pirated from English newspapers,
and local financial news. By 1750, the American colonies had 12 newspapers;
25 years later the number had multiplied fourfold. All were weeklies; America
did not get its first daily until 1783.

In 1765, England imposed on the colonies the Stamp Act, a heavy tax on
paper. Most colonial newspapers united to oppose the Stamp Act. The act was
repealed in 1766, but a majority of the colonial press continued active in the
cause of rebellion and revolution. After the American Revolution, newspapers
retained partisanship but lost unity, splitting over politics. Some newspapers
supported the Federalist party, made up of large land owners, merchants,
manufacturers, and bankers; other newspapers backed the Republican party,
made up of salaried workers and farmers. There was no objectivity; newspa-
pers freely mixed news and opinion in the same report.

Up to the 1830s, newspapers were written primarily for the privileged
classes. Prices were high; circulations, low. But a new class of people—wage
earners—moved to the cities, received the right to vote, and learned to read in
free, tax-supported schools. Newspaper publishers saw opportunities for large
circulation newspapers. Power had been added to the printing press in 1811,
and by 1833 the steam press produced thousands of copies per hour. Publish-
ers altered content to attract these newly enfranchised readers, filling papers
with material that the urban masses found interesting and easy to read. Cir-
culations grew so large that publishers could sell advertising space to mer-
chants who wished to have commercial messages reach the public, and the
high prices for advertising financed the newspapers. The newspapers were al-
most given away at one cent (later two) per copy, earning them the name
penny press. Benjamin Day started the first of the penny newspapers, the New
York Sun, in 1833, and by 1836 the Sun had a circulation of over 30,000. The
press was on its way to becoming a mass medium, dependent on large circula-
tion and large advertising revenues.

In 1848, the first news agency wire service was born. Six New York news-
papers agreed to share costs of telegraphing national news from Washington
D.C. and foreign news from Boston through formation of a new, mutual orga-
nization, the Associated Press (AP) of New York. Soon other newspapers
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asked to join. Newspapers still slanted reports to match party, cause, or edito-
rial policy. The papers AP served had a variety of editorial policies, so that AP
decided to adopt no slant—to report only facts. Each AP member newspaper
would then be free to rewrite the wire service stories to fit its own editorial
slant. Some did. Many more did not, printing stories as they came in over the
wire. Eventually, this became the practice of most newspapers. Thus did ne-
cessity give birth to objective reporting, fathered by the telegraph, a technical
device. A rival wire service, the United Press, was organized in 1882, but went
bankrupt in 1897. In 1907, E. W. Scripps founded the United Press Associa-
tion (UP), and in 1909 William Randolph Hearst formed the International
News Service (INS). In 1958, UP and INS merged into the United Press In-
ternational (UPI).

A bitter rivalry led to the age of yellow journalism. Joseph Pulitzer’s New
York World and William Randolph Hearst’s New York Morning Journal (and
imitators across the nation) emphasized sensationalism in efforts to appeal to
working class audiences and to build huge circulations. Yellow journalism
reached its peak in the 1890s, with both the World and the Morning Journal cir-
culating to some 700,000 readers each. As they grew, however, newspapers
also became big business. Publishers identified with working class readers less
and less, and more and more with business interests. By 1910, the age of yel-
low journalism had ended. It had left its mark on the shape and form of the
daily press: comics, editorial crusades against crime and corruption, and in-
vestigative reporting. But the newspapers themselves had become distinctly
middle class in outlook. At the same time, another important trend had begun
as E. W. Scripps began putting together the first chain of commonly owned
newspapers. Hearst and others followed, buying newspapers in many different
cities and managing them from one central office. Gradually, chain and ab-
sentee ownership have become the norm in the daily press, and interests of
owners have shifted from editorial influence to profits.

Thus we find that the pattern for mainstream, public news media had been
set early in the twentieth century. First, these media evolved into what LeRoy
and Sterling* have called mass news—distributed by organized, large, and
imposing systems; attended by huge audiences; and relied on by the public for
reports of recent happenings. The main news outlets—the organizations that
package and present the news to the public—are generally big business, large,
bureaucratic. Corporations own them. The corporate-owned news outlet is an
investment and may be one of many commonly owned businesses. Corporate
officers are responsible to stockholders and are interested primarily in profits,
not in editorial policy. The manager of a particular news outlet is usually free
to adopt any editorial stance, so long as the outlet earns a profit. With this

* See bibliography.
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freedom, editorial policies vary among commonly owned outlets, from con-
servative to liberal. Even liberal outlets, however, identify primarily with a
middle class, within-the-system approach to political and social issues.

Although editorial policies vary, most news outlets report news as objec-
tively as they know how, without bias. (Subtler aspects of news reports, such
as story placement, phrasing, and emphasis, are sometimes interpreted as
bias.) Some observers attribute objective reporting to feelings of responsibility
to the public on the part of news outlet managers. Objectivity also springs
from at least two other sources: reliance on wire services and need for large
circulation. News outlets are linked together by the two dominant domestic
wire services, AP and UPI and, to a lesser degree, by a number of specialized,
limited, and foreign-based services. AP and UPI provide the bulk of national
and international news for many different news outlets, a situation which—as
pointed out above—requires the services to be objective. Because of the wire
services, news tends to be identical, often verbatim, from outlet to outlet, city
to city. As to circulation, news outlets are supported primarily by advertising
revenues. To keep advertising rates up, news outlets need the largest possible
circulation or audience, including those persons who disagree with editorial
policies. Therefore outlets report the news straight and objectively and reserve
opinion for clearly labeled editorials.

As part of the efforts to increase and hold circulation and audience, news
outlets produce much that is not, strictly speaking, news. Look carefully at
your daily newspaper and you will find most of its space devoted to advertis-
ing, syndicated features and columns, sports, family, and other specialized
departments, with hard news occupying only about 20 percent of the total.
Radio and television, of course, are primarily entertainment/advertising
media. Yet even on newscasts, much of the already limited time is devoted to
commercials, sports, weather, features, and humorous news items.

Which brings us to the problems of defining news. What exactly is this thing
that we have been calling “news.” Earlier we said that news is reports of re-
cent happenings that have been gathered and prepared for dissemination to
an audience. We have added to that definition by describing the development
and present structure of news outlets and their motivations for turning out the
type of product they do.

News is further defined by the way in which news outlet managers decide
on a news story’s news value—that is, the story’s ability to attract a large au-
dience. A major factor in determining news value is whether a story is hard or
soft. Hard news is reports of current events that are of interest because of their
timeliness and general importance or their violence (crimes and accidents).
Hard news declines rapidly in news value with passage of time. Soft news, on
the other hand, consists of features and news of current events that lose news
value relatively slowly. Although there are exceptions, sports and other spe-
cialized news is usually of secondary importance to hard news.
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There are other characteristics of news, characteristics that serve as means
of control over, and thus limitations on, content. Sandman, Rubin, and
Sachsman* describe seven types of control: monopoly, source, government,
internal, advertiser, self, and public. Giant ownership monopolies control
news media for the most part, and they tend to reduce diversity of and impose
sameness on content. Sources—people and institutions, private and govern-
mental—control news about themselves through secrecy, news management,
manipulation and shaping of news before it reaches the media. Government
influences conduct of news media through the court system, agencies, and pol-
icies. Internal control is exercised by media personnel. Publishers, managers,
editors, producers, reporters, camera crews—all act as informational gate-
keepers, allowing some news to flow through media pipelines (to mix meta-
phors!) to the audience, stopping other news. Advertisers exercise control
sometimes directly by individual advertisers, usually indirectly through media
acceptance of commerce and industry viewpoints and conceptions of reality.
Self-control through professional codes and standards of good practice and
the public exercise relatively little control (although some citizen groups have
succeeded in affecting broadcasting content since 1969").

So far we have discussed news in general terms, applicable to all news outlets,
including radio and television. Now we examine broadcast news specifically.
Radio and television stations transmit news, for the most part, at regularly
scheduled times. A station occasionally interrupts other programming (but
never commercials) to present a news bulletin, a news report so important it
cannot wait for the regular news broadcast.

Radio has the ability to report immediately and on-the-spot, unmatched
by any other medium. A radio reporter needs little or no equipment, perhaps

‘a book-sized audio cassette tape recorder, and can telephone or radio a report

from the scene of a news event, even getting it on the air live. A television re-
porter is also mobile, but sound film and electronic minicamera operation
usually require at least one other person at the scene, plus processing or coor-
dination at the station. In addition, it is more difficult to extend newscasts or
to break into other programs with bulletins on television because of the rela-
tive rigidity of the television programming schedule. Nevertheless, television
will have a report on a late-breaking news item—often with film or tape—
long before the evening or morning newspaper is published and delivered.
The newspaper, on the other hand, will include considerable detail and back-
ground information—often vital for a full understanding of the item-—for
which neither radio nor television had time. The newspaper will also include a
good many news stories that the broadcast media did not report at all.
Radio stations usually broadcast news at least once an hour, at the same

* See bibliography.
t See Chapter 14.




140 Creative/Informational Perspective PART TWO

time each hour, for example, five minutes of news on the hour. For the most
part, major news items are rewritten and repeated on each newscast, with
perhaps a few changes in details. Radio’s five-minute newscast is actually only
four and one-half minutes long, including one minute for a commercial and
15-20 seconds for the opening and closing. This leaves a little over three min-
utes for news, which makes radio news primarily a headline service, and
hardly “all the news when it happens, where it happens” as radio stations
often claim. To be fair, however, many stations present additional news each
hour, perhaps a network newscast for national and international news and a
local follow-up for area and state news. They may also carry extended or more
frequent newscasts early in the morning and during afternoon drive time.

All-news radio stations broadcast continuous news interspersed with fea-
tures and commercials. News is repeated in cycles, around 20 minutes in
length, so that a listener may tune in at any time and hear the full comple-
ment of news stories within a short period.

Television stations broadcast news less frequently but for longer periods
than most radio stations. There is usually an early morning newscast that may
range from a 15-minute summary straight from the news wire to an elaborate,
hour-long, Today-type magazine format program. A second newscast is aired
around noon, five to 30 minutes in length. The station broadcasts its showcase
news program—the one that is longest, most elaborate, has the greatest num-
ber of recent or updated stories, videotape, and film—in the early evening.
This lasts 30 minutes or longer. Network affiliates broadcast this news pro-
gram before or after or before and after the network newscast. A final newscast
airs at 10:00 or 11:00 P.M., 15 to 30 minutes in length. Some television stations
present short news summaries at sign-off and sign-on and occasional one-min-
ute news capsules between prime-time programs.

There are a large number of radio networks in existence,* and most pro-
vide a news service. Radio networks usually feed news at least once each hour,
increasing news feeds at certain times, such as early morning and afternoon
drive time. Larger radio networks may feed newscasts two or even three times
an hour along with features, commentary, and sports. National Public
Radio’s news magazine A/ Things Considered airs during afternoon drive time.
The three commercial television networks feed extended presentations in the
early morning-—NBC’s Today and ABC’s lighter Good Morning, America, both
magazine format programs, and the CBS Morning News. The television net-
works all air weekday showcase newscasts in the early evening. They have
shorter feeds at other times, for example, five-minute newscasts for noon
broadcast, one-minute news summaries in midprime time, and individual re-
ports that affiliated stations can record and use on their own newscasts. Public
Broadcasting Service feeds its affiliates the MacNeil/ Lehrer Report a little later
than the commercial networks’ early evening newscasts. This PBS news pro-

* See Chapter 19.
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gram differs from those of the other three networks in that the MacNeil/Lehrer
Report does one story in depth each evening, rather than trying to report a lit-
tle bit about a lot of stories. Weekend schedules are different for all four televi-
sion networks.

Time is a major limiting factor in broadcast news. How many stories can be
reported in a five-minute radio newscast that is actually 3:10? How many de-
tails can be given for each story? In both cases, not many. Television newscasts
are longer, but the problem is still the same. The script of an evening 30-min-
ute network newscast, if set into type, would not even fill the front page of The
New York Times. Thus television news editors must be extremely selective in
choosing items for the newscast, and the writer must be extremely selective in
the amount of detail to include in each story.

Television’s visual element presents a whole set of problems. First, what
gets covered by film or by electronic minicamera? The answer is those events
that are predictable, where the assignment editor can schedule the equipment
and personnel, and the camera crews can move in and set up in advance. This
means heavy visual coverage of public figures arriving and departing; of
meetings; of ribbon cuttings, grand openings, and the like; of speeches; and of
press conferences, lots of press conferences.

Second, what gets on the air? Those stories that have film or videotape
coverage. Thus a story of the opening of a new office building, with film of the
mayor cutting the ribbon, may get prominence on the newscast equal to the
less visually interesting, but more important story of the city auditor’s report
of a missing $150,000 in city revenues, or to the story of a violent school bus
accident that happened too late to get film or tape crews on the scene. Of
course, people turn to television news to see things, and if the station does not
use a lot of film or tape—regardless of content—the audience tunes to a sta-
tion that does. Thus we see the trivial given coverage equal to or more than
the important.

Third, there are those who manipulate news coverage: the demonstrators
who await arrival of television camera crews before beginning action; the
gangs who plant bombs, hijack airplanes, and kidnap people at such time and
in such manner as to make the 6:00 P.M. newscast; the major political parties
who orchestrate national conventions to take advantage of television cover-
age; the politicians and other public figures who plan announcements and
news conferences for major visual impact.

A fourth problem stems from subtle pressures on news camera crews to
emphasize certain aspects in filming stories—action, blood, simplification,
and above all, conflict. These are visual news values that get audiences. But
such values tend to give a distorted picture of events. Rarely are issues so
clear-cut that they can be accurately depicted as a battle of two sides, us ver-
sus them, good versus bad, black versus white. For example, during the war in
Southeast Asia, network newsfilm footage from Vietnam emphasized conflict




142 Creative/Informational Perspective PART TWO

and blood because reporters knew that was what the New York offices
wanted. Supposedly, the sight of wounded and dead American armed services
personnel brought war home to the public as never before, helping turn pub-
lic opinion against the war. Yet, subtle—and equally important—issues of the
war went undercovered or unreported, simply because they did not lend
themselves to visual presentation.

There are questions of ethics that confront television reporters and techni-
cians. Certainly, faking a scene for the camera is unethical, and most televi-
sion news organizations have established policies to prevent faking. But some
situations are not so easy to define as ethical or unethical. Suppose you were
covering a civil rights demonstration, filming a group of persons praying in
unison. You could hear the prayer clearly, but your microphone could not pick
it up. What would you do? Ask the group to pray louder? Would that be ethi-
cal? Further, the very introduction of a television news camera into any situa-
tion changes the nature of that situation. People act and say things differently
from the way they would if the camera were not there. How would you correct
for that? Would you film them (in spite of their changed behavior) and use
the footage anyway? Would that be ethical?> Would you hide the camera?
That, of course, would be clearly unethical. But what would you do?

There are problems in newsfilm that derive simply from the conception
held by news personnel of how film should be shot. Warren Breed* once noted
that novice newspaper reporters and writers adopt news practices and proce-
dures, not from their perceptions of audience needs and desires, but from
what older newsroom hands do and say. Thus it was in television news as well,
including production of newsfilm and documentaries. Newsfilm and docu-
mentary producers put together products that looked good. But in the process
of making the film look good, they used production and editing techniques
that did not necessarily depict exactly the way the event had happened. They
did this not to distort or alter reality, but because that was the way they had
learned to produce newsfilm and documentaries. The results often came as a
shock to those who had been filmed. The documentary or edited newsfilm
would appear on television, and subjects would see themselves seeming to say
or emphasize things they had not intended, commenting on things they had
never seen, arguing with people they had never met.

Television’s ability to alter reality had been noted as early as 1952." How-
ever, it was not until 1967 that this ability assumed the proportions of a public
issue. During the 1960s, American news media reported on the civil rights
movement, riots, assassinations, and the war in Vietnam. Angered and frus-
trated by such reports, certain politicians and segments of the public began to
look askance at the media carrying them, particularly television. In 1968, tele-
vision provided pictorial coverage of demonstrations and events surrounding

* See bibliography.
tSee entry for article by Lang and Lang in the bibliography.
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the Democratic National Convention in Chicago. Charges were leveled that
coverage was biased and unfair and that news reports had been staged and
distorted through editing. Subsequently, similar charges were made against a
number of television documentary projects (see “Other Forms of News Pro-
gramming” later in this chapter). As a result, most television newsfilm and
documentary personnel have become sensitized to production techniques that
they had previously taken for granted, and the networks and many stations
have instituted policies and procedures to eliminate deceptive use of produc-
tion techniques.

A final problem in broadcast news involves use of consultants. In the early
1970s, competition for audiences for local television news programs became so
keen that some stations hired consultants or news doctors to help boost rat-
ings. Many broadcast news personnel felt the consultants’ suggestions empha-
sized cosmetic changes: use of youthful and attractive anchor reporters with
little or no previous news experience or training; light and humorous banter
(called “happy talk”) among anchor personnel; emphasis on stories with film
and videotape reports, even when content is irrelevant or inconsequential; in-
clusion in the newscast of more humorous and human interest (soft news)
stories; weather reporters who wear floppy bow ties and make jokes rather
than having degrees in meteorology. Often, experienced station news person-
nel resented the efforts of the consultants, saying their changes degraded jour-
nalistic integrity of news programs.

Radio News

Radio station news efforts vary greatly from station to station. At one extreme
is the profitable, middle or large market radio station, with five or more per-
sons doing nothing but news and public affairs programming full time. At the
other extreme is the rip 'n’ read operation, where the disc jockey on duty runs
down to the closet where the wire service machine is kept, rips off the latest
five-minute news summary, runs back to the microphone before the record
ends, then—without even looking over the copy first—opens the microphone
and reads the latest news “as compiled in the newsroom of KXZX” or
wherever.

Many stations fall somewhere in between. Let’s look at a hypothetical
small market station with a full-time news staff of two persons. Although we
call these persons reporters, each actually fills additional roles as producer,
editor, writer, and newscaster. A typical day might start at 5:00 A.M. The early
shift reporter arrives at the station before sign-on to prepare for a group of ex-
tended newscasts—10-15 minutes each—starting at 6:30 and scheduled sev-
eral times through wake-up and morning drive time. There may even be a
news block of 30 to 60 minutes starting at 7:00.

First, the reporter clears the wire. A great deal of information has come in
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from AP or UPI overnight, and the floor behind the news wire machine is cov-
ered with a long, continuous length of wire copy. The reporter separates the
most recent hard news for immediate use; certain other material (e.g., sports,
features, stock reports) is filed for later use; much of the remainder is dis-
carded. If the station is independent (not a network affiliate), the reporter will
prepare local, state, national, and international news; if it is an affiliate, the
network will cover national and international news and the reporter will con-
centrate on state and local. Sometimes a station may have more than one wire
service and network. For example, in addition to an AP or UPI wire and one
of the national networks, a station may also have a financial news wire and be
affiliated with a state or farm news network. Additionally, AP and UPI have
extensive audio services (actually nonsponsored networks) that carry both reg-
ularly scheduled network-style newscasts and feeds of actualities (voices of
people involved in a news event) for use in locally originated newscasts.

After clearing the wire, the reporter checks other news sources. There may
be audio tape cartridges made the evening before that could be used on the
morning newscast—tapes of local news telephoned to the station, tapes of
local newsmakers’ statements or comments, tapes of special network news
feeds (individual news stories reported by network personnel sent to stations
for use during locally originated newscasts). The morning newspaper is
checked. If it contains a late-breaking local news story on which the station
has no information, the reporter may—although the practice is ethically and
legally questionable—rewrite the story into broadcast news style directly from
the newspaper and use it on the air. Then, the reporter makes telephone calls:
the police station, the sheriff’s office, the hospital, the U.S. Weather Service,
the highway patrol, and, according to the station’s location, other institutions
that might have had overnight activity that is newsworthy—the university,
the U.S. Coast Guard, the army base, and so on. During the telephone calls,
sometimes the reporter records (with permission) the voice of the respondent
for playback on the air; other times the information is simply jotted down,
and the reporter quotes or paraphrases the respondent during the newscast.

After gathering all available, pertinent news material, the reporter assem-
bles the newscast. Some items are standard features every morning and are
automatically included: the commodity report, the farm report, the extended
weather report. In hard news, however, decisions must be made as to which
stories will be included and how much time to devote to each one. The news-
cast format allows a preset amount of time, and the reporter must select and
prepare news, based on news value judgments, to fit within that time. News
material must be processed for use. Processing varies from reading over and
editing (adding or subtracting a word here and there, deleting a sentence or
two) a wire service story to writing a local story from scratch and preparing a
cartridge tape actuality for playback as part of the story.

After the stories have all been processed and the newscast is assembled, the
reporter confers with the audio technician or disc jockey on duty. Both re-
porter and technician have format sheets that indicate when and how long
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Photograph by Ida Lee, courtesy of KCBS.
Used by permission.

Radio News Bureau. Some large radio stations maintain full-time bureaus in outlying communi-
ties and other cities. At left (a), Jim Avila, the San Jose (California) Bureau chief for KCBS, San Francisco,
tapes a story around actualities previously recorded. At right (b), he uses a coupling device to feed the re-
corded story directly over the telephone wires to the station.

each part of the newscast is to be—the weather, the local news, the commer-
cials, and so on. Both have also done this same routine together many times,
every morning, Monday through Friday. Hence the conference is less a matter
of how to do the newscast, than of what is unusual or different from the norm
today. If the technician handles all technical duties during the newscast, the
reporter hands over all tape cartridges for playback on cue. A well-equipped
station, however, will have a small studio set aside for news, complete with its
own audio control board and tape playback machines, and the reporter can
engineer the entire newscast. At the scheduled time, the reporter goes on the
air. Although in separate rooms, technician and reporter can see each other
through a window of double-pane, soundproof glass. They exchange hand
signals to notify each other when to start tape cartridges, when commercials
are almost over, and so on.

Between newscasts the reporter updates (rewrites to include new informa-
tion) some stories, deletes some, adds others. After the heavy early morning
schedule of newscasts, the reporter has only five-minute hourly newscasts to
prepare until noon when there may be another extended newscast.

After a well-deserved cup of coffee, the reporter begins gathering local
news. A number of sources and tools are regularly available to the radio news
reporter. The handiest tool is the telephone, and the reporter makes liberal use
of it, calling newsmakers for comments (to be recorded and aired), calling for
background information, confirming news tips and leads. When big state or
regional stories break in other cities, the reporter may call and record on-the-
spot reports by acquaintances at radio stations in those cities. The newsroom
may be equipped with radio receivers that monitor police, fire, and other
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emergency radio frequency bands so that the reporter will know when and
where something happens as soon as it happens. Stories may be telephoned in
by stringers, people—often living in outlying communities or regions—whom
the station pays on a per-story-used basis to be part-time reporters. Listeners
may call in tips on news stories. The publicity and public information offices
of various institutions mail, bring, or call in material they hope the station
will use. Some is legitimate news; some, puff pieces or propaganda. Individu-
als and organizations send or call in notices of meetings, elections, actions,
stands taken, press conferences. Sometimes groups of commonly owned sta-
tions share exclusive news stories and coverage among themselves; a large sta-
tion group may even maintain its own news bureaus in key cities. Finally, the
station monitors its competition closely, watching other radio stations, televi-
sion news, and newspapers for leads on major local stories.

Notice of a coming event is filed in a future folder, one in a box of 31 fold-
ers, numbered consecutively for days of the month. Each day’s future folder is
examined to see what news conferences, meetings, and special events are
scheduled. This is where a second news reporter comes in handy. No matter
how adept a reporter is at covering regular beats (places where news stories
often originate and thus are checked on a frequent, periodic basis, for exam-
ple, city hall and the police station) by telephone, someone has to attend,
physically, the school board meeting, the mayor’s press conference, and the
senator’s address at the Rotary Club. With a second reporter going on duty at
midmorning to cover outside events, the first reporter can stay at the station,
run the newsroom, prepare newscasts and receive and record telephone re-
ports from the second reporter for use on the air.

When the first reporter goes off duty in the afternoon, the operation re-
verts to semi-rip ’n’ read, the announcer on duty reading wire service news
and recording called-in stories until the second reporter returns to the station
to prepare for the evening drive time newscast. If there is no second reporter,
afternoon and evening newscasts are primarily rip ’n’ read. Night events, if
covered, require either overtime or a juggling of schedules.

Television News

Addition of the visual element makes television news much more complex
than radio. Whereas in radio news one or two people do everything, television
news requires more people and more specialization. We shall look at the news
operation of a hypothetical, typical television station in a market of, say, be-
tween 150,000 to 300,000 television homes.

The head of the news department is the news director, usually a broadcast
news specialist by training and work experience. The news director may re-
strict activities to setting policy for and administering the department or may
also play an active role in the news process, usually as producer. The producer
is in charge of a news program and decides what news stories go on, how long
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they should be, and in what order. The assignment editor decides which
stories to cover and assigns reporters and camera crews to cover them. Report-
ers are the station’s on-the-spot observers and explainers. They cover stories,
interview people, write reports, supervise camera crews, and appear in news-
film and minicamera coverage. A camera crew usually consists of a reporter, a
camera operator, and an audio technician. A laboratory technician develops
newsfilm. Newsfilm and videotape editors help reporters and writers prepare,
trim, and arrange visual reports for the newscast. Writers take material from
various news sources and type them into script form, to assigned length, and
in the writing style preferred by the station. Writers indicate on the script the
instructions on how and when film, videotape, slides, and other graphic mate-
rials are to be used. Newcasters or anchor reporters narrate the newscast on
the air, reading the script and tieing together the various visual and aural ele-
ments of the program. Separate staffs prepare sports and weather news, often
with a graduate meteorologist in charge of the latter. There may be additional
news employees—clerical, secretarial, drivers, even a pilot.

Sources for television news are basically the same as those for radio. News
tips and leads come from the public and competitive media, and stories and
visual materials (still pictures, film, and videotape) come from the station’s
own news staff, the wire services, special network feeds, stations in other
towns, stringers, public information and publicity offices of major private and
public institutions, and station group news bureaus. Also, a television station
will often subscribe to a number of different wire services. In addition to the
broadcast news wire machines of both AP and UPI, the station may have the
AP and UPI newspaper A wires (emphasizing national and international
news) and B wires (emphasizing feature stories and reports in depth), sports
wires, a financial wire, photo transmission wires, weather wires, and city news
service wires.

The amount of time actually available for news in a newscast is absolute;
it cannot be stretched or compressed. Therefore as time for the newscast ap-
proaches, the producer prepares a news budget. The producer reviews all
news material available or due. Each potential item is judged by standard
news values, whether or not there is film or videotape to go with it, and how
and where it would fit in the newcast for maximum audience appeal. Then,
specific items are chosen for inclusion on the newscast. They are put into a
certain order, and running times are assigned to each. This is the news budget.

Using the news budget, writers put together the,stories. They type scripts,
work with reporters and film and videotape editors, and select other visual
materials from slide and still picture films. They also prepare a number of
short (five to ten seconds each) news stories for the very end of the program;
the newscaster will use these pad items only if necessary to fill time. As stories
are completed, scripts are handed to the producer who assembles them into a
master script, with pages numbered continuously and consecutively. The pro-
ducer pencils instructions on the bottom or top of a page, where appropriate,
indicating which newscaster is to read which story, when to lead into or out of
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a commercial, and so on. Meanwhile, the film editor is splicing together all
film stories onto a single reel in sequential order, and a videotape editor is
doing the same for tape stories. Slides, studio graphics, and other visual ele-
ments are stacked in order. During this time the newscasters have been read-
ing over and rehearsing the script.
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Finally, the deadline arrives. The producer hands the original copy of the
complete script to the newscasters, and other copies to the director of the
newscast program. The director keeps a copy of the script and gives others to
key members of the production crew. Films and slides go to the projectionist;
studio graphics and rear screen projection slides go to the floor manager. The
director marks the script with standard directing cues and makes last minute
checks to ensure that all elements and personnel are in place and ready to go.
At the exact instant when the newscast is to begin, the director receives the
go-ahead from master control and starts the program. As with the radio news-
cast, the television news team and production crew have used the same basic
format every weekday for so long that actual production is second nature, a
matter of plugging in each day’s script to the routine.

Network television news programs are put together much like those at
local stations. Their emphasis, of course, is on national and international
news. The networks’ news operations include news bureaus at key news cen-
ters across the nation and around the world. Newsfilm and tape from these
bureaus are flown or transmitted by microwave or satellite to the New York
studios. Network news programs do not include sports and weather news on a
regular basis.

Other Forms of News Programming

Usually, the news department produces not only the newscast, but other types
of programs as well. These may include interviews, news panel programs, re-
mote (on-the-spot) coverage, news specials, editorials and commentary, and
documentaries.

Interviews are programs in which a newsmaker is questioned at length
and in depth by a member of the news department. If there are two or more
persons either asking questions or answering them, the format is a panel pro-
gram. NBC’s Meet the Press is an example of the former; PBS’s Wall Street Week,
the latter. A panel program may also feature a group of persons discussing a

Figure 7-2. Television News Script. Each news story is typed on a different page. The writer, Vihlen, has
slugged the story at upper left, indicating that it deals with the mayor and has sound-on-fiim (SOF) as part of
the story. The writer has aiso indicated that during the opening of the story, the newscaster should be seen
in front of a picture of the city hall. The newscast editor or producer has noted that the story contains 13
lines (not counting the single-word lines) which, at a reading speed of 2 seconds per line, add up to 26 sec-
onds. The film lasts 31 seconds for a total 57 seconds on the story. The big **3"" in the upper left means that
the story will be the third one reported on the newscast. Newscaster Ball will read the story, and (as noted at
the bottom) Wekerle will read the next story. The director has marked the script, t0o0. The story will open on
camera 3 with camera 6 (in a film chain) on the city hall slide matted in behind. Film rolls on the term *‘four-
year,” and the director dissolves to camera 7 (another fiim chain), on which the film is seen, on the word
“finances.’’ During the film, the director readies camera 2 with a closeup of Ball and, at the end of the film,
dissolves to 2. As Ball wraps up the story, the director readies camera 4 on a shot of Wekerle, who will read
the next story and, on Ball's last word, takes {cuts to) camera 4.
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subject among themselves, often with a moderator. PBS’s Washington Week in
Review is an example.

Remote coverage is a live broadcast from the scene of a news event.
Broadcasts of the national political conventions, the Watergate hearings of
1973, the space shots of the late 1960s, the funerals of John and Robert Ken-
nedy and Martin Luther King, Jr., the presidential debates of 1976—all these
are examples of remote news coverage.

News specials are broadcasts or programs that deviate from the regular
schedule. As such, they may include interviews, panel programs, remotes,
election returns, and wrap-ups or summaries of important stories, as well as a
group of network correspondents evaluating and discussing a news event.

Commentary and editorials are expressions of opinion. The word “edito-
rial” carries the connotation of taking a pro or con stance, of being more
hardhitting than commentary. Networks label expression of opinion as com-
mentary, but some local stations air true editorials. Station editorials are deliv-
ered by the news director or the station manager and usually deal with local
issues. Many stations do not air editorials because of Fairness Doctrine impli-
cations (see Chapter 14), because editorials could alienate advertisers or seg-
ments of the audience, or because editorializing is too much trouble.

A documentary shows or analyzes an issue—for example, a news event or
a social condition—in nonfictional but dramatic form. Broadcast documen-
taries are primarily television programming, however, a few radio stations still
occasionally put together and air a news documentary. Both networks and
stations broadcast television documentaries. They range in length from mini-
documentaries of five to ten minutes to ABC’s four hour long television pro-
gram on Africa. Television minidocumentaries often run daily as a regular
feature in a station’s early evening newscast. Each may deal with a separate
subject, or one subject may be serialized over several evenings. Each complete
60 Minutes program from CBS News consists of two or three minidocumen-
taries. Most often single television documentaries are 30, 60, or 90 minutes
long. Their subject and approach varies.

Over the years television documentaries have generated quite a bit of
public controversy and criticism. During the period 1968-1971 Congress in-
vestigated four CBS-TV documentary projects and one from NBC-TV for
bias and deception;* outtakes' were subpoenaed! in all but one. CBS finally

* CBS-owned WBBM-TV'’s Pot Party at a University; CBS News’ never-broadcast
“Project Nassau,” CBS Reports: Hunger in America, and CBS Reports: The Selling of the
Pentagon; and NBC-TV’s Wolper-produced Say Goodbye.

t Quttakes refers to film shot but not used in the finished production.

 Subpoena, in this instance, is short for subpoena duces tecum, a process by which a
witness is commanded to produce documents or papers—or, in this case, film. The
Special Subcommittee on Investigations of the House Commerce Committee sub-
poenaed outtakes from Pot Party, Selling of the Pentagon, and Say Goodbye.
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refused to supply outtakes for CBS Reports: The Selling of the Pentagon to a House
subcommittee. The subcommittee recommended that the network and its
president, Frank Stanton, be cited for contempt, but the contempt resolution
failed on the House floor. Congress eased up on documentaries, but the pri-
vate sector took over. Gun clubs, food trade associations, a psychiatric profes-
sional association, and others have attacked various documentaries during the
1970s. There is even a Washington-based organization, Accuracy in Media
(AIM), that devotes full-time to searching for biased reporting on the net-
works, as well as in the major East Coast newspapers and magazines. Various
tactics are used against documentaries—pressure on advertisers to remove
their commercials, publicity, complaints to the National News Council,* civil
suits for libel and trespass, complaints of Fairness Doctrine violation to the
Federal Communications Commission (FCC). Normally the FCC acts in such
matters only if it has extrinsic (i.e., outside the documentary itself) evidence of
deliberate distortion or staging involving a licensee or station management.
However in 1973 the FCC agreed with an AIM complaint that NBC-TV’s
Pensions: The Broken Promise violated the Fairness Doctrine because it described
only the bad side of private industrial pension programs. The commission told
NBC to explain how it would rectify the situation. NBC appealed, and the
appeals court reversed the FCC’s decision, saying opposing viewpoints do not
have to be presented on the same program.
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Commercials

and Other Persuasive
Announcements

Types

Commercials. Everybody has something to say about them, mostly bad. But
they work. And for the people who pay for the programming to which you
listen and view, that is good. It is almost impossible to show direct cause-
effect relationships, that a buyer purchases a product because of a radio or tele-
vision commercial. Still, the fact remains that increased sales follow effective
use of broadcast advertising.

The word “commercial” is short for commercial announcement, and we
sometimes forget there are other kinds of announcements. In this chapter we
shall use announcement to include any (usually relatively) short unit of
broadcast programming that is created to attract and hold your attention in
such a way as to persuade you. We shall deal with the following aspects of an-
nouncements: types; creation—pitches, approaches, and production; criti-
cisms; and praise.

Announcements may be classified by placement, length, purpose, marketing
interest of advertisers, basis of payment, medium on which the announce-
ment is produced, and method of production.

153
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PLACEMENT

When classified by placement, announcements may be divided into four
types: those within sponsored programs, those within participation programs,
those within barter syndication programs, and those run at station breaks. On
a sponsored program, all announcements are contained within the program
and pertain to a single sponsoring entity (two, if the program is co-sponsored).
A local sporting goods store may sponsor a five-minute radio sports report
every weekday evening. An automobile company may sponsor a network tele-
vision special to introduce its new models.

Full sponsorship used to be the dominant form of broadcast program ad-
vertising. Now the emphasis has shifted to participating sponsorship. On a
participation program, all announcements are contained within the program,
but each announcement may pertain to a different product or advertiser. This
is because advertisers now, for the most part, use a scatter plan in buying
broadcast advertising time, spreading announcements over a number of dif-
ferent dates and times, rather than on one program. The form of scatter plan
buying varies with the medium. An advertiser buying one hundred 30-second
positions on television and network radio buys 100 specific dates and times.
An advertiser buying one hundred 30-second positions on a radio station
usually buys time periods rather than specific positions; the station decides
the exact times the commercials are to be run. For example, the radio adver-
tising contract may specify that the 100 positions are all to run within two
weeks and during a particular time-of-day period (e.g., morning drive time) or
scattered throughout the day—ROS (run-of-schedule), BTA (best times
available), or maximum impact (a certain number to be run in each of a num-
ber of different time periods). While not the norm, it is possible to buy specific
positions on a radio station (usually for an additional charge), to buy ROS on
a radio network, or to sponsor a program on a radio station or network. It is
also possible to buy rotations on a television station. In rotations, an adver-
tiser’s commercial is run either at different positions in the same program
every day, or in different programs during the same time period every day.

Barter or advertiser syndication has become increasingly popular among
television advertisers (see Chapter 6). Barter syndication contains elements of
both sponsorship and participation programming. The advertiser provides
the station with a free program series, and each program contains announce-
ments for the producing advertiser and some availabilities (places for an-
nouncements) the station may sell.

Although network television programs often contain some availabilities
that affiliates may sell, prime-time programs come with all availabilities filled,
sold by the network sales staff. The affiliate has little to sell during prime time
except station break and middle break positions. Station breaks are the an-
nouncement positions between programs. Even though they do not occur
within programs, these station break positions are valuable and expensive; the
network programs on either side of them help to keep viewing levels high,
even during breaks. A middle break is the temporary cut back to local stations
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every 30 minutes during network television programs of one hour or longer to
air locally sold commercials.*

When classified by length, announcements may be divided into three cate-
gories: those of 60 seconds and less, longer announcements, and program
length announcements. At one time the normal length for radio and television
announcements was 60 seconds. Radio’s standard length is still the 60, al-
though 30s and sometimes even 20s and 10s are available. The cost of televi-
sion advertising, however, rose to expensive levels, and research seemed to
show 30-second commercials to be about as effective as 60s. During the late
1960s the norm began to shift to the 30-second length, now standard in televi-
sion. Television stations also have 10-second availabilities called IDs because
of their position immediately before the station ID (identification). Some ad-
vertisers have attempted to buy one commercial position and put in it short
commercials for two different products. This saves the advertiser money. An
ID usually costs 50 percent of the price of a 30, therefore if a 30 costs $100, the
advertiser could run two 15-second commercials in its position for the price of
two IDs. This is called piggybacking or multiple product announcements.
The Television Code of the National Association of Broadcasters prohibits
piggyback commercials in time units less than 60 seconds, unless the commer-
cials for the two products are integrated and appear to the viewer as a single
commercial.

In 1978, television’s largest advertiser, Procter and Gamble, attempted to
place 45-second announcements on television. The detergent company offered
to pay the full 60-second rate and to allow the broadcaster to use the remain-
ing 15 seconds to air a public service announcement. A number of persons in
television, however, expressed the fear that the 45/15 arrangement would lead
eventually to sale of 15-second commercials, which, in turn, would lead to in-
tensifying of problems and complaints of clutter (see under “Criticism” later
in this chapter). Some stations and at least one network refused to accept
Procter and Gamble’s 45/15 offer.

Some announcements run longer than one minute. Some single-sponsor
television specials, particularly certain types of dramatic or other fine arts
presentations, are of such nature that the sponsor foregoes the usual number
of interruptions allowed by the Television Code, opting instead to let com-
mercial announcements run at natural breaks in content—between acts, or at
the end of a long piece of music. In these cases, the sponsor uses specially pre-
pared commercials of 90 seconds or longer. During election years, candidates
for office sometimes use longer announcement lengths. In presidential races,

* Because the stations use 3-5 seconds of the middle break to meet FCC station
identification requirements, it is often erroneously referred to (even by stations and
networks) as “station identification,” as in “We will return after station
identification.”
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PURPOSE

the networks edit down scheduled programs to make time available for five-
minute political announcements.

Program length announcements are programs that interweave “program
content so closely with the commercial message that the entire program must
be considered commercial.”’ For example, a group of lawn and garden supply
dealers sponsor a program on home garden care, and the program is liberally
sprinkled with mentions of the dealers’ products. The Television Code says
program length commercials are “not acceptable,” and the Federal Commu-
nications Commission (FCC) cracked down on them in 1973. But there is
sometimes a fine line between a program length commercial and a legitimate
program. For example, what about a remote radio broadcast from the open-
ing of a new retail business?

One form the program length commercial may take is the pitch program.
A pitch program is essentially one long sales pitch for a particular product or
service. One television pitch program that ran weekly in a number of markets
several years ago featured a well-known announcer selling record albums of
“the great themes of classical music.” For 15 minutes the announcer would
extol the virtues of these albums, interspersed occasionally by a few sample
bars of music from the records. Some advertising material in program length
does seem to be acceptable, specifically listener swap programs (if the station
does not charge to air the items), paid political programs featuring candidates
for public office, and programs presenting shopping guides, fashion shows,
women’s service features and other material that provides a special service to
the public.

The purposes of announcements can be divided into five broad categories:
advertising, institutional advertising, editorial advertising, corrective adver-
tising, and counteradvertising. An advertising announcement is one whose
ultimate aim is to have you do something that will benefit someone—you,
someone else, or both. Many persuasive advertising announcements contain a
direct call for action and include the following: commercials that try to get
you to use some product or service for which you pay money, political adver-
tising that urges you to vote for a certain individual or for or against a certain
proposition, public service announcements (PSAs) that ask you to donate time
or money, and station and network promotional announcements (promos)
that urge you to tune in to programs and personalities. Some advertising an-
nouncements do not contain a direct call for action, but instead attempt to
create awareness, promote understanding, shape attitudes, or enhance recall.
However, the ultimate aim of many of these announcements is still to get you
to do something, and thus they may be included in our definition. For exam-
ple, the Advertising Council developed television PSAs featuring an Ameri-
can Indian shedding a tear over litter and pollution. The immediate purpose
of this campaign was to create public awareness that each person plays a role
in the quality of the environment with the slogan, “People start pollution.
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People can stop it.” Ultimately, of course, this PSA asks the people to throw
trash in receptacles, commute by car pools or public transportation, and take
other such actions that reduce environmental abuses.

The aim of institutional advertising is to enhance a company’s image,
that is, the general public’s concept of the company. In other words, institu-
tional advertising attempts to make you feel a certain way toward the adver-
tiser. As an example, after the initial phases of the fuel shortage in 1973-1974,
prices for gasoline and other petroleum products began to rise. At the same
time, major oil companies ran television commercials, not to sell gasoline, but
to show what they were doing to help alleviate the fuel shortage—offshore
drilling, construction of the Alaskan pipeline, and research into alternative
forms of fuel. More recently, American Telephone and Telegraph (AT&T)
has tried to dispel its image of a large, faceless, corporate bureaucracy.
AT&T’s “Hello America” television commercials depict the company as a
group of smiling employees whose only concern is to make America’s tele-
phone system the best in the world.

In editorial advertising, the advertiser pays for broadcast time to expound
one side of an issue. If the issue is controversial and of public importance, the
broadcaster who airs the advertisement must fulfill Fairness Doctrine obliga-
tions to present all other sides of the issue as well (see Chapter 14 for a discus-
sion of the Fairness Doctrine). Sometimes editorial advertising resembles
other forms. For example, Esso paid for and NBC ran those commercials on
the Alaska pipeline mentioned above. Environmental groups filed a Fairness
Doctrine complaint on the Esso spots. NBC maintained the commercials were
institutional advertising, but the FCC ruled that they presented one side of
the controversial issue of the pipeline’s ecological impact in Alaska and thus
were subject to Fairness Doctrine obligations.’

The goal of corrective advertising is to set the record straight concerning
previous advertising. Corrective advertising is a regulatory device used by the
Federal Trade Commission (FTC). If the FTC finds certain advertising to be
false or misleading, it may seek a consent order by which the advertiser prom-
ises to devote a certain percentage of its advertising expenditures for a certain
period of time to corrective advertising. The first such advertisers were ITT
Continental Baking Company in 1971 and Ocean Spray Cranberries, Inc., in
1972. Both ran television commercials as part of their corrective advertising.
ITT Continental had allegedly touted its Profile bread as a dietary product,
and so agreed to advertise that Profile had about the same number of calories
per ounce as other breads. Ocean Spray had said that its cranberry juice
cocktail had more “food energy” than orange juice or tomato juice; its correc-
tive advertising made clear that food energy was not vitamins and minerals,
but calories.

The FTC won judicial sanction of corrective advertising in 1978. Three
years earlier the commission had ordered Warner-Lambert Co. to state in fu-
ture advertising that its Listerine mouth wash would not help prevent colds or
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ADVERTISER

sore throats as previously advertised. Warner-Lambert appealed. The case
wound its way to the U.S. Supreme Court, which in 1978 ruled in favor of the
FTC and thereby upheld the commission’s authority to order corrective ad-
vertising.* Listerine advertising, including broadcast commercials, must con-
tain the message, “Listerine will not help prevent colds or sore throats or
lessen their severity” until the company has spent $10 million.

The counteradvertising announcement, called a countercommercial, is
actually a noncategory. Countercommercials have been prepared but never
aired. The FTC proposed counteradvertising to the FCC as an extension of
the Fairness Doctrine; consumer groups would have the right of access to
broadcast media to present negative aspects of advertising claims. One coun-
tercommercial that was actually produced featured film actor Burt Lancaster
naming a group of automobiles, by make, model, and year. After naming the
cars, Lancaster explained that all these vehicles had potentially dangerous
mechanical defects in their designs and warned the viewer to drive carefully to
a dealer and have a certain safety device installed. In its 1974 Fairness Report,
the FCC specifically rejected the idea of countercommercials, and therefore
they have never been run as such on television or radio.

Announcements may be classified by marketing interest or scope of advertiser
into local, network, spot, and cooperative advertising. Local advertising aims
at persons living in the advertiser’s community. The owner of the local hard-
ware store, barber shop, or restaurant places advertising on the city’s broad-
cast station to reach citizens of that city.

A large organization that has some product or service used by all types of
persons and distributed nationwide would probably wish to place advertising
on one or more of the national networks. Everybody brushes teeth, drinks
beverages, and uses soap, so that manufacturers of these products buy adver-
tising on networks to reach large, nationwide, relatively undifferentiated audi-
ences. Such manufacturers may use spot advertising, as well. In national spot
advertising, the advertiser spots commercials around the country by carefully
choosing specific stations, programs, and time periods that will deliver the de-
sired audience. A household detergent manufacturer may, in addition to regu-
lar television network advertising, use national spot advertising to get
commercials on radio stations and on local or syndicated television programs
whose audiences have high percentages of women. National manufacturers of
specialized products and regional advertisers also use spot. A tractor manufac-
turer, for example, places advertising in those markets and on those stations
where it would reach high concentrations of farmers. The beer from a regional
brewery, available only in a three state area, is advertised only on stations
within that area. In both cases, network advertising would be inefficient,
reaching too many people, and local advertising would reach too few.

Cooperative advertising (or co-op, for short) is a combination of national
spot and local advertising. In co-op, the local dealer places an ad on a station,
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featuring the product of a national manufacturer, but tying it in to the local
dealer (e.g., “Gant shirts are available at Jordan Marsh.”). The manufacturer
then shares the cost of the advertising time with the retailer. (See Chapter 16
for further discussion of local, network, national spot, and co-op.)

Announcements classified by recompense to the station fall into ten cate-
gories: rate card, cut rate, sustaining, make-good, per inquiry, tradeout, ad-
vertiser barter or syndication, plugola, promotional announcements, and
payola. A rate card is the published listing of a station’s charges for advertis-
ing time, including all discounts and other prices differentials. In most cases
an advertiser pays rate card prices to run a commercial. If the advertiser gets
some kind of price break or discount that is not on the rate card, the commer-
cial runs at cut rate or below rate card prices. Rate cutting is ethically
questionable.

A sustaining announcement is one run at no charge, as, for example, most
PSAs and promos. If a paid announcement does not run correctly—distorted,
aired at the wrong time, not aired at all, or aired with some part or element
missing—the station will broadcast the announcement again at no charge.
This is called a make-good. A per inquiry (PI) announcement is one in which
the station receives payment based on the number of responses to the an-
nouncement—for example, a record company’s television commercial men-
tions a telephone number for viewers to call and order the advertised album,
and the company pays the television station a certain amount for each call.

A tradeout or barter involves goods or services instead of money. If based
on rate card prices and retail values, the tradeout is a perfectly ethical transac-
tion. The local television station may run commercials for an office supply
firm in exchange for a new desk for the manager, or may run commercials for
a radio station or TV Guide magazine in exchange for advertising on those
media. Barter syndication is actually another form of tradeout: advertising
time is exchanged for program material.

In plugola, a performer, writer, director, or someone else affiliated with
creation of a broadcast program receives payment for slipping in a plug (free
boost or advertisement) for a product or service. The plug is not identified as a
paid commercial announcement, and the station or network neither receives
nor is aware of any payment. A promotional announcement is plugola of
which the network or station is aware and for which it does receive payment.
Prizes offered on television quiz shows are examples. Appearance and de-
scription of the prizes are plugs; donation of prizes (and sometimes even addi-
tional compensation to the broadcaster for using them) is payment; phrases

such as “Prizes, courtesy of . . .” and “Promotional fees paid by . . .” identify
the donors. Promotional announcements are often not based on rate card
prices.

Payola is payment by a record company to a disc jockey for playing the
company’s records. Again, neither the public nor the station is aware of the
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payment. Both plugola and payola are illegal, but evidence surfaces from time
to time that payola still exists.

On radio, announcements may be live, on tape, or on record. Sometimes an
announcement will combine a live announcer with a recording, as when a
station runs a co-op commercial produced on tape by the national manufac-
turer’s advertising agency and the announcer gives the local dealer’s name
and address at the end. On television, announcements may be live, on video-
tape, on slides, on film, or some combination of these. For example, a televi-
sion co-op commercial might consist of a sound film featuring the national
manufacturer’s product, immediately followed by a slide displaying local
dealer information with the booth announcér reading additional copy live.

In radio, a straight announcement is one featuring an announcer reading
copy, with no frills. A production announcement is one that adds music,
sound effects, or both to the announcer’s narrative. A dialogue announcement
uses two or more voices. On a musical announcement or jingle, one or more
persons sing the advertising message. Many radio announcements combine
elements of two or more production techniques.

In television, one production technique is on-camera talent—the per-
former speaks and is in view. A second technique is voice-over—the speaker
does not appear in the picture. Either of these two techniques may be done
using realistic action or nonrealistic action. Realistic action features real peo-
ple performing before film or electronic cameras. Nonrealistic action often
takes the form of some kind of animation, whether film or videotape. Anima-
tion includes drawn cartoon characters, charts and two-dimensional models
with moving parts, and “real” (but normally inanimate) objects that are
given life by stopmotion photography (e.g., Pillsbury’s Poppin Fresh and
Alka Seltzer’s Speedy). Another production technique is to use a series of still

pictures or slides. And, of course, any one television announcement may

combine several production techniques.

Public broadcasting has most of the same types of announcements that com-
mercial broadcasting has, with the major exception of commercials. In one
sense, however, public broadcasting does have commercials. One of these is
the underwriting announcement. Many public broadcasting programs are
supported by grants from various organizations, including major companies.
The program contains an announcement that the program has been under-
written or supported or made possible by a grant from Mobil, Exxon, or
whomever. Another type of announcement, peculiar to public broadcasting, is
the plea for money. Station personnel ask for donations or subscriptions over
the air, often promising gifts or premiums in return. Increasing numbers of
public television stations have periodic auctions to raise money. Showing and
describing the items to be auctioned, together with the names of merchants or
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manufacturers donating them, would seem to parallel the promotional an-
nouncements of commercial broadcasting.

Creativity in Announcements

FORMATS

While marketing may claim to be a science, much of advertising is still an art.
The effectiveness of an announcement depends in large part on the creative
elements that make it up: format, appeals, approach, production skill.

The format of an announcement is the way the message is presented. One way
is the description format. Here, the product (or service or charity or what-
have-you) is simply described, the description being in terms of what it can do
for you, why your help is needed, what its properties are, how it works, and so
on. The demonstration format shows what the product is or does: how it re-
moves spots from clothing, how it consumes 47 times its weight in excess stom-
ach acid, what a one dollar donation will do, and so on.

The problem announcement is one that poses a problem, preferably one
that the audience can believe and with which it can identify, and shows how
the product solves that problem. The problem might be the need to shop for a
particular item; the solution would be to let your fingers do the walking by

~ using the Yellow Pages. The slice-of-life or dramatic format is often based on

a problem situation, too, but sets it up within a miniature dramatic plot.
Often the drama takes place in a home or in a retail store: Mrs. Olson recom-
mending Folger’s Coffee; Mr. Goodwin telling youngsters to use Crest; Mr.
Whipple trying to prevent the squeezing of Charmin.

Some announcements take the form of a recognized spokesperson extoll-
ing a product’s virtues. Ed Reimers, Ed McMahon, and Arthur Godfrey were
for years associated with Allstate Insurance, Budweiser, and Lipton Tea, re-
spectively; more recently Bill Cosby has appeared on commercials describing
the testing and manufacturing processes for Ford automobiles, Joe Garagiola
has sold Dodge cars, and Rex Harrison has appeared for Ford.

The testimonial format is autobiographical, allowing individuals to de-
scribe personal experiences with the product. The testimony may be given by
a famous person (Joe DiMaggio telling how much he appreciates the Mr.
Coffee coffee maker), by experts (all those television directors and engineers
that preferred a certain brand of color television a few years ago), or by un-
known citizens (the almost endless stream of women who have described the
efficacy of various detergents over the years).

The interview format features one person asking questions and another
responding. The Campbell Soup Co. used a variation of the interview format
a few years ago on radio commercials that were recordings of an announcer
telephoning homemakers and getting them to sing the Campbell Soup theme
song.
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The suggestion format takes an oblique approach. Instead of emphasizing
the product’s merits, the commercial shows it being used in happy or desirable
settings or otherwise associates it with a particular way of life. Before they
were legislated off the air, tobacco companies often advertised cigarettes this
way (the Marlboro man; Salem’s cool glades and icy springs). Coca-Cola has
used this format cleverly and successfully (“I’d like to teach the world to sing
...7 and “It’s the real thing . . .”").

The symbolic format uses analogy, representing features or traits of the
product by using completely different objects. Animals have been particularly
popular. In the 1960s, television commercials for the Dreyfus Fund showed a
lion strolling through New York’s financial district, finally jumping onto and
becoming part of the company’s logo, to represent symbolically the strength
and solidity of that mutual fund. A 1976 television commercial for The Hart-
ford Insurance Company followed a similar theme, using the stag from its
trademark.

A final production format could best be described as abstract. Imaginative
editing, the synthesizer, the electronic effects generator, animation, special ef-
fects photography, computer animation—all of these have been used to pro-
duce announcements that are acoustically or graphically bold and
imaginative. The abstract format can be used to appeal to younger audiences,
to represent the product as innovative and modern, to represent concepts and
forces in abstract symbols. Mid-1970s animated commercials for Levi’s jeans
and for 7-Up carbonated beverages exemplify effective use of the abstract
format.

Appeals are implicit or explicit arguments used to get the attention of the au-
dience. Most of us share certain psychological needs and wants, and an an-
nouncement plays on one or more of these. An insurance company’s television
commercial might show a family breadwinner ill or incapacitated and pose
the question, “How well would your family be provided for if you were not
able to work?” The commercial would then urge you to be sure of such provi-
sion by taking out a policy with the company. Your desire for security is the
target of the commercial.

Psychology is as yet an inexact science, thus there are many different ways
to categorize the various motivational needs arid urges to which broadcast
commercials appeal. One likely list of emotional appeals is that by Heighton
and Cunningham?*: security, threat, sex, love and sentimental, humorous,
convenience, curiosity, ego, hero worship, and sensory. Usually, an emo-
tional appeal by itself is an inadequate persuasive device; facts and arguments
must be presented to support and augment the appeal.

* See bibliography.
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The approach is the way the appeal—and its supporting data—are presented.
The most effective approach is often the simplest—straightforward. The
straightforward approach features no yelling, no humor, no direct compari-
son, just persuasive arguments and data.

A second approach and one its adherents claim to be particularly effective
for brand name recall is the hard sell. The hard sell is a high pressure, unre-
lenting pounding at the audience with persuasive data and repetition. In hard
sell announcements the audio often sounds loud, and there is a lot of copy
read by the announcer. In television hard sell announcements, key words and
phrases are often flashed on the screen as the announcer says them, and sim-
plistic diagrams and demonstrations further pound home the sales point.

Another approach is to use direct humor. Alka Seltzer has successfully
used direct humor in television commercials a number of times; its 60-second
story showing the problems of an actor making a meatball commercial
(“Mama mia, that’s a spicy meatball!”’) has become a classic. Closely related
to direct humor is self-ridicule or understatement. Benson and Hedges ciga-
rettes ran a whole series of television commercials illustrating the disadvan-
tages of smoking their long cigarettes—they bent or burnt a hole when the
smoker got too close to some solid object. This campaign continued in print
long after cigarette advertising was banned from the air in 1972.

Direct comparison is a relatively new approach. Until the late 1960s,
commercials for one product never mentioned the name of a rival product.
Adpvertisers equated stimulus (brand name) with response (purchase); they as-
sumed that if the audience saw or heard a competitor’s name, that was the
brand they bought. Comparisons were made between the advertiser’s product
and Brand X, or “the other two leading manufacturers,” or “the high-priced
spread.” Most advertisers have abandoned this simplistic view of consumer
psychology, and today it is not unusual for a broadcast commercial to com-
pare a product to its rival by name. Two of the best-known series of compara-
tive commercials were those by Shick Inc. for its Flexomatic electric shaver,
challenged by competitors before an advertising industry self-regulatory
group in 1973,* and those by Coca-Cola Co. and Pepsi Cola Co., comparing
the two rival beverages by taste test, which led to a comparative advertising
battle in a number of markets in 1976.

A final approach is part and parcel of the suggestion format, discussed
earlier. Here, the announcement hints at or suggests certain things without
actually saying them: this is the way to the good life; this is the way to be sex-
ually attractive and desirable; this is the way to power and domination. In this
approach, something intangible (and often not really an intrinsic part of the
product or service) is featured by tone or setting of the announcement.

* The National Advertising Division of the Council of Better Business Bureaus
(see Chapter 15).
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The history of an announcement begins with the origin of the advertising
campaign of which that announcement is part. For the sake of illustration, we
shall posit a national advertising campaign, a fairly complex situation com-
pared to, say, the local hardware store owner advertising a special on the town
radio station. The advertiser has secured the services of an advertising agency
and has established an advertising budget, within which the campaign must
be planned and carried out. The first step for the agency is to analyze the
product or service that is to be advertised. The analysis is a process of asking
and answering questions about the product—for example, What is it? What
does it do? What is better about it than its competitors? At the same time, a
similar analysis must be made of the product’s buyers—Who are they? When
do they buy it? Where? This study is called marketing research and is carried
on before, during, and after an advertising campaign to check the effective-
ness of the campaign and the various elements that comprise it.

After analysis of product and buyers, advertising objectives are formu-
lated. Contrary to popular belief, realistic advertising objectives do not aim
toward goals such as increasing sales by 15 percent or share of the market by 5
percent. These are marketing goals. Advertising is certainly one means of
working toward a marketing goal, but advertising objectives are stated in spe-
cific terms and reach toward communication goals, such as introducing a new
product, suggesting new uses for an old product, or publicizing a new war-
ranty or feature on an existing product.

After objectives are defined, strategies are planned to meet those objec-
tives. Three crucial strategies in any advertising campaign are: devising con-
tent and form of messages, choosing the target audience at which to aim
messages, and selecting media to deliver messages to the audience. As a result
of the first strategy, a copy policy (or copy platform or campaign platform) is
developed. Copy policy guides the creation of advertising in all media and
states the theme or idea of the campaign, consumer appeals, and significant
product characteristics. The second strategy results in a consumer profile—
detailed analysis of the target audience broken down by age, sex, buying
habits, education, and other factors. The third strategy, the media strategy, is
to build a media profile that will match the consumer profile. Media profile is
selection of types of media that best deliver the message to the target audi-
ence: this kind of mailing list for direct mail; that type of magazine; newspa-
pers and spot television in these geographical areas; spot radio on this type of
station in these markets; participation advertising during that time of day on
network television; sponsorship of this special on network or in barter
syndication.

The agency prepares the campaign plan for presentation to the advertiser
client. The plan includes general advertising strategy and concepts as well as
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creative, media, and marketing recommendations. Storyboards, commercials,
layouts, and copy are presented. If the campaign plan is approved (usually
with client-suggested changes), the agency begins buying space in print media
and time in broadcasting outlets. The agency makes a careful study, then rec-
ommends specific stations and networks, times, and programs to the client.
After client approval, the agency prepares a final schedule and cost estimate.
When the client signs the schedule, the agency begins negotiating contracts
with stations and networks for purchase of advertising time.

Agency writers develop commercials. Their efforts are based on the copy
platform, the advertising objectives, the role broadcasting is to play in the
campaign, and the product, its buyers, and other market data. Storyboards
and sometimes even videotaped precommercials are prepared for television
commercials. A storyboard is a depiction of what the finished commercial will
look like. Similar to a comic strip in appearance, it represents each scene of the
planned commercial with a small sketch, below which is typed dialogue,
sound, and description of action. A precommercial is an actual, nonbroadcast
quality production of the commercial, done by the agency on its own video-
tape equipment. The precommercial serves the same purpose as the story-
board—to help the client visualize what the commercial will look like—and is
not used on the air. Scripts and fact sheets are prepared for radio commercials.
A fact sheet is not a complete script but contains only key facts on the product
or service. Fact sheets are supplied to radio personalities who are especially
effective at ad-libbing commercials.

The entity that produces a radio commercial varies with the situation. In the
local advertising of small markets and small retail establishments (such as our
hardware store’s special, mentioned earlier), the radio station will often write
and produce the commercial at no charge above that for broadcast time.
Usually, the merchant deals directly with station sales personnel, and no ad-
vertising agency is involved. The station will either do the commercial live,
having the announcer on duty read it each time it is scheduled, or tape record
it, having the tape played back each time it is scheduled.

Most large advertisers wish to have commercials professionally produced
on tape and sent to stations for use. In this case, production work is either put
out for bids to various production houses or assigned to a staff pro-
ducer/director at the advertising agency. A production house does all creative
work, often including script, based on the copy platform and subject to
agency and advertiser approval. If done in-house, the script is written at the
agency, and the producer/director handles talent and creative arrange-
ments—auditioning and hiring actors, announcers, singers; contracting for
original musical compositions and arrangements; securing musicians and a
music director. Completed, taped, client-approved commercials are dupli-
cated, and copies are sent to radio stations.
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After the client has approved the storyboard for a television commercial, the
advertising agency production supervisor reviews it, writes a spec (specifica-
tion) sheet describing the commercial and its production requirements, and
puts the project out for bids to selected production houses. The spec sheet
notes whether the commercial is to be produced on film or on videotape. The
choice of medium depends on the type of commercial, the medium that seems
most natural for the particular concept, the preferences of agency and client,
and the plans for distribution. If the commercial is to be used in a national
spot campaign, it will often be distributed on 16mm film because film release
prints are cheaper than videotape copies. The production houses do their own
cost estimates and submit bids, statements of how much money they would
need to produce the commercial. Usually, the agency accepts the low bid,
subject to negotiation over certain cost factors.

Once the client has accepted the agency’s bid recommendation, represen-
tatives from agency and production house begin meeting together to iron out
preproduction details—set design, location, crew, on-camera talent, director.
An agency representative is designated producer. Agency producer and con-
tract director work closely during the production phase. The commercial is
completed during postproduction, the finished commercial is duplicated, and
copies are sent to the stations.

At the local level, production may be handled by a television station.
Local stations are usually eager to rent facilities and crew for local commer-
cials at bargain prices (relative to the cost of large market production houses).
If a station produces a commercial, it rarely has the same high quality as one
produced by a large production house. However, for local advertising the sav-
ings may more than make up for the loss of quality.

The Advertising Council, Inc. was organized in 1942 as the War Advertising
Council and reorganized under its present name after World War II. Its con-
stituent and sponsoring organizations include major advertising and media
trade groups (e.g., the American Association of Advertising Agencies and the
National Association of Broadcasters). The Ad Council selects certain govern-
ment and private agencies as clients, for which advertising campaigns are
prepared as a public service. Some 27 advertising agencies have volunteered
creative and media services to the Ad Council, and each volunteer agency is
assigned a client for which to plan and execute a campaign. The client pays
only for materials—artwork, engraving, printing, paper, film, slides—which
are then supplied to the various media who run the message for free. A client’s
out-of-pocket expenditure of $75,000 to $150,000 annually yields millions of
dollars worth of advertising and publicity. Ad Council campaigns have
created a number of memorable symbols and slogans—Smokey Bear; Iron
Eyes Cody, the Indian with a tear; A Mind is a Terrible Thing to Waste—and
some of broadcasting’s finest minutes have been Ad Council produced PSAs.
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Radio and television stations also produce and air PSAs for local charities and
other good works.

Commercials are the broadcast announcements that are most often criticized.
This is understandable; in American commercial broadcasting, commercial
announcements are frequent, ubiquitous, interruptive, repetitious, intense,
unavoidable, packed with highly persuasive elements, and often the product
of always-suspect (in the public mind) big business. In print, the audience has
the initiative of whether or not to pay attention to advertising messages. A
newspaper or magazine advertisement can be read or not, as much or as little
as the reader wishes, at the time chosen by and at the convenience of the
reader. Not so in broadcasting. When a commercial comes on, you either sit
through it—all of it, at its speed—or turn off the set or change to another sta-
tion (where there is probably another commercial in progress). Any feature
that conspicuous and unavoidable on media as popular as radio and television
is bound to come in for at least some criticism. A great deal of criticism is lev-
eled at television commercials, particularly, since television is the more popu-
lar and attention-demanding medium.

Commercials are criticized for lying, for making claims for products and
services that are not true, such as bait and switch advertising,* misrepresenta-
tion of some feature of the product or service, or false description of the ad-
vertiser’s financial situation or ability to do business. Local and federal
authorities, better business bureaus, and others bear down hard on false ad-
vertising, and there is relatively little outright lying on broadcast commer-
cials. Puffery, however, is another matter. Puffery is the half-lie, telling only
the good points about a product or service, making good points even better,
and not mentioning negative aspects. Puffery has traditionally been the basis
of most advertising, but public interest groups and government agencies have
begun to question this tradition. The Federal Trade Commission began its
Adpvertising Substantiation Program in 1971, requiring advertisers to be able
to substantiate any claim made about a product’s performance, quality, effec-
tiveness, safety, or comparative price. It is no longer acceptable to claim a
product is “number one in performance” or “more effective than the three
leading competitors.” The advertiser must define terms and prove claims.

Somewhere between lying and puffery should go false demonstrations. In
a false demonstration the commercial shows us that a product has certain

* In bait and switch advertising, the bait is a bargain price advertised for a par-
ticular product to lure you into the store, while the switch is the attempt to sell you
a higher priced model once you are there.
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qualities, but special techniques are used during production to show these
qualities. In other words, the product is not like or will not do exactly what
the commercial purports to show. Two of the most famous false demonstra-
tions took place on television commercials for Rapid Shave and Libbey-
Owens-Ford autoglass, as described in Chapter 13.

Another criticism of commercials is that they seem to assume and aim at
insultingly low intellectual levels in their audience. Wording, repetition, ar-
guments, format—every element seems to patronize listener and viewer.

There are complaints about the salience of commercials, their unavoid-
able conspicuousness: number, number of interruptions per program, clutter,
and loudness. As for the number of commercials, there actually is a high ratio
of commercial minutes to program time. The NAB Television Code allows
stations to program over 25 percent of every hour in nonprogram material*
most of the day. The Radio Code allows stations to program 30 percent of
every hour in commercials, with provision for even more in special circum-
stances. And as for complaints about the number of interruptions per pro-
gram, again there would seem to be some justification. The Television Code
allows up to four interruptions per half-hour program.! The Radio Code
places no restrictions on the number of interruptions. Clutter is a term imply-
ing too many different announcements during each program interruption.
The Television Code allows four consecutive announcements within pro-
grams, and no more than three during station breaks.

Yet another type of criticism comes from women’s and civil rights groups.
‘They complain that commercials depict women and minorities in such a way
as to reinforce stereotypes. Women are shown as dependent on men, con-
cerned primarily with children and household, unable to cope with financial
or mechanical complexities, valued primarily as ornaments or sex objects,
and, when seen in occupations other than housekeeper, employed as secre-
taries and teachers. For years, members of minority racial and ethnic groups
were rarely depicted at all in commercials, and their few appearances were in
highly stereotyped roles. Greater percentages of minorities have appeared in
commercials in the last ten years, and they are now depicted as other than
servants, cooks, and peons who are lazy, shuffling, inscrutable, or sombrero’d.
Advertisers, however, say they have to use stereotypes to set up and resolve a
situation within a commercial’s 30 seconds. As a result, we still see a nonreal
TV commercial world, in which primarily white, middle-class families buy
hamburgers, fried chicken, and new automobiles; women worry about clean

* Nonprogram material includes billboards, commercials, promos, and all pro-
gram credits exceeding 30 seconds, except those in feature films.

tThe TV Code has different standards for different periods of the day and for
different types of stations (affiliates, independents). In most cases, standards for
prime time allow fewer commercial minutes and fewer interruptions than those
cited here.
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clothes and shiny floors and succumb to men wearing after shave lotion; and
blacks patrol police beats and deliver packages.

Consumer groups say that all too often commercials attempt to sell prod-
ucts to the wrong people, or to sell the wrong products to all people. Com-
mercials have been criticized for selling toys, vitamins (which can be fatal if
swallowed in large doses), and junk food to children; for selling quack medi-
cines, nostrums, money-hungry religious charlatans, useless gadgets, and
overpriced records and tapes to those least able to afford them—the old, the
poor, the minority ethnic groups; and for selling large cars, leaded gasoline
(both of which contribute to atmospheric pollution), cigarettes, and over-the-
counter drugs to everybody. Cigarette advertising, of course, was legislated off
the air, but cigarette consumption has continued to climb.

Critics question the values that commercials promulgate. Commercials
teach. And, goes the argument, they teach much more than how to sing,
“Plop, plop, fizz, fizz; oh, what a relief it is,” or “Have it your way; have it
your way.” They teach the values, philosophies, and behaviors they depict,
values that may be dysfunctional (i.e., working toward undesirable goals) for
both the individual and the society. Commercials teach that it is good to be
acquisitive, highly competitive, and conscious of status. They teach narcissism
and that physical beauty is an end in itself. They teach us to take a pill when
we feel bad, to see all issues and people—no matter how complex—in black or
white terms, to think in slogans, to look no farther than the surface, to aim for
a Ken-and-Barbie doll existence of eternal, middle-class, plastic-wrapped
youth.

Many persons criticize the way in which commercials appeal to certain
human metivations. In the 1973 documentary CBS Reports: You and the Com-
merctal, Dr. Eric Fromm noted that one strong motivation used in commercials
is the fear of not being loved—attributable to body odor or split ends or baggy
panty hose—which some product promises to alleviate. A second and related
theme is the concept of the miracle; use this soap or that cooking oil and a
miracle will happen. Fromm observed commercials seem to say that love is
dependent on a gadget. Buy and use the advertised gadget, and attain the
good life. Commercials promise the fountain of youth, that the product will
turn us into beautiful young people who never change. Fromm also said ad-
vertising molds us, makes us greedy, makes us want more and more instead of
trying to be more and more. Commercials do not convince, they suggest. Con-
vincing is an attempt at persuasion using rational arguments. Suggesting
breaks down rationality and powers of criticism in an effort to get audiences to
believe the promises of commercials. Therefore, concluded Fromm, people
know on a rational basis that claims for the products are nonsense, but at the
same time, they would like to hope there might be something to the claims. The
result is a2 mixture of reality and fantasy that operates on the subconscious
level.

While most criticism is directed at commercial announcements, PSAs and
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public broadcasting announcements have also come in for a share of the criti-
cism. In 1976, public service groups and sympathizers in Congress petitioned
the FCC to adopt rules to open radio and television time to PSAs from a wider
variety of sources. Over 70 disparate individuals and groups called for new
rules, including Action for Children’s Television, Sierra Club, National Gay
Task Force, Public Media Center, and United Church of Christ (UCC). The
UCC commented that licensees were abdicating the responsibility for PSAs to
outside agencies, such as the Ad Council which provide broadcasters with
slick, noncontroversial PSAs. And in 1977, the FCC launched an inquiry into
commercial practices of noncommercial radio and television stations. The
next year the commission adopted stricter rules to govern underwriting, pro-
motions, auctions, and other fund-raising activities of public stations.

Not all words spoken about commercials are critical. For example, there is no
doubt that, well-done, broadcast advertising is effective. Merchants and man-
ufacturers who use radio and television successfully are among the first to
praise broadcast commercials. Certainly, too, the skill and imagination that
goes into making a commercial must be admired. Commercials are among the
most carefully, painstakingly crafted productions in radio and television.
Their original use of locations, props, actors, animals, and other elements to
translate the fantasies of a copy writer into 60 seconds or less of sales pitch is
legend. One television commercial for Great American Soup featured Ann
Miller, a dancing chorus, and choreography by Busby Berkeley. The cost for
this miniature extravaganza was $250,000. The best commercials each year
compete for the Clio Awards. The Clio, cousin to Oscar and Emmy, is
awarded to the winning commercial in each of several categories based on
cleverness and artistry.

The skilled personnel and persuasive techniques honed on advertising are
used to create messages designed to improve the common good. The success of
Ad Council campaigns is due almost entirely to the selling skills of its agen-
cies. Let us not forget, too, that advertising pays for programming on com-
mercial radio and television. The music, the stars, the news operations—all
are paid for by advertising dollars. Even some programming on public broad-
casting is funded by business firms in return for underwriters’ notices or plugs
on annual fund-raising auctions. And finally, commercials, as integral part of
advertising, serve as key forces in the American economy. Our economy is
based in large part on mass production, mass distribution, and mass con-
sumption. Commercials and the rest of advertising are vital to the mainte-
nance of such an economic system.
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Even Flash Gordon—when he fired his ray gun and walked on solid
beams of light in those long ago Saturday movie matinees—was not
quite sure how electromagnetic waves worked. Broadcasting de-
pends on electromagnetic waves for its very existence. And for most
of us the hows and whys of broadcast transmission are a mystery
fathomed only by theoretical physicists and Flash's brilliant friend,
Dr. Zarkowv.

Understanding broadcasting’s “‘technical part” (as many call it)
is not exactly as easy as watching the televised reruns of those Flash
Gordon serials. But at a basic level we can all understand the broad
outlines of how radio and television work. In this section you will
discover some fascinating facts you probably did not know—like
how those Flash Gordon reruns get from the station to your televi-
sion set. On a more practical level, the physical properties of
broadcasting affect all its aspects from audience size to station li-
censing. The fact that broadcasting travels by radio energy, energy
that has certain properties, has profoundly affected the history, reg-
ulation, and economics of radio and television. Therefore if you are
going to understand broadcasting, you must understand those
physical properties. Stiff upper lip, and here we go.




Waves

Radio
—NeQy

Broadcast programs are radiated from a station’s transmitting antenna and
sent to your receiver via radio energy. You cannot smell, feel, or see it, yet
radio energy is the basis on which the entire structure of broadcasting is built.
To a large extent, the peculiar characteristics of radio energy determine how
broadcasting is organized—the frequencies assigned to stations, the power
they may use, their physical location, their very licensed status. In this chapter
we examine first the concept of radio energy waves and then the various char-
acteristics of waves in three different frequency bands.

A radio wave is simply a series of advancing electrical impulses, that is, elec-
tric energy traveling through space. To illustrate, imagine that you hold one
end of a long rope. Shake the rope rapidly up and down. You see waves trav-
eling the length of the rope. Your arm is the source, and your arm’s back-
and-forth movement—called vibration—sets up the wave motion. Hit a water
glass with a spoon, and the glass vibrates, creating waves of sound that you
can hear. Start a fire in a stove; the energy released from the fuel will cause
molecules in the iron sides of the stove to vibrate and create waves that you
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Figure 9-1. Sine Wave as Radio Wave. The sine wave is a graphic representation
of a radio wave. The line through the middle of the long (horizontal) axis represents
neutrality. The points at which the wave crosses that line indicate periods of nonpo-
larity, that is, no magnetic field. The part of the wave above the line is called the
positive phase and resuits from the first surge of current in the transmitting antenna.
The part of the wave below the line is the negative phase and results from the sec-
ond surge. (To further confuse things, the sine wave is also used to represent the
radio frequency current that generates the radio waves, the audio that modulates
the radio frequency, the sound waves that cause the audio, and the vibration of the
sound source from which the sound waves originate!)

feel as heat. In radio energy the vibrations are electrical; the waves are electric
and magnetic fields.

The process of generation of radio waves is called oscillation. An alternat-
ing electric current is fed into a radio station’s transmitting antenna. The cur-
rent is called alternating because it goes into the antenna in pairs of surges or
half cycles. The first half cycle will go in one direction (which we shall arbi-
trarily call positive); the second, in the opposite (which we shall call nega-
tive). Two successive half cycles, one in each direction, make one complete
oscillation or cycle. Normal household electricity is alternating current that
flows at a rate of 60 cycles per second. The rate for broadcast transmission,
however, is much higher, usually above 400,000 cycles per second.

A positive half cycle of electrical current flows into the antenna and cre-
ates electrical and magnetic fields in the space immediately around the an-
tenna. The nature of these fields is an electrical disturbance or pressure that
moves away from the source and continues to travel through space, away from
the antenna. This is the first half or positive phase of a radio wave. After the
positive half cycle of current dies out in the antenna, the negative half cycle
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Figure 9-2. Lines of Force Radiating from Antenna. Alternating current in the an-
tenna sets up fields of force (electric fields and magnetic fields) around the antenna.
If the current frequency is high enough, these fields break free and continue to travel
through space as electromagnetic waves.

begins. The negative half cycle also sets up related electric and magnetic fields
around the antenna which radiate as the second half or negative phase of the
first wave. The next half cycle is positive and starts a second wave, and the
process repeats, as long as the station transmitter is on.

The strength of an electrical cycle is its amplitude, the point of maximum
current in each of the two half cycles. The stronger the amplitude of alternat-

I-— Wavelengthﬂ
____ﬁ—__——f__‘f__
&7 I | Amplitude
0 f |
) | U
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Figure 9-3. Wavelength and Amplitude. Amplitude—strength of a radio wave—is
indicated by the distance from the top of the positive phase to the bottom of the
negative phase. The stronger the radio wave, the greater the amplitude. The dis-
tance one radio wave travels through space before another is radiated is called the
wavelength. Wavelength is indicated on a sine wave as the distance from the be-
ginning of the positive phase to the end of the negative phase.
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Figure 9-4. Attenuation. As radio waves travel, amplitude decreases.

ing current in the transmitting antenna, the stronger the amplitude of ra-
diated waves. Also, the stronger the amplitude of the waves, the stronger the
signal you get on your radio or television receiver. Referring to one of our ear-
lier illustrations, the oscillations of current in the transmitting antenna are
analogous to your arm as it shakes the rope up and down; the radio waves that
radiate as a result parallel the waves you cause in the rope. The harder you
shake the rope, the greater the waves.

Thus oscillations of current in the transmitting antenna generate radio
waves. These waves travel through space. When the radio waves come into
contact with the receiving antenna of a radio or television set, they induce
(cause) in it oscillations of alternating current in a pattern exactly like the os-
cillations in the transmitting antenna, although of much lower amplitude.

As they travel, radio waves attenuate (lose strength) for a number of rea-
sons. A radio wave radiates outward from a transmitting antenna in all direc-
tions in a circular pattern. As the wave travels, the circle becomes larger and
the wave attenuates, spreading itself ever more thinly, diminishing amplitude
as it covers a greater and greater area. Eventually, the point is reached at
which amplitude is so low that, for purposes of reception, there is no more
wave. This is when the signal fades out on your radio or television receiver.
City noises and terrain obstacles may create dead spots within a station’s cov-
erage area, that is, places where you should be able to, but cannot, receive the
station. Overlapping signals or interference occurs when the radio waves
from one station collide with and distort or weaken those from another. Ab-
sorption involves expenditure of energy by a wave as it travels. When radio
waves travel through a vacuum, there is little absorption. But in anything
denser, such as the earth’s atmosphere, radio waves lose energy. The denser
the medium, the more absorption occurs. In AM radio for example, the earth
conducts (i.e., allows it to travel) the ground wave,* but it also absorbs much
of the wave’s energy. The ground waves of even the most powerful U.S. radio
stations, operating with 50,000 watts of power and no interference, lose most
of their punch after about 100 miles of travel. Sky waves, on the other hand,

* Both ground waves and sky waves are described in the next section of this
chapter.
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undergo little absorption. They bounce from the ionosphere to earth and back
again to deliver powerful, clear signals thousands of miles from their origin.

Two facts should be noted at this point. First, radio energy has a velocity
of (i.e., it travels at) 300,000,000 meters (186,000 miles) per second in a vac-
uum (it travels somewhat slower in the atmosphere). That figure should sound
familiar to you because it is the speed of light. All electromagnetic energy
(which includes radio waves and visible light) travels at that speed.

Second, broadcast stations transmit radio waves at a rate of thousands and
millions per second, the exact rate varying according to service (AM, FM, or
TV) and channel assignment. The number of waves a station emits per second
is, of course, determined by the number of cycles per second of alternating
electrical current energy flowing to the transmitting antenna. The term hertz
has been adopted as a name for cycles per second, honoring the work of
Heinrich Hertz (see Chapter 2). The number of hertz a station generates is its
frequency. Since such large numbers are involved, prefixes are used as short-
cuts; kilo- means times 1000, and mega- means times 1,000,000. Thus 870 ki-
lohertz (kHz) would be 870,000 cycles per second, and 98.3 megahertz (MHz)
would be 98,300,000 cycles per second.

Since radio energy velocity is constant (300,000,000 meters per second),
the only way to increase frequency (number of cycles/waves per second) is to
shorten wavelength. This is easy to illustrate. Draw a horizontal line 3 inches
long. Now use it as the middle line, and draw on it 3 sine waves (backwards
Ss, lying on their sides; see Figure 9.5) representing 3 radio waves, each of
equal length, so that they take up the whole space. How long will each sine
wave have to be? Obviously, 1 inch. Now draw another line 3 inches long, and
put 4 sine waves on it. This time each will have to be % inch long. You have to
shorten the wavelength to get more waves in the same 3-inch space. Now
reread the previous sentence, substituting “time” for “3-inch space,” and the
same principle applies: speed being constant at all frequencies and wave-
lengths, you have to shorten the wavelength to get more waves (i.e., to in-
crease frequency) in the same time period. If you are confused at this point,
just remember “longer and lower”—the longer the wave, the lower the fre-
quency. And the converse holds, too—the shorter the wave, the higher the
frequency.

With radio energy velocity constant, we should be able to figure frequency
if given wavelength, and wavelength if given frequency. The formula is fre-
quency equals velocity (300,000,000) divided by wavelength; or wavelength
equals velocity divided by frequency. For example, a broadcast station
operating at 1500 kHz is using a wavelength of 200 meters (300,000,000 + 1,-
500,000 = 200), that is, the length of each wave the station transmits is 200
meters long or nearly 219 yards (I meter = 1.093 yards).

Before going on, let us review. Alternating electrical current sets up thou-
sands of millions of oscillations in a broadcast transmitting antenna. These os-
cillations produce radio waves, each with a positive phase and a negative
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Figure 9-5. Frequency and Wavelength. Since velocity is constant, the only way to
increase frequency (say, from 76 MHz to 100.1 MHz) is to decrease wavelength
(here, from 3.97 meters to 2.997 meters).

phase, which travel outward from the tower at the speed of light. When the
waves contact a receiving antenna, they set up similar oscillations that the re-
ceiver then amplifies and uses as the broadcast signal. The strength of a radio
wave is its amplitude, which attenuates as the wave travels. The number of
cycles/waves per second is called “frequency,” expressed in “hertz.” Speed is
constant, so that frequency and wavelength are inversely related.

Frequency-Related Characteristics

Since radio waves consist of electrical and magnetic fields, radio energy is a
form of electromagnetic energy, as are visible light, X-rays, cosmic rays, ultra-
violet rays, and others. All radiate from a source and travel in waves at the
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speed of light. Do not confuse sound waves with electromagnetic waves.
Sound waves are physical, carried by the vibration of molecules. Sound trav-
els about 1100 feet per second and is conducted by air and other gasses, lig-
uids, and solids. It cannot travel in a vacuum. Electromagnetic energy needs
no conduction medium, and can travel in a vacuum. In fact, it travels most
efficiently through a vacuum, evident whenever radio and television signals
from a rocket probe fly through the vacuum of space to show us the rocks of
the moon or the red sand of Mars.

ELECTROMAG- If you were to arrange all forms of electromagnetic energy in order of fre-
NETIC SPECTRUM quency, from highest to lowest, you would have what is called the electromag-
netic spectrum. At the very highest frequencies (and shortest wavelengths) are
cosmic rays. Below that, in descending order of frequency, come gamma rays,
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Figure 9-6. Electromagnetic Spectrum.
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PROPAGATION

X-rays, ultraviolet rays, visible light, infrared rays, and, near the very bottom,
radio waves. The radio portion of the electromagnetic spectrum has been fur-
ther divided by frequency. The very highest radio frequencies are called ex-
tremely high frequencies followed, in descending order of frequency, by super
high frequencies, ultra high frequencies (UHF), very high frequencies (VHF),
high frequencies, medium frequencies (MF), low frequencies, and very low
frequencies. In broadcasting, we are chiefly concerned with MF, VHF, and
UHF. AM radio is in MF, television channels 2-13 and FM radio are VHF,
and television channels 14-83 are UHF.

The manner in which radio waves travel—the paths they take—is called
propagation. Propagation varies greatly with frequency.

Ground Waves and Sky Waves. In the MF band, ground waves and sky
waves determine propagation. Ground waves follow the curvature of the
earth. Sky waves are those that radiate away from the earth up into the sky. In
the upper edges of the earth’s atmosphere, certain types of natural radiation
from the sun electrically charge groups of atoms in the relatively scattered
molecules of the thin atmosphere. This charging process is called ionization,
and the result is a series of layers of heavily ionized molecules, 30 to 200 miles
above the earth’s surface, called the ionosphere. During the day, sky waves
travel right through these layers, are lost in space, and are of no use to earthly
propagation. But at night the ionosphere changes, and many sky waves are
bent back toward the ground by certain ionospheric layers, to land on earth
hundreds of miles from the transmitter. The sky waves may then bounce up

Antenna

Figure 9-7. Ground Wave Propagation.
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Figure 9-8. Sky Wave Propagation.

again from the earth’s surface, hit the ionosphere, and bounce back to earth
for a second time.

Ground waves do not travel nearly the distance that sky waves achieve,
but ground waves are relatively constant, usually reaching the same distance
at the same strength most of the time. Sky waves are useful only at night, and
while they achieve spectacular distances, they are subject to fading. You have
probably experienced sky wave reception and fade, driving at night and at-
tempting to find a local radio station on the AM radio band. Something like
the following happens: driving on Interstate 75 near Cordele, Georgia, you re-
ceive a beautifully strong, clear signal and assume it is from a Cordele station.
Just as you are admiring the professional programming coming from small
town radio, the signal begins to deteriorate. But before it fades out entirely,
you hear the announcer give the station identification—“WCBS, New York.”

Direct Waves. Higher radio frequencies are closer to visible light in the elec-
tromagnetic spectrum, and thus behave more like visible light rays. In VHF
and UHF, propagation is primarily by direct waves. Like light, direct waves
travel in straight lines, may be blocked by physical objects, may be reflected,
and are subject to bending. There are no long-range sky waves and no ground
waves that creep over hills and beyond the horizon.

Television and FM radio propagation have been described as line-of-
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Figure 9-9. Direct Wave Propagation.

sight, and to a large extent that is true. If you were to climb to the top of a
television transmitter tower, for example, you could literally see the station’s
primary coverage area. You see to the horizon, but no farther; for all practical
purposes, that is how far the television signal reaches. A series of large hills
looms up close on one side of you, blocking your view; they block the televi-
sion signal, too, and people living on the other side of the hills cannot receive
the station directly. Some neighborhoods are partially obscured from your
view by tall buildings or other large structures; the people living in these areas
pick up the television station with difficulty or not at all. Some tall buildings
seem especially bright, reflecting quite a bit of light; thus they also reflect tele-
vision signals. Residents living near these buildings receive one television sig-
nal directly from the station’s transmitting antenna and another from the
bounce off the reflective buildings. The result is ghosting (double image) on
the screen.

Like light, direct waves are also subject to refraction or bending. Perhaps
you have had the experience of putting a straight pole into clear water and
seeing the pole appear to bend. The pole seems to enter the water at one
angle, then bend at the surface to another angle. The pole has not really bent,
of course, but the light rays have. The light rays reflected from the submerged
part of the pole travel through a relatively dense medium, water, then enter a
less dense medium, air, and in the process they bend. This is called refraction,
and it is why the straight pole looks bent. Similarly, VHF and UHF waves can
be bent as they pass through varying temperatures and weather conditions
that affect density of the air.

Attentuation, absorption, interference, reflection, refraction—all affect
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propagation at all frequencies to a certain extent. Some of them affect some
frequencies more than others. It should be evident at this point that climate
and weather play a large role in propagation. The next time a cold front, a
warm front, a high pressure area, or a low pressure area is scheduled to move
into your vicinity, note the changes in broadcast reception before, during, and
after.

Coverage refers to the physical area within which a radio wave may be re-
ceived. Medium frequency coverage is affected by three factors—ground, fre-
quency, and power.

Ground. Where MF is concerned, antenna height is not an important factor
for coverage. Part of the antenna is buried beneath the ground, and the whole

5,000 watts
at 600 kHz

50,000 watts
at 1400 kHz

Figure 9-10. Relative Broadcast Coverage.
SOURCE: Radio [New York: AM Radio Sales, n.d.}, p. 7. Used by permission of Wilmot Losee.
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Figure 9-11. Influence of Soil Condition.
SOURCE: Radio (New York: AM Radio Soles, n.d.}, p. 9. Used by permission of Wilmot Losee.

antenna structure, ground and all, transmits. The object is to make maximum
use of the ground waves, which requires a good electrical ground connection.
Wet soil gives a better electrical ground than does dry, so that the transmitter

antenna is actually better off in a low swamp than on top of a dry, well-
drained hill.

Frequency. In MF transmissions, as in all transmissions, the lower the fre-
quency, the better the coverage. This is because lower frequencies result from
longer waves, and the longer the wave, the greater the distance one wave-
length covers. For example, a station transmitting at 1600 kHz uses a wave-
length of 187.5 meters (about 205 yards), while a station at 540 kHz uses a
wavelength of 555.6 meters (just over 607 yards). For every one wavelength
the waves at 540 kHz travel, the waves at 1600 kHz must travel nearly three
wavelengths, expending three times the energy in attenuation and absorption.

Power. Finally, the factor of power works the way it seems most logical: the
higher the power the transmitter pumps into the antenna, the farther the
wave will travel, and the greater the coverage. Because of ground wave propa-
gation, radio transmission in the MF range is not so affected by hills and line-
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of-sight considerations as VHF and UHF transmission. Given enough power,
ground waves surmount hills and range beyond the horizon.

Coverage in the VHF and UHF frequencies is affected by antenna height, fre-
quency, and power. VHF and UHF propagation is by direct waves and is
line-of-sight. Therefore just as the higher you fly in an airplane, the more area
of ground you can see, thus the higher the antenna, the greater the coverage.
Line-of-sight also means natural terrain features and man-made obstacles can
block coverage, yielding dead spots and poor reception areas. Frequency and
power affect VHF and UHF coverage as they do in all frequency ranges:
lower frequencies and higher power yield greater coverage.
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Radio
Channels

How can more than 8500 radio broadcasting stations in the United States fit
into just 207 channels? How does sound become radio and vice versa? What is
the difference between AM and FM? These are some of the questions we shall
answer in this chapter. In addition to AM and FM, we shall look at another
radio broadcasting band, one of which most Americans are little aware—the
international broadcasting services.

Standard Broadcast Service

According to the FCC, a standard broadcast station is one licensed for trans-
mission of radiotelephone (voice, music, etc.) emissions (radio waves) pri-
marily intended for reception by the general public and operated on a
channel in the band, 535-1605 kilohertz (kHz).' This places AM radio in the
medium frequency (mf) band. Look at the dial on your AM radio. Chances
are that the first numeral on the dial is 5%, 54, or 540* and the last is 16, 160,
or 1600. This means your radio can pick up the entire AM band, 535,000-1,-
605,000 cycles per second. Between the two end figures, your radio dial con-

* Some receiver dials show 55 kHz as the first reference point on the dial; these
receivers can still pick up the entire AM band.
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tains seven or more other numerals, which serve only as reference points to
help you find stations. There are actually 107 channels (places for stations) on
your dial, each 10 kHz wide and identified by its carrier or center frequency.
Therefore the first AM channel is 540 kHz, but it actually occupies the band
of frequencies, 535-545 kHz (which explains why the first figure on your re-
ceiver dial is 540 instead of 535). Most of the 107 channels are used by more
than one station, although a (re<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>